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TRANSLATOR'S PREFACE.

While a pupil of the eminent Dr. Jadassohn, studying
his excellent theoretical works, I had the honor of having
the translation of this volume intrusted to me. Of course,
being under the author’s personal instruction in this subject,
and knowing that I would work under his personal direction,
I began my work. Throughout it has ever, .been a continual
joy, and the labor bestowed has daily brought its own exceed-
ing great reward. For step by step, page by page, and
chapter by chapter the work continued, and each day as
the end drew nearer, the book grew grander, and the great
genius of my beloved teacher seemed more prodigious. Each
word of kindness, seemed but a shadow of charity itself
and came from a heart that made the true gentleman and
good humane character. Each word of severity seemed to
tighten the chords which began with respect and ended with
love; while each suggestion illumined the superiority which
nought but industry, frugality, perseverance‘ and intelligence
could build.

May this slight contribution lead at least a few others
to love more warmly this foremost of musical theorists, whose
excellence has only been attained by the labor of a life-
time, and to study more intelligently and conscientiously this
greatest work of orchestral composition.

To all English speaking students, no matter of what
branch of the art, whether instrumental or vocal, if you wish
to be a good artist a knowledge of instrumentation is of the
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greatest value. The study of the best orchestral scores should
not be neglected. No matter what your instrument or your
technical skill and refined artistic sensibility; you cannot
possibly appreciate the genius, that breathes into his work,
an unexpressed idea which speaks to our feelings even be-
fore it can be defined. For such is the genius that moulded
the sublime creations of a MgznpeLssonn, Havpn, Scruserr,
Mozarr, Breraoven, Cuerusini, MeyerBEER &c.

Even to non-musicians of philomusical tendencies, a
theoretical knowledge of the instruments with which these
master-works are given life, will certainly triple the intel-
lectual stimulus and widen the emotional sensations of an
actual performance.

It would be ungrateful were I not to acknowledge the
kind assistance and many valuable suggestions received from
the author.

I hope that no omissions or important inaccuracies will
be found in this translation, for in a work of so many de-
tails slight errors are hardly unavoidable. Trusting to the
forbearance of those for whose benefit it is intended, and to
the candor of critics who may find it easy to detect faults,
but who may at the same time duly appreciate difficulties,
I heartily wish this work the renowned success of Dr. Jadas-
sohn’s previous manuals.

Leipzig, March, 1898. _ ‘
Harry P. Wilkins.




AUTHOR'S PREFACE.

This book contains in a progressive manner, lessons in
the instruction of the manifold means of expression in musi-
cal art, — of the voices as well as the instruments — and,
at the same time an explanation of the different forms of
composition, including both sacred (church) and secular;
chamber and orchestral. On this account it was also neces-
sary, to give an explanation of the formation of musical
pieces which were fully explained in the “Manual of Musical
Form” (Volume IV of the author’s “Manuals of Musical Com-
position”); but to illustrate more fully special forms, in the
further consideration of many classes of compositions.

The first three chapters treat of the composition for the
voice, pianoforte and organ. To these are added a descrip-
tion of all the orchestral instruments occurring in Chamber-,
Church-, Concert-, Opera-, and Military-Music; the treatment
of which I have attempted to represent by the numerous
examples contained in the text.

To represent to the pupil the sound of an instrument in
reference to the tone effect of many employed simultaneously,
I was compelled to refer to the passages of such works, as
I presume are generally known. Therefore, I have preferably
extracted the above-mentioned examples from the best well-
known classics; but this means no reflection whatever on the
esteemed works of the living masters. I, therefore, sincerely
regret that many excellent contemporary works cannot be
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discussed, for the reason that they are still not so universally
circulated and known as they merit.

The musician who has no idea of making composition
his vocation, will find in the previous books, much instruction
which is necessary for every artist of academic education to
know. The problems, for the student of composition, are
given in the order of their chapters; however, in particular
cases, according to the preparatory schooling and proficiency
of the pupil, a departure from the graded order of arrangement
in this book, is left entirely to the Judgment of the teacher.
The “Conclusion” consists of Method of Rehearsing the Choir,
How to Lead the Orchestra, Chorus and Solo Voices in Rehear-
sal and Performance.

May the experience which I have gathered through spe-
cial study and by the instruction of my numerous pupils at
the “Conservatory of Leipzig” during many years, be accep-
table and advantageous to other teachers and scholars.

. Leipzig, May, 1889.
Dr. S. Jadassohn.
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CHAPTER L

COMPOSITION FOR VOICES WITHOUT INSTRUMENTAL
ACCOMPANIMENT.

The Compass of the Voice.

§ 4. Of all means employed in the performance of musical
compositions, the human voice is the only one, bestowed entirely
by nature. It is the most expressive as well as the most symp-
athetic. We say of an excellent instrumentalist that his tone is singing,
to indicate thereby the highest grade of proficiency in his tone pro-
duction. The voice is accordingly employed alone or in combination
with one or more voices, or in still larger chorus masses, with or
without instrumental accompaniment; it is also employed in many
different classes of musical compositions, from the simplest song to
the largest executed chorus movement in the Oratorium; when it
is combined with instruments it invariably leads the melody, the
accompaniment being subordinate thereto; it generally appears as
a supreme sovereign to whom the accompanying instruments are
more or less important suhjects, helping to give it greater expres-
sion — and often forming a harmony which far exceeds the compass
of the voice — thus, extending and perfecting it.

If we examine the compass of the tones, with which nature
has endowed man, as a singing voice, we will find the following

- tonal range, scarcely exceeding three octaves.

e e
. o/
. 5 s o <

-

This compass can occasionally be exceeded both in its depth
and height one or more tones, by an exceptional voice. No one
Jadassohn, Instrumentation. 1

ﬂ
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voice, however, possesses the entire compass of the notes indicated
in Ex. 1; on the contrary, there is a marked division at once, accord-
ing to the sex, into male and female voices. The latter in music
includes all children’s voices, whether boys or girls. Again we
find in both the above named principal divisions of voices a further
sub-division into high and low, either male or female voices, which
supplementing each other in the limit of their ranges, will give the
entire compass, indicated in Ex.1. We now illustrate the compass
of the individual voices, of which the high female voice is called
the soprano, and the lower, the alto; the high male voice the tenor,
and the low male voice the bass. The following is the compass of
the voices, which we may accept for the four-part (mixed) chorus.
(a)

. -
2. - b

Soprano. —

sl

‘ > e | m—
Alto. ,_9_[_9_2—6 i
'T_—,,j—@—l_’_ﬂ 4= :
Tenor. ﬁ ’_Q_J'—_&_&
v -
-
22 e 1=

Bass.
_’__&_T,__a

However, not every person endowed with voice, whether so-
prano, alto, tenor or bass, possesses the entire compass indicated
in Ex. 2. According to the natural structure and cultivation, we
find on the one hand, voices of greater or less tonal range, and on
the other, such whose compass falls between the four principal
divisions, indicated in Ex. 2. Among the female voices we make a
further sub-division into first (high) soprano, whose tonal range we

® b

generally accept for chorus as being from & tob o) ;

== 15
exceptional solo voices can take a few chromatic tones higher.
About a fourth below we find the tonal compass of the second or

: ' )
mezzo-soprano extending W from b or bb to

(igh

= z
or even g. Likewise, we sub-divide the alto voices into first
) alto, having a range indicated for alto in general, as in Ex. 2%
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and into second (low), usually called contralto, whose range ex-
tends usually two or three tones lower, while in height there are
correspondingly fewer tones. Solo voices which possess greater com-
pass such as Mme. ALson1 and Mme. TREBELLI are very rare exceptions.

The male voices are also classified as first and second tenors,
and first and second basses. On account of the very extraordinary
development, and often very careful cultivation which the male
chorus has received during the last half century, the high voices
have been developed in height and the low voices in depth. We
might therefore extend the compass of the first tenor from g to

P

b 0"? zg_—_;ﬁ_*’:?_zﬁ , and the second tenor from d to g
A S
@ =2
> —“—:ﬁ" . The first (high) bass, frequently, especially in

solo voices, called baritone, will usually have a compass extending
(f) P

from A to &7 or 8 2*—>Z———F while the second (low) bass

=z 11
ranging one-fourth below has a compass from E to b or ¢
9)

Z
> 4 . ]

>

L

The Registers of the Voices.

All the tones of the above mentioned various voices are, however,
not equal in power and beauty of sound in their different registers,
and highly cultivated vocal artists alone possess the ability to con-
nect the different registers in such a manner, — thereby equalizing
them — that the voice will retain the same character of pure and
beautiful tone throughout its range. We recognize in the female
voice three registers, in the tenor and baritone voices (as well as in
high bass voices) two; whereas, the deep bass has but one register.
Inthe female voice, we classify the three divisions as chest, middleand
head voice, as illustrated for the soprano in the following example:

a) First (high) Soprano:
o | Chest voice.| |  Middle voiﬁea. | | Heag‘vo‘iae . 2|
3. @ _9:&—9_7'-0
_..____r.a._.&— N - <
. vahgt voice. l | Middle voice. | Head voice|

b) Second (Mezzo-) Soprano.

=

H

1*
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For the alto voice the different registers can be limited in the
following manner:

a) First (high) Alto

. | Chest voice. | | Middle voice. | [Head voig‘.]
pm 7
40 ﬁ _ra_ﬂ_ | |

. §
=z 7 * ’I || Middle voice. | Head voice,|

g - Cﬁast voice.
b) Second (low) Alto, usually called Contralto.

We illustrate the registers of the tenor voice in the followmg
example:

. | Chegt L‘c;ti_ce. | [ Head voice. |
. e
A

The high basses and especially the real baritone voices (however,
generally only such as have received cultivation) possess the follow-
ing registers:

Head voice.
| Chest voice. - | I & £ l
Fax _re_I"—Q o) §
6.L———=—= —
4L

The compass of the voices and the limits of the different re-
gisters shown in Exs. 1, 3, 4, b and 6 are generally possessed only
by solo voices.

In choruses for four voices consisting of male and female voices,
the head tones of the individual voices will be but seldom and
only exceptionally brought into use. In four-part male choruses,
however, the first tenor will frequently be compelled to make use
of the head voice; indeed a conscientious choir-master will do well
to drill also the soprano voices in the use of the head voice, and in
combining the middle and head tones.

COMPOSITION FOR FEMALE VOICES.

The Simple Song-Form.

§ 2. The simplest vocal compositions for two voices without
instrumental accompaniment are the “Volkslieder” taught in the
lower classes of the schools; both for the purpose of separating the
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children’s voices into high and low, and accustoming the latter
to accompany the higher pitched melodic voice. We frequently
find in collections of such school songs, admirably adapted for the
cultivation of the taste in the little ones; two-part arrangements of
songs by the best masters, written originally either for one voice
with pianoforte accompaniment, or for chorus of four voices. These
songs are usually of such a character that each stanza of the poem
is sung to the same repeated melody. They are, therefore, called
“Strophenlieder” (Strophic Songs) and we find in them the shor-
test and simplest form of vocal composition. Naturally only such
poems are adapted to this form, which retain throughout, the same
sentiment; so that in all stanzas the music will be in accord with
the words. Occasional minor rhytbmical changes of the melody are
permissible, when the natural declamation of the words renders
them necessary in one or the other of the stanzas. These can be
indicated in the notes and it is then unnecessary to re-write the
stanzas in full; thus all the stanzas of the poem can be written
under the same melody in the following manner:

L R 1
¥ == ==me
A A S
beut Na - tur.

V.1
V.3. folgt ih - rer Spur.
V. 8. Lust und Freude nur.

Unimportant changes of the second (accompanying), or of the
first (melodic) voice, can also be indicated by means of small added
notes, e. g., when such changes are required to form a more
complete final cadence. We illustrate this in the following example:

| R
'] 1 1 gl
st i .
18t Voice. 3 ;—tt——];!—F—'; *J}—H

beut Na - tur.
8. Lust und Freu-de nur,

2nd Voice.

beut Na - tur.
Lust und Freu -de nur.

As two singing voices can indicate the harmony through but
few interval combinations, variations for any length of time from
the tonic key into distant keys are objectionable. The short form
of the “Strophen-Lied” excludes any extended modulation. In the



6 CHAPTER 1.

following example consisting of only eight bars taken from the
song book of the Leipsic Schools (“Leipziger Schulliederbuch”), we
illustrate the briefest form of the “Strophen-Lied”:

All-dort auf grii-ner Hei-de, da giebt's der Freuden viel, all-

dort im grii-nen Schatten er- gbtzt man sich mit Spiel.

The rhythm of the verses and the greater or less length of the
stanzas will always naturally determine the construction of the
musical form of such a song. To exhibit this clearly we show
in Ex. 10, as an extended “Strophen-Lied”, a song taken from the
author’s collection of folk-songs (op. 72 Breitkopf and Hirtel,
Leipzig).

Andantino.
10. n

e
4 Voice. M_ﬂ_d_u_pﬁ

wir ich ein Vb6 - ge - lein, grisst’ ich im
Wir ich ein Ros - lein klein, wollt' ich recht

B "G— rol I ~ e ~ - |
. 0] re — I IN] = I N —1
9nd Voice. F o N N NT—N N—g

Wir' ich ein V6 - ge - lein,griisst’ ich im
Wir' ich ein  Ros - lein klein, wollt’ ich recht

~ . N i N R —
[mr) re N In) T N in) n |
g 5 ———F » B
\3 J ()

v v v

Mor - gen - schein, Lieb - chen, dich schon, griisst’ ich dich
duf - ten fein, ath - men um dich, ath - men um

' I |

_ L
Mor - gen - schein, Lieb - chen, dich schon, griisst' ich dich *
duf « ten fein, ath -men wum dich, ath - men- um
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— -—<¥ e —<
Y e > . > ? . |
I r } ) ol P
H i i) d 7] id i o |
0 hd ¥ ) ) 1) L v v v |
—/ v >

schon! Sit - zend auf dei - ner Hand, sing’ ich zu
dich! Nim - mer mich weh - ren wollt, Dérn - chen nicht

,,>-——<A>—- ——

i | ~
0 )

L

I I N} In) B Y e

L4
schon! Sit - zend auf dei - ner Hand, sing’ ich zu
dich! Nim- mer mich weh - rem wollt, Dirn- chen nicht

.
. ki | —— Fe I
_g__p___ 1p)
J kel 4 7 I
AV A bt v} ) . P) hat L | ) |
¥ ¥ V - !

o
dir ge - wandt lieb -li - chen Ton, lieb - li - chen Ton.
ste - chen sollt’, pfliicktest du mich, pfliick-test du mich.

P ritard, I

r Pl

03 .
A 4 L A4

dir ge-wandt lieb - li - chen Ton, lieb - li - chen Ton.
ste - chen sollt’, pflicktest du mich, pfliick-test du mich.

In the third and fourth measures of the above example, we
notice that the voices can occasionally cross each other in this
style of song; in such a way that the lower will ascend above the
upper, and vice versa: this leading of the voices being here the
natural one. ‘However, in such cases we must carefully avoid a
too great separation of the voices; as otherwise they cannot sustain
each other sufficiently; and also the higher tones of the second
voice might sound forced and too strong and the low tones of the
first voice too weak. In fact a great separation of the two singing
voices is not advisable at any time for the above named reason, as
it would impair the purity and precision of the intonation. That a
crossing of the voices can occur ordinarily; but, very seldom and
of a short duration is self-evident.

We exhibit a still more extended form of the “Strophen-Lied”
taken from the collection of the folk-songs of FerbiNanp HiLLER
(op. 39 Breitkopf and Hirtel, Leipzig).

%J‘!Fg“irzﬁharg’ p
. 4 L T
TV vVerete gty ¢

So hab’ ichdenn die gan - ze ~'Wo-che mein

11
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feines Liebchen nicht ge-sehn, ich sah es an einem Sonntag wohl

vor der Thii-re stehn. Das tau-sendschi-ne Jungfriulein, das

tau-sendscho-ne Her- ze-lein, wollte Gott, woll-te Gott,

v
ich w#d-re heu-te bei ihr, woll-te Gott,

woll-te Gott, ich wi-re heu-te bei ihr.

In the two first measures of this little song is contained a mo-~
tive: beginning with the third measure, this same motive is repeated
for two or more measures, one tone higher; forming a “half-period”
of four measures. The fifth measure commences again with the first
motive and continuing for four measures forms the second “half-
period”: these two half-periods of four measures each, form a
“whole-period” consisting of eight measures. On the words “das
tausendschone Jungfriulein etc.”, recurring in each stanza of the
text, a new motive is begun consisting of two measures, which
is immediately repeated in the two following measures; forming
another half-period of four measures with the semi-cadence on the
dominant. Then follows a third motive of one measure on the
words “wollte Gott”; the repetition of this one measure together
with the two following measures forms another half-period of four
measures; this same half-period is repeated with an alteration of
the three last measures — this being necessary in order to form a
more complete cadence. This alteration consists of a lengthening
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of one whole measure; which is absolutely necessary for the follow-
ing reason; namely, the first motive of the first period exhibits a
rhythm of two measures which is retained throughout the entire song.
Therefore, the lengthening of the last half period at the close was
necessary so that the final measure might fall on the first half of
the rhythm, as it should in every complete close.*)

As an illustration of the style and form for a three-part female
chorus, we might mention Morirz HaurrMann's six sacred songs for
two sopranos and alto, (op. 35 Peters Edition, Leipzig). Concerning
four-part female choruses (a capella), we might name the Romances
for two sopranos and two altos of RoBert Scrumann (op. 69 N. Simrock,
Berlin). The last of these is a euphonious double canon. Such songs
for female or children’s voices without accompaniment, we also
frequently find as so-called “song-canons™ in the brief form of the
“Strophen-Lied”. The canon is then invariably written in unison;
the voices coming in one after the other at the proper emtrances,
and forming the simple harmony of the passage; although, always
singing the same melody. Of course such little compositions are
written only for voices which have the same character and compass.
A number of repetitions of the canon to the same words of the text,
is as necessary, as is the repetition of the same melody to other
words, in the different stanzas of the simple, not thoroughly worked
out song-form; because every musical composition, whether written
in the simple or more extended form, must be of a certain length,
and contain a repetition of the principal parts, if it would produce
the desired impression and feeling. A passage of eight, twelve or
sixteen measures without one or more repetitions cannot be effect~
ive. In every composition, each important idea must occur at least
twice; for this reason the repetitions in the “Strophen-Lied” and in
the above mentioned song-canon are exceedingly necessary. Only
through a number of repetitions of the entire passage — which
appears very small when considered by itself — does a musical
composition result.

At the close of this section, we exhibit for the instruction of
the pupil, a charming four-part canon of CrerusiNt. The melody of
this canon is sixteen measures long. After every four measures, a
Lew voice enters with the same melody, so that, beginning with
the thirteenth measure, the canon forms a four—part passage of four
neasures, which is repeated in the last twelve measures; the relat-

ive posmons of the voices being changed three times. The repeti-
——

*) A more extended explanation of the different song-forms will be found

in the fourth volume of the author’s treatises on composition (Manual of
Musica] Form, Chapters 2 and 5).
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tions of the entire canon within the signs E %; contain therefore,

in their entirety nothing else than the four closing measures of the
canon, with alternately changed voices.
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COMPOSITION FOR MIXED VOICES.

§ 3. The four-part mixed chorus is formed by the combination
of the soprano, alto, tenor and bass voices. Ex. 2 illustrates the
compass permissible for the individual voices; but the extreme
limits should seldom be brought into use, and only for a distinct
purpose. The choral effect will be best when the voices move in
their natural range. In this position the high and low sopranos, the
first and second altos, and the high and low tenors and basses, with
their different qualities of tone, will meet and supplement each
other. Furthermore, the middle range admits of every gradation of
tone, from the faintest pianissimo to the most strongly marked for-
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tissimo, without having the pianissimo seem weak or the fortissimo
rough.

We must carefully avoid a too great distancing of the indivi-
dual choral voices from each other; especially ought the middle
voices not to be separated, for any length of time, more than an
octave; and should the correct leading of the voices occasionally
necessitate a greater distance, this ought to be diminished as soon as
possible. When the middle voices move at a distance greater than
an octave apart, for a considerable time, they cannot sustain each
other sufficiently, and thereby the purity and certainty of the inton-
ation is threatened, and even if such were not the case, the full-
ness and beauty of sound would be impaired. The following
passage would not produce a good effect even if rendered by
artistic singers with absolutely correct intonation.

Andante.
13. —~ ~

Soprano. o

Alto. o 1T o - | ! I %
\[_, ~——1
Tenor. " —
I 4 — ‘ 1
\/ S——"

Bass.
If, however, we transpose the middle voices in the manner
indicated in Ex. 14, the sound effect will be good.

14. l
l%':lf:ﬁ_—;;%ég?__g, = =

Likewise, the soprano and alto voices must not transgress an
octave for any length of time. Ex.15 illustrates an awkward setting;
while Ex. 16 gives the natural and correct harmony.

S
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Allegretto.
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The bass will frequently move further than an octave from the
tenor, and can do so without seriously effecting the harmony, pro-
vided the distance be not too great (extending to a twelfth or
beyond), and be not too long continued. On these grounds Ex. 47 is
open to criticism.

Andante

17.

Soprano.
Alto.
Tenor.

il
: I
i) I
a1

-

The faults of such a setting are very apparent. The upper
three voices, will on account of their high position, sound forced.
They cannot well sing a beautiful piano; while the bass which must
determine the harmony of the passage, is incapable of giving a
forte. In this deep position it would be faint, weak and soundless.
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If Ex. 17 is to be rendered in strong forte or fortissimo, the bass
must be taken an octave higher. To render the passage piano or
pianissimo, it would have to be transposed into a more suiteble key,
as has been done in Ex. 18.

18.
Soprano.
Alto.
4+ & .
Tenor. I— = T T ‘Lﬁ
71— F—1
Bass. — —t —1 T |

From the above it will be needless to state that the distance
between the upper two (female), and the lower two (male) voices
should not exceed certain limits, as otherwise the phrase would
sound empty.

19. o J=1 7
Soprano. ——® 14 —{-—H
Alto. !
_ Tenor.
Bass.
20
3 | R
Soprano. —J—J-
— 15— T
Alto. (I F——F——T T
Tenor. 2 s J —— T
Bass. —

For this reason the leading in Ex. 20 is better than in 19. Al-
though, the melody and harmony are the same in both, and the
outer voices (soprano and bass), are unaltered; yet the changed po-
Sition of the intermediate voices will produce a considerably better
Sound effect.
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GREATER SONG FORMS.

The Thoroughly Worked Out Song and the Motett. *)

§ &. The more abundant means afforded us by the four-part
mixed chorus enables us at once to form greater tone forms. In sec-
ular music, we find in addition to the “Strophen-Lied”, also parti-
ally or completely worked out part-songs for the four-voiced mixed
chorus. The latter class also includes the ballads. For church
music the mixed chorus is especially adapted to the composition
of sacred songs, motetts, anthems and hymns. These should, how-
ever, not exceed a certain time limit; because even if the intelligent
composer, allows in the course of the composition, the necessary
rests for the individual voices, such rests cannot in extended works
be sufficiently long to avoid a tiring of the voices, which might seri-
ously impair the correct intonation.

The words of the text which form the structural groundwork,
will always determine the lengths of the different forms in the
above mentioned compositions. If the hymn to be set to music con-
tains in all stanzas, the same or a similar sentiment, the form of the
“Strophen-Lied” will in most cases, be the natural and correct one
to adopt, unless higher artistic considerations should render it pre-
ferable to clothe one of the intermediate stanzas, or else the final
stanza in a different musical dress. That grand master-pieces can
be composed even in the simple and short form of the “Strophen-
Lied”, is abundantly illustrated by the rich literature of four-part
mixed choruses. At this point we need only refer to the following
songs of FeLrx MexpeLssonN, which have become popular in the
highest sense of the term: “Im Griinen” and “Abschied vom Wald”
{op. 89, Nos. 1 and 3). The first song contains but fourteen measures,
and the second but twenty-one measures, these however, through
repetitions of the stanzas form compositions of forty-two and sixty-
three measures respectively.

Should, however, a different sentiment be introduced in some
verses of the poem, even if only in one or a few lines, this changed
feeling must be expressed by a corresponding change in the music.

*) Das durchkomponirte Lied, so-called in German literally means a
“through-composed song”. For this German term there exists no equivalent
theoretical term in the English language. The reason for this is probably
because this form is so little used by English and American composers.
However, we think that “Thoroughly Worked Out Song” fully expresses the
German term. — The Translator.
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Let us exsmine the “Herbstlied” (op. 48, No. 6) by MENpELsSsSORN-
BarrrOLDY. The first stanza of the song beginning in Eminor, closes
in the twelfth measure in B minor.

‘ Andante.
21.
Soprano.
Alto.
Hol-der Lenz, du bist da - hin! nir-gends,
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Bliih'n, braus’t des Herb-stes ban-ges Trei-ben, braust des
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cresc.

braus’t des Herb - stes ban - ges Trei-ben.

dim.
Jadassohn, Instrumentation. 2
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Then, beginning in B-minor, the composition continues with
the words of the second stanza of the poem. The swelling of the
autumn wind is expressed by the modified rhythm, the successive
entrances of the voices, and the gradual gradation from pianissimo
to a marked forte; entering in the fifth measure on the chord of the
diminished seventh.

Wie der Wind so trau-rig fuhr

22.
Soprano.
Alto.

Wie der Wind so trau-rig
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Strauch als ob er wei-ne!

Having come to the chord of the dominant seventh, at the end
of these two verses, MENDELSSOHN continues in the principal key,
Eminor, and after eight measures brings the second stanza to a close.
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Ster - be - seuf-zer der Na - tur schau- ern
23.
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Alto.
Tenor.
Bass.
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The first four measures of the third stanza are the same as
those of the first stanza, with the exception of a ritard in the
middle of the third measure, and the pause on the eighth rest at
the close of the fourth measure. Then the last two lines of the
third stanza “fragend rauscht es durch den Wald” begin the same
as the first two lines of the second stanza. To express musically
the question, “hat dein Herz sein Gltick gefunden?” (has thy heart
found it’s happiness ?) MenpeLssomN ends the stanza with a unison
of the voices on the semi-cadence of the dominant of E-minor. After
an additional pause, a new movement (Allegro, E-major, double time)
?esins in a happy hopeful spirit, entirely different from all the preced-
1g. To introduce this the composer found it necessary to alter the
Words and thereby the sentiment of the last line. The stanza in
Question reads according to Lenau:

2%
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“Waldesrauschen! wunderbar
Hast du mir das Herz getroffen!
Treulich bringt ein jedes Jahr
Welkes Laub, wie welkes Hoffen.”

“Wood-land murmer! so wondrous

Can it be, my heart you've conquered!
Truly brings each new born year
Leaves and hopes, alike quite withered.”

This stanza expresses a sad, renounceful, grievously despairing
sentiment. By changing the words “Welkes Laub, wie welkes Hoffen”
into “Neues Laub, wie neues Hoffen”, (new leaves, yes new hopes,)
MenpELSSOBN entirely changes the sentiment, and dauntlessly pro-
claims the new spirit in the well-known final passage. The compo-
sition can, therefore, be divided into three parts, the first consisting
of the two opening stanzas, contains twenty-six measures, the second
part contains twelve measures, (lengthened one more by the pause)
and takes the words of the third stanza. The fourth stanza is ex-
panded to forty-six measures. Frequent repetition of the text is
necessary for the musical expression of these forty-six measures.
Such repetitions of a portion, or of the complete text, are almost
always necessary in pure lyric song compositions. It will be well,
however, in all cases to give at first the entire text, or at least
enough of the text to convey a complete idea, before beginning
with the repetition of the werds. As a further illustration, we refer
to the “One.hundredth Psalm”. It begins with the words: “Jauchzet
dem Herrn alle Welt, dient dem Herrn mit Freuden; kommt vor
sein Angesicht mit Frohlocken” (Shout unto the Lord all ye Lands &c.)
Here it is preferable at once to give the words: “Jauchzet dem Herrn
alle Welt”. However, exceptionally, it would be possible in this
case, to repeat at once, the first word; because, on the one hand,
even by the one word, “Jauchzet” the sentiment of joy is expressed,
and on the other hand, such repetitions of words are permissible
in poetry for the sake of emphasis. But it would be decidedly better
to give at once the words “Jauchzet dem Herrn alle Welt”, the hearer
then immediately recognizes to whom this hymn of praise is dedic-
ated. Then the words “Jauchzet dem Herrn” or “Jauchzet” only, or
“Jauchzet alle Welt” or “alle Welt” can be repeated. However, in
all word repetitions, the composer must be careful to avoid any word
. combinations which do not express a clear, quickly recognized and
easily understood idea. Also shorter portions of the text must not
be repeated too often in succession. The effect would certainly be
ridiculous if the singers were to repeat the words “alle Welt, alle
Welt” (all ye lands, all ye lands) ten, twelve or more times in suc-
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cession. Even though the text is but a support to the music, it
cannot be separated in such a manner, that the word repetitions
by themselves are incomprehensible and tiresome. This also is
carefully considered by MenpeLssonN. In the last part of the “Herbst-
lied”, he gives at first the entire stanza, then he again gives the last
two lines with the words “Neues Laub” and “Neues Hoffen” re-
peated twice. Then throughout to the close of the composition, the
entire stanza again follows with various repetitions of the last line.
That all voices do not sing the same words at the same time is
evident from the leading of the voices. We must pay due regard,
however, to the ending of all the voices with the same words, in
the three following cases: namely, at the end of each musical section;
each longer period; each principal division; and naturally at the
final close of every composition.

We have already remarked, that even when the same sen-
timent is retained throughout the poem, the composer can, if he
chooses, give one or the other of the stanzas, a different musical
setting from that of the previous stanzas. This can be done in differ-
ent ways according to the prominence desired. Thus in MENDELS-
sorN’s “Morgengebet” (op. 48, No. ), the third stanza differs but
little from the first two stanzas, and in a manner hardly perceptible
to the hearer; the change being a different leading of the three lower
voices, and a slight alteration of the melody in the seventh and eighth
measures. Entirely different has the same composer written his
“Jagdlied” (op. 59, No. 6). The last four lines ofthe poem do not differ
in sentiment from the rest. The first two stanzas, consisting of eight
lines each, are sung alike (similar to Ex.7), with the exception of
a few unimportant rhythmical changes, occasioned by the de-
clamation. Also the third (final) stanza continues in the first four
lines the same as the previous stanzas. Now, however, to the
words “Erquickliche Frische, siissschaurige Lust! Hoch flattern die
Biische, frei schliigt dieBrust” a new closing movement of the song is
begun, which forms a striking and most effective contrast to the other
parts. A strong passage in Bmajor brings the composition which has

~ hitherto been in minor, to a close. Surely, the words “Erquickliche
Frische” were not the cause which induced the master to introduce
an entirely different musical sentiment. It is more reasonable to
suppose that MenpeLssomN felt it necessary for artistic purposes
to forsake the minor key, which had thus far been the ruling spirit
of the piece; and to bring the composition to a glorious, happy,
strong and statisfactory ending by the change of key into major.
How successfully the master has accomplished this purpose, every
one endowed with the right spirit, will most willingly acknowledge.
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THE COMPOUND, TWO PART SONG-FORM.

-§ 5. If we examine the church music, written for four-part
chorus, we will find the simplest form to be the anthem. However,
but seldom are all the stanzas treated in exactly the same manner.
Generally the closing stanza contains an alteration such as we have
already observed in the “Morgengebet” by MenpeLssonN (p. 48, No. 5).
This is still more striking in the same composer’s “Neujahrslied”
(op. 88, No. 1). The first three stanzas of the hymn are sung to the
same melody and harmony, the fourth (final) stanza contains in the
first nine measures new musical material, but the following five
closing measures are the same as the previous stanzas.

Ernst Frieperica RiceTer, in his composition “Gott ist mein
Licht” (op. &1, No. 1), changes the ending of the first stanza
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in the second stanza as follows:
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After this unimportant alteration of the ending, the third (final)
stanza begins with an entirely new melody and harmony, and, al-
though the sentiment is similar, it repeats nothing of the contents of
the previous stanzas. The rhythm of the last line alone reminds us
of the first two stanzas.
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Gott ist mein Preis, Gott ist mein Preis!

go Bt d dwl dyd ]

= =
—— —
| - :
S —————

Ll
A

Still more varied, broad and extended, are the forms of the
motett. In Mozart’s “Ave Verum Corpus”, we find a short but well
worked out motett. This, although it has an accompaniment for string
quartet and organ, is frequently rendered a capella, by omitting
the two measures of prelude and three measures each of inter-
lude and postlude, which belong entirely to the accompaniment.
Thus curtailed, it consists of only thirty-seven measures. This ex-
quisite, religious hymn begins in D-major, and after eight measures,
i3 brought to a semi-cadence on the dominant.
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27.
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Then follows eight measures entirely in the key ofthe dominant,
which lead in the eighth measure to a complete cadence in this key.

ve-re pas -lsm;l im - mqu - IIa - tum
4 4~4¢ J < £)J
Tenor. 3
Bass. #. ¥ I I T

fm-mo - la - tum

cru - ce pro ho - mi- ne
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deafcteed
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Now follows a middle passage, which, through a most impres-
sive modulation to F-major, and leading from that to D-minor, closes
after eight measures with a semi-cadence on the dominant of the
latter key. The deep and painful feeling of grief which is expressed
in the words “cujus latus perforatum unda fluxit et sanguine”,
is most expressively reproduced in these few measures. By means
of the deceptive resolutions, of the chord of the seventh, from the
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fifth to the sixth, and from the sixth to the seventh measures, the
feeling of sorrow is very effectively expressed.
29,

Soprano.
Alto.

The ending following these measures, begins with a charming
imitation. The soprano and alto intone the “esto nobis”; after one
measure, the tenor and bass enter in double canon of the fourth,
which is continued for four measures. Through a deceptive cadence
in the eighth measure of Ex.30 on the chord of the sixth of the sub-
dominant, the close is postponed; in the following final six meas-
ures, the entire composition is brought to a satisfactory close after
this gradual and effective working up.
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The faithful, pious, sincere sentiment of this choral setting is,
even without regard to its religious contents and the noble and pure
style in which the latter is expressed, very materially aided by the
extraordinarily soft and beautiful tone of the passage. All the voices
move only in the euphonious middle register and have, there-
fore, a comparatively small compass. Thus the soprano has only a

range of a ninth, from the deepest tone d to e %
The alto ﬁ takes only a minor seventh, from b to a.
z

=

The tenor has a compass of one octave 952::, from e to ¢.
. e ——

The bass %, has the note A as its lowest and b as its

highest limit. Thereby the voices are able to continue the subdued
tone coloring throughout the entire composition, indicated by “sotto
voce” at the commencement.

In Moritz Hauprmann’s “Salve Regina”, (op. 13) we find in the
form of the motett, a composition the relative parts of which are
more extended and larger; here also an accompaniment for organ
or pianoforte “ad libitum” is added to the score of the singing voices.
However, we have always heard this beautiful choral work sung @
capella and believe that such an accompaniment, which continually
gives the same notes as the voices, will unnecessarily double the
latter, and will be injurious to the tone effect, inasmuch as it detracts
from the more delicate, beautiful, sincere and heartfelt rendition on
the part of the chorus. In some cases, even in practising the voices,
the pianoforte is more a hinderance than useful, because it cannot
give the altered and leading tones, with that degree of decision,
which we can always expect in the pure and precise intonation
of the chorus.
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In Havprmann’s “Salve Regina” we notice at first a principal
pbrase of twenty measures, beginning and ending in E-major; then
follows an intermediate section, which during its sixteen measures
is principally in the parallel minor key, C#-minor. Then follows
nineteen measures of modulating changes, coming to a semi-cadence
with the chord of B-major, the dominant of E-major. Then the first
sixteen measures of the principal section are repeated, but to differ-
ent words; the sixteenth measure, however, leads to a deceptive
cadence, from which an extended codal passage, consisting of twenty-
nine measures, brings the composition to a close.

In this motett we can distinguish the following parts : first part
of twenty measures; development of thirty-five measures; curtailed
repetition of the first part, after the development containing sixteen
measures ; and extended closing part of thirty-nine measures. This
form we call the extended, compound song-form, and very many
motetts are written in this form.

MeNDELSSORN, in his motett (op. 69, No. 2), has set the one hun-
dredth Psalm to music. In this we can recognize, according to the
poetic contents of the Psalm, three distinct musical movements,
differing in tempo and key. The words “Jauchzet dem Herrn alle
Welt! Dient dem Herrn mit Freuden und kommet vor sein Ange-
sicht mit Frohlocken” forms the first part of the opening movement,
beginning in A-major (Allegro moderato), and closing in the same
key on the pause in the thirtieth measure. The music expresses a
bappy, pious sentiment. With the entrance of the second part of
the first movement, the sentiment is changed on the words, “Er ist
Gott, unser Herr; er hat uns gemacht, und nicht wir selbst, zu seinem
Volke und zu Schafen seiner Weide”, the music begins in a more
serious strain, which is at once introduced, and well contrasted from
the preceding by the entrance of the D-major chord in the thirty-
first measure. The second part of the first movement, moves prin-
cipally in G-major and ends with the pause of the twentieth measure
on the E-major chord. The pious strain “O geht zu seinen Thoren
ein mit Danken, zu seinen Vorhdfen mitLobsingen”, is repeated many
times in imitations of the first motive,

Ia) "
31. Tenor. —
1 1 | M - 1
v} -&
0 geht zu sei-nen Tho-ren  ein.

in an intermediate passage, taken in moderato time in A-minor. The
movement is brought to a complete close in the thirty-first measure.
The final chord is given with tonic and fifth only, and without the
third which decides the mode. Then the third movement, Andante
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con moto, begins in A-major; this contains a peculiar charm or
account of the simultaneous leading of two different musical ideas,
of which the first is introduced in the three lower voices in the open-
ing sixteen measures. In the sixteenth measure the soprano enters
with the second subject, likewise in A-major, while the alto, tenor
and bass for sixteen measures repeat as an accompaniment, the
subject introduced at the opening. With the thirty-second meas-
ure the bass takes up the second subject, for eight measures,
while the soprano leads off (thirty-third measure) with the first sub-
ject; then after the eighth measure while the soprano continues its
subject, the bass becomes free like the alto and tenor. A short coda,
developed from the opening motive of the first subject, after nine
measures, brings the composition of the three movements of this
Psalm to a close.

It may be casually observed, that we notice from the above
described composition, that the composer may alter individual words
to suit the musical declamation, and occasionally, may even insert
a word or two, if he deems it advisable or necessary. Thus MeNDELS-
sonN, begins the first two measures of the “One hundredth Psalm”
with the words, “Jauchzet, Jauchzt”, in which the “¢” of the final syl-
lable is eliminated in the second measure. In the same manner it
would be correct to alternate or use either of the following: “Dient
dem Herrn” and “Dient dem Herren”, “Singet” and “Singt”, “Lobet”
and “Lobt”; also nouns can be curtailed by means of the apostrophe
(as syncope, aphaeresis &c.) e. g., “Gnad” can be substituted for
“Gnade”. Adverbs, like “ewiglich can be changed to “adjectives,
like “ewig”; interjections, such as “O” and “Ah” can be inserted to
increase the number of syllables. Repetitions of separate words,
and even shorter phrases can be omitted and pronouns substituted.
Thus MenpELssorN, towards the end of the Psalm, gives the follow-
ing: “Denn der Herr ist freundlich, und seine Gnad’ und Wahrheit,
seine Gnad’ und Wahrheit waltet ewig, sie waltet ewig” (for the
Lord is good, His mercy and truth, His mercy and truth, they last
forever).

It will be unnecessary to devote more space to the declamation
of the text words. Every one familiar with the language, will not
have the slightest difficulty in selecting a suitable arrangement of
the words to serve as an intelligent supporting text to the com-
position.
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COMPOSITION FOR FIVE OR MORE VOICES.

§ 6. Sometimes the mixed chorus consists of five, six, seven,
or even eight voice parts. The tone effect of such choruses, con-
sisting of more than four voices, will be fuller, richer and more
powerful, according as there are more voices employed in the ren-
dition of the composition, particularly as each individual veice can
move in the range most favorable and convenient to it. For five-
part composition it is advisable to divide one of the outer voices,
soprano or bass, as experience shows that these voices are most
numerous in most choral societies ; again the first soprano can have
more freedom of movement in height, and the second bass in depth,
than the middle voices, the latter being hemmed in by the outer
voices. To divide the middle voices, alto or tenor, into first and
second parts is not practicable, because they are generally in the
minority in comparison with the sopranos and basses, and as above
stated, because they have less room for free movement. The follow-
ing Ex. 32, illustrates how much fuller in sound the four-part chorus
is, with even one added voice.

32.

Gott sei uns gnié-dig und seg-ne wuns,
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seg-ne uns, sei uns gnd-dig und seg - ne, und
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seg - ne uns, Gott seg-ne uns,dass wir auf
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uns, Gott seg-ne ﬁns, sei gnidig, Gott, seg-ne uns,
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Gott seg-ne uns, Gott sei uns gnié -dig und seg-nme
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The above example, a motett by the Author, (op. 44, C.F. W,
SmeeL, Leipzig) exhibits all the advantages which the composer
possesses in making use of five voices. Occasionally the basses are
doubled, and sometimes even trebled, as in the closing chords,
which is done on account of the larger number of singers of this
voice usually present in the chorus. This motett also serves as an
example of that form which we have fully explained in referring
to HavrrMann's “Salve Regina”.

For the style of composition with six, seven or eight real voices,
i e., independent and correct, according to the rules for strict
writing, we refer to the Author’s work on counterpoint, Volume II,
pages 402 to 147 inclusive. However, we especially recommend a
thorough study of the six celebrated motetts of JorN SeBasTIAN Bach,

Jadassohn, Instrumentation. 3
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of which the first four, “Singet dem Herrn ein neues Lied” “Fiirchte
dich nicht, ich bin bei dir”, “Ich lasse dich nicht, du segnest mich
denn”, “Komm, Jesu, komm”, are written for eight voices, as a double
chorus; the fifth, “Jesu meine Freude”, although containing three
and four-part passages, is written principally for five voices (two
sopranos, alto, tenor and bass); and the last, “Der Geist hilft unsrer
Schwachheit auf”, is again set for eight voices.

In these grand examples of church music for voices without
accompaniment, the art student will find many differently constructed
forms as must naturally be the case from the contents of the text.
Thus in the first motett, there is a first movement brought to a com-
plete close, (Allegro moderato, 3/, time) on the words “Singet dem
Herrn ein neues Lied, die Gemeine der Heiligen sollen ihn loben.
Israel freue sich dess’, der ihn gemacht hat. Die Kinder Zions sei'n
Frohlich tiber ihrem Kbnige, sie sollen loben seinen Namen im Rei-
gen, mit Pauken und mit Harfen sollen sie ihm spielen.” After this
joyful hymn follows a second movement(Andante sostenuto, 4/, time),
in which on the words “Wie Viter mit Erbarmen auf ihre schwachen
Kinder schaun etc.”, the sentiment of the sincerely pious petition is
predominant. The second movement closes in the same key as the
first, B-major. Then the third movement on the words, “Lobet den
Herrn in seinen Thaten, lobet ihn in seiner grossen Herrlichkeit”,
(Poco Allegro, Eb-major 4/, time) begins in the same character as
the first. However, it is not brought to a close; the four-part fugue
(Allegro vivace, B P-major, 3/3 time) on the words, “Alles was Odem
hat, lobe den Herrn, Alleluja”, immediately follows and ends this
grand masterpiece.

The extent of this book will not permit us to analyze in detail
the minor differences in the formation of the above named motetts.
We must leave this to the private study of the pupil. For a know-
ledge of the style of compositions of eight independent voices, not
arranged for double chorus, we would recommend particularly the
exceedingly effective Psalms of FeLix MenpeLssomn, (op. 78, Breit-
kopf and Hiirtel) as also the motett by the same master, (op. 23,
No. 3 Smrock, Berlin) “Mitten im Leben sind wir mit dem Tod um-
fangen”.

COMPOSITION FOR MALE VOICES ONLY.

§ 7. In recent times, male chorus music has received specisl
attention and cultivation. Before the beginning of the nineteenth
century, there were but very few such compositions written, with the
exception of an occasional one which was necessary in the opera;
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however, during the last seventy years there has sprung into existence,
arich literature of independent compositions of this character, of more
or less extended description, both with and without instrumental
accompaniment. We will consider primarily compositions for male
voices which are written a capella, or which have an instrumental
accompaniment with the designation “ad libitum”. Thus MeNDELSSOBN
in his songs for male chorus (op. 50, F. Kistner, Leipzig, states in re-
ference to the second song, “Der Jiiger Abschied”: “this song can be
sung with an accompaniment of four horns and a trombone”. Simil-
arly to the title of the motett, “Ehre sei Gott in der H5he” by Monirz
Haveruany, there is added “for male voices with accompaniment, ad
libitum, of two horns and three trombones”. Only once have we
heard the latter composition with the above mentioned accompani-
ment; MeNDELSSOHN'S song which has become popular in the highest
sense of the term, we have never heard with the accompaniment,
nor have we missed the latter.

The tonal range within which we can write for a four-voiced
male chorus, consists of about two octaves and a third, and extends

from large F to one-lined @ % . However, not even in

. —
this limited compass can we expect all sound gradations from the
voices. Only occasionally can a strong powerful fortissimo be given
by one or the other deep bass voices, and due regard must also be
paid, to giving the singer such a number of previous rests, as allow

im sufficient time to take breath: a soft pianissimo is almost im-
possible with chest tones even for artistically cultivated, high tenor
voices; and can only be given by means of a skillful use of the
head voice.

We will therefore do well to permit the first tenor to sing prin-

cipally within the octave from g to g E, and possibly

be
a tone higher; for the second tenor the range e to ¢ %;

bha
for the first bass d to @ %ﬁ@ ; and for the second bass
-
Gtoc ‘&:ﬂ For the upper three voices the close

Position is most suitable, in- fact the sound effect of the entire

thorus will most generally be best, when all the voices are within

the range of a twelfth or a thirteenth. The limit of the extreme
3*
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distance of the second bass from the first tenor, should not exceed
two octaves in four-part male chorus work, and this limit should
only be reached in passing, as illustrated in Ex. 33. |

33 Andants. p espressivo
* . R . ~— ] ] A
Tenor 1. - —
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Herr Gott, Dich prei-sen wir, Dich prei - sen
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Herr Gott, Dich prei - sen wir, Dich, Herr
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Gott,preisen wir, Gott, Dir dan-ken wir, dan-ken Dir,

|
@f' =
& :

Herr, un - ser Gott.
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Herr, un - ser Gott.

The correct leading will occasionally necessitate a crossing of
the voices, (especially of the middle voices), but this also must occur
only in passing, and naturally the crossing parts must not transgress
their respective tonal ranges, and must not move in the outer limits
This is illustrated in Ex. 34 taken from the ahove mentioned song of
MENDELSSOBN.
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34. "R | —N
Tenor I. —
Tenor II. LY y-11 V U
le-be  wohl, le-be
le -be wohl, le-be wolhl,
| — ——
NP PR ~

We have given the ranges and positions of the voices as they
generally occur; however, the student must not forget that in a chor-
us consisting of a number of bass and tenor voices, the lowest or
highest tone cannot be bounded as precisely as in an instrument.
There are deep basses, who possess well-sounding tones, down to
D and even to C, and we can therefore, occasionally sub-divide the
second bass parts, as we have already observed in four-part mixed

chorus. Thus Hauprmanw, in his motett, (op. 36, No. 3) writes as
follows: —

85. > |
Tenor I. ¥ ';5 T
Tenor 11. 11—~ i
4 [ | > v |
o Herr, Herr — wund Gott!
S
I | — ldim. ]
Bass I, D —t & L§ ¥
i 1t

Bass II, ‘J—fql
I |

o Herrund Gott!

Again it is permissible to overstep the ranges of the second bass as
10 the height, and of the first tenor as to depth, when all the voices
are led in unison. In such cases the sound will not be injured, but
Tather be made more effective. The forte of such a unison passage
Will sound more marked and powerful, on account of the high tones
of the basses ; and the piano more mellow and pleasant, on account
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of the deep tones. For this reason, MeNDELSSORN, in his song “Ab-
schiedstafel” (op. 75, No. &) begins as follows: —

Assai maestoso.

36.
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When writing for male chorus of five voices, it is most advisable
to divide the parts into two tenors, one baritone and two basses. In
this manner, RoBerT ScHUMANN has written the first canon, “Die Rose
mThau”, in the Ritornelle (op. 65, No. 1 Breitkopf and Hirtel, Leipzig).
An eight-part setting for male voices, can be properly written only in
such a manner that we have two four-part choruses, which we permit
to sing at times alternately or together. This is illustrated in the fol-
lowing example taken from the motett of the Author, (op. 38, G. F.
W.SieeeL, R.LiNNeMaNN), the beginning of which (chorus I) has al-
ready been illustrated in Ex. 33.

Solo voices or little Chorus.

Dir dan-ken, Dir danken wir. Du- nur al - lein sei die
osc J
nor =
Tenor l] { : —
Chorus L Du‘, Dll‘ o Herr Du(;r 1;;1: al-lein sei dle
wir danken, .
Bass 1.
Bass II.

i T A

Dir dan-ken wir.
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Eh - re, Dir, Herr, al - lein.
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Gott, Dir al -lein! Herr und .
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than an uns, Du, ‘ o Gott, Du
Gu - tes ge - than, Du, o Herr und Gott,

tes ge - than, Du, o Herr und Gott, Du
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Du hast uns ge - schirmt!
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From the above example the pupil will observe that the first
chorus, consisting of a small number of particularly high or solo
voices, is generally set higher than the second chorus. The tenor

of the first chorus extends to ab, the bass of the second chorus down
to E. Occasionally this range can even be used for four-part male
chorus, as the high tenors, from the constant use of the high tones,
gradually develop their voices in height, and learn to skilfully
unite the chest and head voices; while the second basses, from the
continued use of the low tones, will gradually lose the upper tones,
while in depth, they will gain in the quality of the tone, and in some
cases even in the compass. However, generally more good, deep,
well sounding bass voices will be found in male choral societies,
than high tenors; and it is, therefore, advisable to avoid having
the first tenors sing frequently in the high range. This voice,
with the exception of a few especially gifted, so-called hero tenor
voices, easily loses the character of a genuine male voice; and as-
sumes an unnatural character, if the head tones are too frequently
employed. The entire chorus loses thereby, in forte passages, the
effectiveness, strength and power of sound; and in piano passages in
dignity, nobility and mellowness, which gives to the male chorus its
peculiar charm and real individuality.
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CHAPTER IL
COMPOSITION FOR KEYED INSTRUMENTS.

Composition for the Pianoforte as a Solo Instrument.

§ 8. Itis almost unnecessary to give a description of the piano-
forte as an instrument; a familiarity with it and its uses, can justly
be presupposed by every composer. Every person knows that there
are square, upright and grand, large and small pianofortes; that
the metal strings of all these instruments are brought into vibration,
through the striking of small hammers, and that these hammers are
set in motion by pressing down the keys. The right pedal is em-
ployed to continue the sound of the instrument, as it raises the damper
and thus renders possible the sounding together of tones distant
from each other in chord passages. The left pedal, also called the
soft pedal, weakens each single tone, inasmuch as, when it is
brought into use, the hammers can touch but two of the three strings.
The pedals can be used either separately or together. The
pianoforte is frequently called simply piano. There is no other in-
strument, so general in all countries, in which the musical art is
cultivated, as the pianoforte. This extensive use is due principally
to the fact that a composition can be completely reproduced, both as
to melody and harmony, on this instrument; while at the same time,
the performer possesses the power of effectively expressing his own
feelings, through modulations of the touch, such as the gradual
transition from one sound gradation to another, from the most delic-
ate pianissimo to the most powerful fortissimo.

For this reason we can consider the pianoforte the most in-
dependent of all musical instruments. In like manner as the organ,
it has the advantage of an exceedingly extended tonal range. It
exceeds all other instruments. in this respect, and permits, in a
much greater degree than the orchestral string instruments, such
ag the harp, the violin and others; the possibility of giving in ad-
dition to the melody, the harmonic accompaniment. Even though
it is impossible to reproduce on the pianoforte the different char-
aoters of tone of the orchestral instruments, however, when used
33 a solo instrument, we can in a certain sense say it is an orchestra
in itsself, controlled by a single performer. In depth, its tonal range
exceeds even the deepest of orchestral instruments, such as the contra-
bass, the trombone and the tuba. In fact the pianoforte has the ad-
vantage of power over the deep tones of the contrabass, though not
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over the deep brass instruments. Recently pianofortes have been
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constructed which can give the five-line ¢ E, and it there—
fore, exceeds in height the violin; as the flageolet tones of the latter
instrument cannot be brought into use in the orchestra. It has the
further advantage of being easily managed. In many respects, a
special or more general musical cultivation, or a particular talent
for his instrument, is not required of the pianoforte player. While
the singer, and the performer of wind and stringed instruments, must
first mentally conceive each tone to be reproduced, and must there-
fore, possess an accurate musical ear; the pianoforte player on the
other hand, has the tone given to him, ready and firm, and only needs
to press down the key to bring out the tone, pure and accurate in
intonation when of course a well tuned instrument is placed at his
command. The disadvantage that the pianoforte has but one and the
same pitch and key for the enharmonic tones c§ with 273,0375 vibra-
tions in a second, and dP with 268,04 vibrations, (which also is the
case with all enharmonic tones) will make no material difference in
a solo performance on this instrument; because, on account of the
complete harmony given by the pianoforte, we will feel the c§ higher
than the dp and seem to hear a higher tone, when the former is
necessary on account of the other tones of the chord. Every music-
ally cultivated person will seem to hear the altered and leading
tones in the chord sharper, and will feel them higher, than when
they occasionally occur in enharmonic changes as sevenths or less
perceptive intervals of other chords. How entirely different we feel
the tones b and a} in the following chords: —

v bel — bt 1 F &
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The af, written lower in our system of notation, will seem to our
ears to be the higher tone, because it is the leading tone. Still more
perceptible is this in the altered tones which we might designate
as the sharpest leading tones. Examine the harmonic combinations
in Exs. 39a and 39b, in which we have c4 as an altered tone, while
dp is a seventh.
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39a. 390,

The c} of the altered chord in No. 39a leading to d will seem higher
to us than the seventh d} in No. 39b leading to c.

However, even when the harmonic foundation is not given, we
can determine at once from the position of the single tone, and its
interval relation to the preceding and following tones, which of the
two enharmonic tones is intended. For example, play on a well
tuned pianoforte, the following passages; the first of which is the
C# minor fugue from the “Wohltemperirte Clavier” of Baca (Book 4
No. &), and the other, a sequence taken from the F-minor scale, e. g.: —

40. oot - T 1 ) | T 1T

L O—

4. et e

In Ex. £0 we will observe that the By is different, ¢. e., higher
than the tone C of Ex. 41. B} coming between C§ and E, will be
a leading tone, and the interval from Bf to E will be felt as a
diminished fourth. On the other hand, we will feel the tones C and
E between the Dp and F, in Ex. &1, as an augmented third. The
C seems lower to us than the Bj, because we feel the major third
Cto E as a major interval, and the diminished fourth BftoEasa
minor interval.

In this manner our musical intuition will at all times rectify the
tuning of the pianoforte when this instrument is used alone. The
tempered tuning of the pianoforte will only then be perceptible
tothe more delicate ear; especially, when as in the following example
taken from BeeTHOVEN’S sonata, (C-minor, op. 141), two voices move
at the outer limits of the instrument, without harmonic tones in
between to give fullness to the passage.
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However, but seldom will the tempered tuning make a serious
difference in a passage extending over the entire key board. The
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small degree that the four-lined e} is lower than the contra E} ac-
cording to perfectly correct tuning, will hardly be perceptible to the
human ear in Ex. £3; even when we continue the sound of the Ep
major chord — as exhibited in the following — by means of the loud
pedal, to permit a longer examination of the purity of the tone: —
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The most serious disadvantage of the pianoforte in compari-
son with other instruments, excepting the harp, kettle-drum, drum,
and triangle, consists in the fact that the individual tone once given,
cannot increase in power or continue of the same strength; even

with the raised damper it soon dies away, so that the g, if struck
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forte on a large concert grand, is not audible after twenty seconds.
The diminuendo — by this term we designate the dying away of the
pianoforte tone — of the contra A, will last about forty seconds, and
vice versa, the length of sound of the tones produced on the shorter
strings will be less, correspondingly as the tones are higher. It is,
therefore, not possible to reproduce as effectively and expressively
on the pianoforte, a melody formed of long continued tones, as can
be done with the voice or with stringed or wind instruments. The
performer on the pianoforte must despair of means of a crescendo,
diminuendo or the vibrato (trill) of the single tone. By the deepest
inner feeling or the highest degree of giving, expression, composers
for this instrument have always felt this lack, and have, therefore,
invented a special pianoforte literature, which excludes long con-
tinued tones. The themes of the slow movements of pianoforte
compositions consist mainly of short notes; longer notes are avoided
by a repetition of the same tones, as illustrated in the following
example: —

Beethoven, op. 26.
Marca funebre sulla morte d’m.l Eroe..
Maestoso andante. .




In this funeral march, Beeraoven was compelled to continually
repeat the upper note carrying the melody, because otherwise it
would have been smothered by the harmony and the rhythm. In the
fourteenth measure of the march, designated by N. B., BErTHOVEN
makes use of the natural dying out of the chord as a diminuendo
=——; and vice versa, in the fifth and ninth measures, a crescendo
is produced by the repetition of the same chord and melody tone.

BeernovEN follows the same plan in the theme of the variations,
in the second movement of the sonata op. 57. The following theme
also shows a similar construction: —
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BEETHOVEN, o0p. 2, No. 2.

Largo appassionato.
tenuto sempre
e
—
" 53 3 3
° P
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CoorIN also makes use of this device in his First Nocturne,
op. 9. The tone repetition in the first measure is necessary for the
crescendo of the melody note F; while a diminuendo is indicated
on the D-flat of the second measure. This idea is repeated many
times in the course of the composition.
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In former times the trill (also the mordent, double mordent,
double beat and many other embellishments), became frequently
employed in order to avoid the disadvantage of the early dying out
of the tone. Thus Baca adds a trill to the last note of the theme of
the B-minor fugue (Wohltemperirte Clavier, Book 1, No. 24).

Jadassohn, Instrumentation. 4
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Beernoven begins the Adagio of his sonata, G-Major, op. 31,
No. 1, with a trill on the longer notes of the first and third measures
to i lnsure the sound duration, and he repeats this for the same reason
with each repetition of the theme.

Adagio graszioso.
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The trill can be used, however, not only to increase the dur-
ation of the melody tone on the pianoforte, but also to produce a
crescendo or diminuendo of the melody note thus embellished. This
expedient is, however, but seldom and exceptionally made use of,
because as the melody of the singing voice differs from the melody
leading of the violin, violoncello, clarinet and other instruments,
even by its smaller compass, so the pianoforte has its own peculiar
pianoforte melody; if we can be permitted to thus designate the
special character of the “cantilena” suitable for this instrument. The
difficulty of “singing on the pianoforte”, i. e., playing a melody
beautiful and with proper expression, is lessened in two ways. The
first and most common method is the intelligent use of the right
_ pedal, which raises the damper and thereby helps to tie the melody
notes. The second consists in adding octaves to the melody, provided
the latter does not contain many short notes and the tempo is not
too fast; this will give the melody a richer, more effective, beautiful
and powerful character. Even in quick tempo it is not difficult to
play the melody in octaves. We give the following passages of the
fourth movement of BeeTHOVEN'S Sonata, op. 2, No. 1, the tempo being
indicated “prestissimo”: —
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In BerrHOVEN’S sonata in F-minor, (op. 57), the second subject
of the first movement is most effectively introduced as follows: —
4%
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As a final illustration of a model pianoforte melody, par ex-
cellence, we give the well worked out Cantilena from Crorin’s Con-
certo, (E-minor, op. 11), and we recommend to the pupil, in addition
to the compositions of Beermoven, Mozarr and the Songs without
Words of MeNDELSSOBN, especially the works of CHoPIN, RUBINSTELN,
ReiNkckE, SAINT SaiNs and other younger composers who have shewn
a special preference for this instrument. ’

Allegro maestoso. J — 4%6.
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con forza stretto

A melody such as illustrated in Ex. 52, must be played
with due regard to the use of the right pedal, otherwise there will
be a considerable loss in effectiveness. The indications for the use
and discontinuance of the pedal are the signs “ped” and #. These
indications are, however, frequently superficial and in many ways
Uncertain; many composers are satisfied with general remarks such
23 “con pedale”, or “sempre pedale” or leave the use of the pedal
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entirely to the “taste of the player”. Sometimes every reference is
omitted, although the employment of the pedal is absolutely neces-
sary in most pianoforte compositions, thereby frequently occasioning
a most dreadful misuse of the pedal, not only by amateurs who do
not possess a knowledge of harmony, but even by so-called musi-
cians who do not always keep in mind, the utmost clearness of ren-
dition in the performance. The misuse of the right pedal occasions
an indistinctness of the melody and confusion of the harmony. This
evil could easily be remedied, if instead of the signs “ped.” for the
raising and s for the lowering of the damper, which are frequently
not designated sufficiently often, the use of the pedal rhythmically
determined, be indicated on a special line placed below the staff in
each instance. Hereby the lack of knowledge on the part of the
performer would be remedied and all arbitrariness effectually avoi-
ded. We will illustrate such a pedal indication in the following ex-
ample: —

53a.
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Until about the year 1840, the pianoforte had more than two,
usually three pedals. In addition to the so-called loud pedal which
raises the damper, the other two, placed at the left, were employed
to thus displace the damper, that the hammers should strike but
one or two of the strings respectively. Thereby the instrument be-
came correspondingly softer and more delicate, and assumes even a
somewhat mysterious character when but one string is employed
in the production of each tone. BrermovEN, in the Adagio of his
celebrated sonata for the Hammerclavier, B-major, op. 106, indi-
cates the use of the three pedals by means of the ferms “una
corda”, “tutte le corde”, “una corda, poco a poco due ed allora
tatte le corde”.

Nowadays the pianoforte has usually but one pedal for weak-
ening the sound, termed the “soft pedal” and its use is indicated
by the terms “una Corda”, “mit Verschiebung” or “con sordino”,
or when the use of both pedals is desired, by the term “due pedale”.
‘When the soft pedal is employed, although two of the three strings
still sound for each note, beginning with the great octave; yet this
suffices for the most delicate sound gradations as the player has it
in his power to produce, even through the touch alone, a very soft
pianissimo; and furthermore for the tones of the contra octave, there
are but two (spun) strings of which only one can sound when the
soft pedal is employed.

The use of the soft pedal should be most carefully indicated
by the composer, especially should he indicate when and where the
player should discontinue its use. Here also we frequently meet
with the evil that the player unnecessarily makes use of the soft
pedal in order to render a piano or pianissimo passage in a very
delicate manner. The character of the sound of the pianoforte is
altered too much by the use of the pedal to allow of its extensive
use, and furthermore it is apt to render the instrument out of tune.

A good player will be able to produce, in a properly instrument-
ated composition, all shades of tone, from the most delicate pian-
issimo to the most powerfully marked fortissimo, by means of the
touch alone, and without the use of the pedal.

We will not omit, at this point, to call attention to the fact that
the great manifestations of power on the pianoforte are produced .
not only by full chords, but through the doubling of staccato octaves
with both hands.

Runs, such as the one indicated in Ex. 53" possess on the
pianoforte, an especially peculiar and very energetic sound effect: —



56 CHAPTER II.

Henselt, Concerto, .op. 46. Movement 1.
Allegro pafol'ico.'
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VARIQUS FORMS OF MUSICAL COMPOSITION.

§ 9. The remarkable progress made during the past two centr
uries in the art of pisnoforte making, has been accompanied by &
corresponding development of artistic performance on this instra-
ment. Nowadays we can justly expect from every gaeod pianoforte
player, that he be familiar with the classical literature for this in~
strument from Baca and HaxpgL to the composers of our own time}
and thet he be able to perform in a smooth and correct manner al}
such compositions which do not require exceptional technical Vire
tuosoship. One who is not a pianoforte player, can readily acquire a
knowledge of such compositions as are capable of being rendered
on this instrument; by a study of the works of the masters. There
is ample opportunity to hear such works frequently, and well per-
formed.

The pianoforte has the special advantage that it admits of a
performance by two players at the same time, in compositions for
four hands which renders possible a still greater fulness of sound
and power. This is a considerable and very important advantage
not only for original compositions, but also for arrangements of
erchestral works for the piano. Such arrangements are frequently
written for two piandfortes either for two players, four-handed or
for four players eight-handed. However, there are also original
compositions written for two pianofortes, four-and eight-handed;
and even for three pianofortes and three performers, either with
or without accompaniment.

In the pianoforte literature we will find almost all great com-
posers represented with beautiful, valuable master-works from the
littte prelude to the great symphonically constructed sonata. Thq
forms of these works remain the same in style of composition, whether
for one or more instruments, for home, chamber, church, concert,
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or opera music. It will, therefore, be advisable to consider them
all together, explaining and analyzing each.

We have already spoken of the simple and extended song-forms
in§ 4and §5 We find the same again in the preludes of the
“Wohltemperirte Clavier” of Bacs, in the “Songs without Words” of
MenpELSSOHN, in the “Nocturnes” of CroriN, in the many slow move-
ments (Adagios and Andantes) of the pianoforte sonatas of CLEMENTI,
HavpN, Mozart and BeeraoveN; as well as in the many smaller piano-
forte compositions of recent times, which possess such titles as “Cha- -
racter-pieces, Fantasias, Romances, Impromptus, Melodies, Cavatinas,
Bagatelles, Arabesques, Aquarelles etc.” As the performance on
the pianoforte is considerably less tiring than the rendering of a
lengthy movement for voices without accompaniment, we will gener-
ally find the simple as well as the extended song-form, worked
out more fully and carried to a greater length, in instrumental com-
positions tham is the case in works for the voice, a eapella. How-
ever, the form is essentially the same, whether the relations of the
movemenis be greater or less. ]

In general we must guard against forming a too literal cop-
ception of the term “form”. Definite and fiting accounts pertaining
to “Form” capmot be given. What we understand in musfc
uader the technical term “Form”, might be better expressed as the
organic creation, the natural structure, or the development of a
compogition. This development however, we must not consider as
logically necessary. As Nature creates according to the same prip-
ciple, organisms of like species with many differences of detail; so
the creative fancy of the composer, constructs compositions of the
same form-kind with great variety in the musical details.

In addition to the ahove mentioned and explained simple and
extended song-form, we might mention as the principal kinds of
instrumental forms: the variation-form, the dance-form, the rondo-~
form; and the sonata-form.

An examination of the variation-form discloses two kinds.
First, thoge variations which repeat the theme in the different parts,
with only a different rhythm and changed movement, and with the
sams, or but slightly altered harmonic foundations, so that it is
easily recognized through all the variations; secondly, those in whieh
from the theme or a part of it, or even a single motive of the same,
R6w pictures are constructed, differing considerably in melody, har-
ony and rhythm. We might designate this second kind as “sym-~
Phonic variations”. 4 ,

Many kinds of etudes and preludes might in a certain sense,
be termed variations on one and at times even on two different
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motives. But we cannot consider such smaller compositions as
denoting independent variation-forms.

After this brief allusion, we refer to the Author’s “Treatise on
Form” (Chapters 3, 4 and 6), for a further discussion of the variation-
form, the dance-form and the rondo-form.

THE SONATA.

- The Introduction to the Sonata.

§ 10. The form of the sonata has already been explained in
the “Treatise on Form” in chaps. 7, 8,9, 10, 44 and 412. The Author,
however, considered it advisable to add the following to what was
then said.

The greatest compositions, both as to intellectual tenor and
extension, are written in the form of a sonata.

The sonata contains two, three or four movements of different
character united in one whole composition. The first, and usually
also the last movements, are similarly constructed in the form which
is distinctively known as the sonata-form; we repeatedly find this
form in compositions for chamber music and in the works for orch-
estra, ¢. e., in the symphony and in the overture, extended more or
less according to the means for rendering. At times, the movements
both opening and closing, have a quiet, slow introduction, which
serves as a sort of prelude. These introductions are closely related
in construction, and serve to lead to the real principal movement,
which is taken up in a lively tempo. In the sonatas of BerrHOVEN we
find but three introductions of such character and form, viz; m the
eighth, the twenty-siacth, and thirty-second sonatas.

The chord of the sixth beginning the sonata (op. 31, No. 2) and
extending through two measures, and the Adagio cantabile of the
sonata (F§-major, op. 78) extending through three and a half meas-
ures, cannot be regarded as introductory movements. In general,
extended infroductions are suitable only for movements of consid-
erable range; and we therefore find them less frequently in sonatas
for the pianoforte, than in chamber music, the orchestral symphony
and particularly in the overture. One or the other motive of the
principal movement can then appear in the introduction, and in a
certain sense indicate the intellectual tenor of the movements which
directly follow.
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The First Division of the Movement.

The first movement of a sonata consists of three principal parts,
to which is frequently added a lengthy extended coda. The first
part of the movement contains the principal ideas and in such a man-
ner that if the movement is written in a major key, the first subject
which in every key will always appear in the tonic key and the sec-
ond usually in the key of the dominant. If the movement is in a
minor key the second subject will usually be written in the parallel
major key. There are, however, numerous exceptions; thus, Bze-
THOVEN frequently has the second subject of a major movement take
the major key a third higher than the first subject; as may be seen
in the first movements of his sonatas (G-major, op. 34, No. 4 and C-
major, op. 53), in the great overture to Leonora (No. 3.) and else-
where. In the sonata for the “Hammerklavier” (Bp-major, op. 106),
as also in the trio for pianoforte, violin, violoncello (B)-major, op. 97)
by BeeraovEN, the second principal subject is written in the key of
the minor third below; these are, however, exceptional cases. When
the key of the first movement is minor, the second subject occa-
sionally, also appears in the major key a major third below; less
frequently in the minor key of the dominant, and only in exceptlonal
cases in the major key of the dominant. At times we also find the
second subject in the minor key, a minor third above (compare
the first movement of the Sonata Pathétique).

The Transition to the Second Subject.

After the first idea has been completely expressed, a suitable
transition leads us to the second subject. The manner in which the
transition is accomplished can be varied. Usually a motive of the
first subject is utilized as a continuation, though at times a new
idea is made use of to form this intervening passage. In the latter
case we might then consider the movements as consisting of three
subjects, of which, however, this secondary theme interpolated be-
tween the first and second principal ideas, acts as a connecting link.
BzerHOVEN, the greatest master, who has given us in the form of the
sonata, the grandest art-works, and has never been excelled, either
before or after his time, delights in constructing these connecting
transition sentences in such a manner that they end with an organ-
point on the dominant of the key in which the second subject is to
enter. As proofs, we give the following passages from sonata
movements by BEETHOVEN: —
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Sonata, op. 3, No. 4, Movement L
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THE SONATA.

Sonata, op. 3, No. 3, Movement I.
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Sonata, op. 40, No. 4.
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Sonata, op. 10, No. 2.
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In a similar manner we find such organ-points on the dominant
chord before the entrance of the second subject in the first move-
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ments of BeerrovEn's sonatas op. 43, op. 14 (No. 4 and 2), op. 22,
op. 53, op. 87, op. 106 ; and in many other compositions of the same
master, constructed in the first sonata-form. In such cases where
BrETHOVEN does not precede the second subject with a greater or less
organ-point on the dominant chord of the key, in which the second
subject enters, he usually employs the above mentioned chord in a
striking manner, so that we are led through the dominant chord into
the key of the second subject, as is plainly seen in the following
Exs. 64, 62, 63 and many others: —

Sonata, op. 10, No. 8, Movement I.
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Sonata, op. 34, No. 4.
Allegro vivace.
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The Auxiliary Movement (The Episode).

§ 14. We have already referred above to the fact that the
connecting link between the first subject and the second principal
idea, can be an auxiliary sentence with an independent theme or a
new mofive. Such an Episode constructed from a meotive foreign
to the first subject and beginning in the key of the first theme, will
be seen in the first movement of the sonata. (A-major, op. 2, No. 2).
We illustrate its beginning in the following, Ex. 64. After six
measures a transition occurs on the dominant chord- of Emajor, and
leads in the eleventh measure to- the organ-point illastrated in
Ex. 86, e. g: —

64.  Aligro vivace.
- The Auxiliary Movement. 3
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In the sonata (C-minor, op. 410, No. 1), after a complete close of
the first theme the auxiliary movement begins in the major key
of a major third lower, and leads after a continuation of the follow-
ing motive —

to the pedal-note on B, illustrated in Ex. 59.

In the C-major sonata (op. 2, No. 3) an episode with indepen-
dent theme in G-minor enters in the twenty-seventh measure, and
leads after sixteen bars to the pedal-note on D illustrated in Ex. 57.
Then the second principal theme enters in G-major. In the D-major
Sonata (op. 40, No. 3) Beeraoven develops the first theme in twenty-
two measures, After the pause in that measure, an episode with
independent theme begins in the parallel minor key, of B-minor;
Wwhich closing in A-major after thirty-one bars, leads to the second
Principal subject. The first movement of the B}p-major sonata (op. 22)
illustrates after a long pedal-note on“c” beginning with the sixteenth
Ieasure; anepisode fromthe twenty-second to the thirtieth measures
1n the key of the dominant. Thereafler, the same key is first taken
by the second principal theme. In the D-major sonata (op. 28) we
find the first subject developed in 39 measures ; then in the fortieth
easure, beginning with the motive illustrated in Ex. 66 —

Jadassohn, Instrumentation. ° 5
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an episode is introduced, which is extensively developed and later
leads back to A-major (the dominant key) and introduces the second
principal subject in this key. From the above mentioned examples
the pupil will see that the episode, following the first subject and
leading to the second principal idea can be constructed on a new
motive, or contain a new theme, that it is short in length and
usually in the key of the first or the second theme, or in a key closely
related to one or the other.

The Second Subject.

The second subject is distinguished not only on account of the
change of key and rhythm, but also on its character, even when it
is constructed from a motive of the first subject, or retains such a
motive either in the melody or in the accompaniment. On account
of the intellectual relationship between these two subjects, a marked
contrast must-be avoided. In part, the homogeneousness of the
two ideas will be necessitated by the same tempo. We must refer
the pupil to the works of the classical masters where he will easily
find the necessary instruction.

The Second Auxiliary Movement and the Coda.

After the second subject a second episode frequently follows,
which, however, in its contents borders on some motive of the first
subject or of the first episode. We compare here the introductory
motive of the first movement of the A-major Sonata (op. 2, No. 2)
with the motive of the second episode after the second subject: —

Motive of the first subject.

67.
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B

Motive of the second episode.

In the continuation this second episode is modelled after the

first. At times the second Episode assumes even the character of
the coda, as is the case in the first movement of the Sonatas (op. 53

and op. 57), by BeerHovEN, €. ¢

Sonata, op. 55, Movement I, Episode.

Allegro con brio.




CHAPTER II.

68

8va

N A W A

T e e e B

o anh— P19 55—

-—

| LIt

RS L

oot R o L) S O O

=




THE SONATA. 69

. 4i- ° . 4." £
= + o —— —|
==5 pret e S EEy
1

In the auxiliary movement (Ex. 68) we find only the chords of the
complete principal cadence, the tonic, the sub-dominant, the chord
of the fifth and sixth, the chord of the seventh of the second degree

with altered third %, and the dominant chord of E-major

brought into use. This succession of chords gives the episode in
question, the character of a first lengthy coda, to which a second
shorter coda is added. This is also the case in the episode after the
second subject in the first movement of Beeraoven’s Sonata op. 57:
The latter of which begins in A-flat minor, e. g. —
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and leads after ten measures to the little four-measured coda, after
which a partial close follows in the fifth measure. In this part of the
sonata appears but one episode (as has already been stated above)
after the second subject. Shorter sonata movements do not contain
any episodes, e. g., the first part of the sonata in F-minor, op. 2,

No. 4, first movement; and likewise op. 79, first movement. The
coda, however, which brings the part to a close, is indispensable.
This always has the chord of the final cadence as a basis and repeats
it. We refer here to all the final measures of the first parts of Bex-
THOVEN'S Sonata movements. All contain repetitions of a motive, usu-
ally taken from a previous motive and its harmonies, and even the
shortest sonatina movement cannot dispense with bringing the part
to a close with a coda. Compare the final measures of the first part
of the smaller sonatas of BeerHOVEN op. 2, No. 1; op. 49, Nos. 4 and 2;

op. 78; op. 79; and op. 90. All these codas are substantmlly nothing
more than varxatlons of the principal final cadence.

By a careful examination of the first parts of BeerHOVEN'S sonata
movements, we will see that the master usually gives the first Theme
very short and terse, and soon reaches the dominant chord of the key
in which the second subject is to be written. Thereby, the first sub-
division up to the second theme, that is, up to the entrance of said
dominant chord, will always be shorter than the further continuation
of the part to the close. In all cases, in the first part the material
consisting only of themes and motives out of which the entire movement
is to be constructed, is given with the utmost conciseness and brief-
ness. Hereby, a lengthy departure from the principal keys of the
two themes is impossible, and the modulation circle of the first
part — with the exception of separate shorter deviations — is a
very limited one. Any actual thematic work, 7. e., constructing new
harmonic and melodic pictures from a theme or motive, is avoided
and only occasionally in a restricted measure employed for the
purpose of transition; contrapuntal developments of a motive are
almost entirely lacking. The repetition of the entire first part is
required in most cases; this is for the purpose of better impressing
the thematic material of the movement on the hearer, than could be
done with a single hearing.

The Second Part of the First Movement.

TaE DEVELOPMENT.

§ 12. At the commencement of the second part or immediately
thereafter, the key in which the first part has been brought to a
close is abandoned ; usually one of the principal themes or possibly
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only one of its motives enters in a different key. Frequently, also
the motive of the last coda is used as a connecting link. However,
no matter from which portion of the first part the material for the
development is taken, its purpose always is to form new figures
out of the existing material. Therefore, in the development, it is by
no means necessary to make use of all of the themes and motives
contained in the first part. The actual thematic work can really be
better expressed by a single characteristic motive, than through the
employment of several themes and motives. It is, however, hardly
possible to establish definite rules and laws; it must be left to the
imagination of the composer to determine in each case how and
wherewith he will construct the development, and what chain of
modulations shall be formed from the themes, in order to connect
later the repetition of the first part in the principal key.

The art-student well grounded in counterpoint and fugue
knows that a large number of different formations can be construc-
ted from a theme and one or two uniform constantly recurring coun-
terpoints, according as one or the other voice carries the theme or
the counterpoint and according as the key is changed from major
to minor and vice versa, accordingly the change of keys of the same
kind in contrapuntal phrases capable of being reversed three
or four times, will give new combinations of the same material by
exchange of the different voices. The confined limits which must
be regarded in the strict style of the fugue must, however, not apply
to the thematic construction of the development. Here the imagina-
tion of the creative mind has wider and freer play, and especially
in compositions for the pianoforte we frequently find development
movements in which contrapuntal combinations either do not occur
at all, or only in a very limited degree. We may, therefore, accept
a kind of thematic construction without contrapuntal combinations
for the style of the free composition, and the pianoforte develop-
ment especially necessitates limitations which do not occur in the
combination of several or many instruments in chamber or orchestral
music. Even though the technique of pianoforte playing has in
recent times been highly cultivated and notwithstanding the high
degree of finish and certainty of our artists and amateurs, it is
10t possible to overstep the limits set for this instrument. It is
impossible to play on the pianoforte more than two independent
Voices with each hand; due regard must be paid that these two
Voices do not separate more than the distance of an octave, and even
Whefl this requirement is complied with, the performance of a strict
four-part contrapuntal movement is a very difficult task. Although
1 the fugues of the “Wohltemperirte Clavier”, by no means are all



72 CHAPTER II.

the parts always employed, and Baca at all times pays the greatest
regard to the practicability of performing; yet there are some excep-
tionally difficult pieces in this book. We might mention the three-
part, C#-minor Fugue (No. §, Bk. 2), the four-part fugues in A-minor
and B-minor (Nos. 20 and 24, Bk. 1) and other Fugues of like diffic~
ulty. In the two five-part fugues of the “Wohltemperirte Clavier”,
all the five parts move together in but few measures.

For the above mentioned reasons it can be easily explained
that Beernoven in his pianoforte sonatas employs contrapuntal com-
binations in the development-parts comparatively less than in other
works where he had more suitable material. However, in almost
all development-parts of the sonatas we find at least a few or
several contrapuntal passages, and we illustrate but one of them
in the following example, from the sonata for the Hammerklavier
(B-major op. 106): —
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BzETROVEN closes the first pnrt in the same key in which he has
written the second theme, viz., in G-major. This is a principle which
is carried out in most cases, bowover in case the second theme is
in a minor key the corresponding major key of the same note can be
used for the coda and the close of the part, as is the case in the
first part of the first movement of the “Sonata Pathétique”. The
reverse is seen in the close of the first part of the “Sonata Appas-
sionata” (op. 87), in which the second theme in Ap-major is followed
by the coda in Ap-minor and the part is brought to a close in this
key.

In the sonata for the Hammerklavier illustrated above, after
the close of the first part Berrmoven immediately changes the key
and uses the first motive of two measures of the last coda of the
first part, as an introduction to the actual development which we
exhibit in Ex. 75. The latter consists principally of the thematic
working out of the first motive of the first theme: —

1.

After a powerful crescendo which attains its climax in measures
56, 57, 58, 59 and 60 BeermoveN introduces the second last codal-
phrase of tbe first part with variations. Then (in measure 73 of
Ex. 75) the first motive again appears and is employed during four
measures in imitations. In the last ten measures only the rhythm of
the beginning of the motive J* | J. is again employed with cres-
cendo, as an introduction to the repetition of the first part.

From this the pupil will see that almost the entire development
of this sonata movement is founded on the use of one motive. The
characteristicness of a motive mostly consists more in its rhythmic
than in its melodic construction. There are development parts in which
the rhythm of a motive is employed almost exclusively, in order to
construct new and different figures on the easily recognized rhythmic-
al part of a theme as a foundation. A frequent change of the key
is of great assistance; a continued remaining in the same key is not
appropriate to the character of the development. The modulation
through different keys should be accompanied by a gradual mount-
ing toward a climax. Attention must further be paid to the tonic
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key of the movement not being employed for any length of time
in the development; it is more advisable not to introduce the
tonic until the repetition of the first part. Many development parts
end with a pedal-note on the dominant of the principal key before
the re-entrance of the first theme in the repetition of the first part;
such a pedal-note in which at first the entire motive and in the last
four measures only a rhythmic part of the measures of the first theme
is employed, is illustrated in the following examples. These are taken
from BeerEOVEN'S Sonata in C-major (op. 2, No. 3): —

[ Motive of the first theme.
[ Rhythmical part of same. |
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| Beginning of the |
repetition of the
. . first part.
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Whereas, according to the existing examples of the classical
masters we can indicate for the first part a definite and almost exact
series of modulations subject to but few and rare exceptions in the
development part; thig is only possible in so far, that at the end of
the development a preparation for the return into the principal tonic
key of the movement is necessary. The modulation circle of the
development parts in BeerroveN's sonatas is considerably varied;
the fantasy of the master was here given full sway. But one more
point can be definitely stated, viz., that the development part always
abounding in modulations, usually only begins in a different key
or very soon moves into a different key, from the close of the first
part and finally leads back to the tonic key of the entire movement.

Older masters were satisfied with development parts which
were usually much shorter than the first part of the respective move-
ments. BeeraoveN to whom we are indebted for the complete struc-
ture of the symphonic forms, gives us in all of his works broader
and better worked out development parts than are found in many
works of his predecessors Haypn, Mozarr and others. However,
nowhere in BeerHOVEN'S works, notwithstanding the usually very
short first parts, are the development parts extended in length bey-
ond the preceding first part.

For the beginner, the development of the sonata movement con-
tains greater difficulties than the analysis of the first part. We can
here only recommend the conscientious study of the works of great
masters; the more the pupil studies these works which we must
consider as the revelations of the innermost being of music, the more
will he little by little gradually become proficient to originate in the
spirit of the masters, and according to his individual talént, to follow
in the construction of similar movements. This by no means is in-
tended to mean an anxious servile copying of the modulations of
the relative lengths of the one or other development of one or more
sonata movements.

Similarly as the first part must be organically constructed, so
the development which is a continuation of the first part, must natur-
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ally follow the latter, be constructed out of it and form the chain
leading to the repetition of the first part. Therefore, under certain
circumstances, proportionately longer developments can also follow
a short first part and shorter developments follow a more extended
beginning. At all times, however, even when it is held very short
the first part will be broader than the development.

The Third Part of The Movement.

§ 13. Immediately following the development, in most cases
the first theme in the tonic key is added; there are, however, cases
in which the second subject is introduced at first immediately after
the development in the tonic key, while the first subject appears later
in the same key frequently curtailed, and occasionally it is entirely
lacking. The latter, however, can then only occur when the first
subject has been repeatedly brought into play in the development
even though it be with alterations so that a further repetition in the
tonic key would be unnecessary and tiresome. .

Occasionally a curtailed repetition of the first subject after the
development is sufficient. Also the transition to the second subject
will frequently be given in briefer form than was the case in the
first part. Thus, Beermoven in his sonata (E-flat major, op. 7) has
thirty-four measures in the first part before he reaches the organ-
point exhibited in Ex. 58. In the repetition after the develop-
ment he found only twenty-six measures necessary to reach the
corresponding organ-point. The curtailing consists in the omission
of the small episode illustrated in the following example.
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Then follows the second subject with fifty-one measures in its
repetition after the development, instead of fifty-nine measures in
the first part. From this the pupil will observe that less im-
portant episodes of the first part can be entirely omitted in the
third part.

More marked is the curtailing in the first movement of the so-
nata (G-major, op. 31, No. 1), in which there are in the second part
but twenty-four measures corresponding to sixty-five of the first
part (from the beginning to the second theme). A similar relationship
will be found in the first movement of the sonata in D-minor (op. 34,
No. 2). More rarely are these parts lengthened; we might refer here
to the sonata (C-major, op. 53) in which in the first movement the
second subject isintroduced in the first part after thirty-four measures,
while in the third part it is only introduced after forty measures.

The repetition of the first episode before the second theme is
given in different ways. In the major movements of the sonatas
(op. 2, No. 3 and op. 22), the episodes which are given in the first
parts in the key of the dominant, are repeated in the third in the
key of the tonic. The first eplsode of the C-major sonata (op. 2) is
changed from G-minor to C-minor. In the first part of the B-major
sonata the first episode is in F-major and is repeated in the third
part in B-major. Quite different is the D-major sonata (op.10,No.2);
the first episode beginning in the parallel minor key (B-minor), is
taken up in the third part in E-minor. The episode beginning in the
major key a third below the tonic, as illustrated in Ex. 65, com-
mences a tone lower in its repetition. In the sonata (op. 28) we have
an episode beginning as follows: —

. Allegro. - -
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whieh is repeated in the third part a fourth higher: —
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The transpositions of the episodes are for the purpose of con
structing a suitable transition to the second subject in such a manner
that if the latter appeared in the first part of the movement in the
dominant key, it can be repeated in the third part in the tenic key.
" In such cases where the second subject is first introduced a major
third above, it is occasionally repeated in the third part a major
third below and then turns into the key of the tonic. Compare
with this the first movement of the C-major sonata (op. 53) by
Beermover. However, in general the rule is followed that in move-
ments which begin in a major key, the second subject whether given
in the first part in the key of the dominant or in another key, it is
repeated in the third part entirely in the tonic key. Thus, compare
the first movement of the sonata for the Hammerklavier, (B-major,
op. 406); the third overture to Leonore and other movements.

If the movement begins in a minor key and the second subject
has been given in the parallel major key, in the works of the
older masters'we frequently find it in the third part transposed into
the tonic minor key. This naturally changes the character of the
subject; however, such a treatment has the advantage of not being
underrated in representing a complete unity of key in the third
part. BeermOVEN, however, takes more liberty in this matter than
his predecessors. The second subject of his sonata (C-minor op. 40,
No. 1) is-written in E-flat major; in the third part it appears at first
in F-major and then only, is it transposed into C-minor. The second-
subject of the Sonata Pathétique (op. 413) begins in the first part of
the first movement in E-flat minor, and brings the episode directly
following in E-flatmajor; in the third part this theme begins in
F-minor and the episode following is transpesed to C-minor.

Almost invariably do later composers repeat the second Major
subject in the third part, in the major key corresponding in height
with the first subject in minor, especially when the second subject
dppeared 'in the first part in the parallel major key or in the key
of the major third below. There are, however, cases in which the

second subject is repeated in the third part in the major key of the

6*
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third below, when in the first part it was introduced in the parallel
major key of the minor third above. If the second subject of a
minor movement appears in the first part in the minor key of the
dominant, it will invariably be repeated in the third part in the
minor key of the tonic. Thus, compare the first movements of the
sonatas (D-minor, op. 31, No. 2 and E-minor, op. 90) of BerTHOVEN.

The Auxiliary Episode, The Small Coda of the Part and the Well
Worked Out Great Coda of the Movement.

§ 14. In shorter sonata or sonatina movements there is fre-
quently no episode after the second subject; the coda of the part
follows close upon the end of the subject. We have already men-
tioned above (page 69) that the little coda really contains nothing
more than two or more repetitions of the closing cadence constructed
more or less completely either only with the dominant and tonic
chords or with the chords of the second (or fourth), fifth and first
degrees, to whose support occasionally other chords are added
which, however, always return to altered variations of the chord of
the second degree. (See Treatise on Harmony Chaps.22 § 68 Ex.378.)
To present this more clearly we exhibit second part-codas from
BeETHOVEN’S Sonatas.

Sonata, op. 49, No. 4.
Andante.

71.

Sonata, op. 49, No. 2.
Allegro, ma non troppo.
3
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Sonata, op. 34, No. 1.
Allegro vivace.

= v
1 1

The above three examples exhibit the harmonies of the dominant
and the tonic. In Ex. 79 we notice a peculiar characteristic of Bee-
THOVEN in the quick change from minor, major and minor of the same
pitch. In Ex. 80 we find a part-coda constructed on the chords
of the first, fourth, first and fifth degrees.

Sonata, op. 57.
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The first movement of the B-major sonata exhibits a part-coda
formed by adding other chords to complete the principal cadence;
but here also in the last five measures the change of dominant and
tonic chords is employed to strengthen as much as possible, the close
of the part.

Sonata, op. 106.
Allegro.
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We partieularly call your attention here to the fact that the
little coda of the first part must invariably be transposed in the third
pars to the corresponding key; this also occurs when a lengthening
of the close is added, either through some additional measures or by
means of a well worked out coda.

In many oases the episode following the second subject and
preceding the small coda will bear a codal character. For this pur-
pese we illustrate the beginnings of several such episodes which the
pupil can more thoroughly examine in the sonatas of Beermovew.
These episodes usually move on the chords of a well worked out
principel cadence.

Sonata, op. 7, Movement L.
Allegso molto e con brio.
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Somata, op. 18, Movement I.
Allegro molto ¢ con brio,

83.
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Sonata, op. 57, Movement I.
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Should still a third smaller episode follow the second, as is the
case in the sonatas op. 7 and op. 13, this latter will also bear and
usually still more mark the character of a coda. All such epis-
odes of the first part are repeated with corresponding transposition
in the third part. When there are two episodes, their repetition and
the small coda, will be sufficient for the complete close of the move-
ment, as we find numerous examples of the same in the shorter
sonata movements of the older masters (and even in BrerHOVEN,
.sonata, op. 22, first movement). In most cases, the small coda is given
a slightly lengthened close in the third part, even if only by a few
additional measures, as we can see in BEerHOVEN’S sonatas op. 49
Nos. 1 and 2, op. 78 and op. 90.

The older masters frequently indicate a repetition of the parts
before the development. BeeraoveN also does this in the first move-
ment of the sonata, op. 78. This repetition was probably advisable
for the shorter forms of former times. However, since the acquisition
of the extended well worked out final coda of the movement by
BeeTHOVEN, such a repetition has become unnecessary.

The final coda can be of three kinds, namely: first, — as a
motive of the movement once more introduced in brief form and
quicker tempo (stretto), with a further small coda added, as is the
case in BerrHOVEN’S sonata (op. 57); second, — as a new independent
idea, as in the final movement of the above mentioned sonata; and
third, — it can bein the nature of a second, small development added
to the third part, as we see in the first movement of the sonata op. 53.
Such well extended codas, provided with a second smaller devel-
opment, make a repetition of the second and third parts unneces-
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sary, in fact they form a fourth part and thus complete the close of
the first, or more especially of the last movement of a more extended
composition; and moreover, we find them not only in Finales, which
have the form of a sonata movement, but also in Rondos and in
greater variation movements, as well as in other broadly carried out
slow movements, whether written in extended “song-form”, in
“sonata-form”, or with alternative middle movement. Even smaller
Dance-Forms, such as ‘Minuets’, ‘Scherzos’ and ‘Marches’ frequently
contain according to their proportions, a smaller or greater coda-
part, as has already been remarked above. We might mention here the
small coda-parts of the minuets in Beeraoven’s sonatas (op. 14, No. 4
and op. 34, No.3); also the codal passages added in the fifth variation
of the sonata (op. 26), the ‘Funeral March’ and final movement of the
same sonata, also the coda of the march in the music of the “Midsummer
Night’s Dream” by MenpELssonN, and the magnificent coda of the
Funeral March in Beeraoven’s “Heroic Symphony”.

THE NUMBER AND ORER OF THE MOVEMENTS IN THE SONATA.

§ 45. In general we understand by the term ‘sonata’ to be a
musical composition, written in three or four movements, of which
at least one, usually the first, is carried out in the above explained
Sonata-Form. Usually this is followed by an Adagio or Andante move-
ment in extended song-form, or in the form of variations. When the
sonata contains but three movements, the closing movement follows
in a lively tempo such as allegretto or allegro, in the form of an ex~
tended Rondo, or the form of the first movement. In sonatas of
four movements, a Minuet or Scherzo in quick time is added, either
before or after the slow movement. We notice, however, a great
difference both as to the number and order of the movements in the
sonatas of Beernoven and other masters. Beermoven has sonatas in
but two movements, op. £9, Nos. 4 and 2; op. b4, 78, 90 and op. 141.
Most of his sonatas contain three movements, of which, however,
the Adagio molto in the C-major sonata (op. 53) appears as a well
carried out introduction to the following Rondo, which is closely
joined to it and is taken'up at once, after the Adagio molto, without
bringing the latter to a close, as is indicated by the direction “Attaca
subito #{ Rondo” at the end of the introduction. Thus, this sonata
can also be classed among those of two movements.

The first movement must not always be written in the sonata-
form. Beernoven’s C§-minor sonata (op.27, No.2) with the special
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prefix “Sonala quasi una Fantasia”, begins with adagio sostenuto
in song-form. The Ap~major sonata (op. 26) begins with the “An-
daute con Variazioni” and appears thereafter neither in the first nor
in the following three movements in the real form of a sonata mo-
vement, Algo in the final movements, Beersovex exhibits a variety
of forms. Rondos, movements in sonata-form, extended great va-
riation. movements (see op. 109 and 41441), and fugue movements
(op. 404, 4106 and 140) form the final movements of different so-
patas. MoschELEs even gives a single somata movement the title
“Sonate mélancolique”. Also in chamber music and symphonic
orchestral compositions, written usuelly in four and sometimes in
three movements, we find dissimilarity. Regarding the Variation-
Form, we only call attention here to the final movement of Bxerno-
ven’s ‘Heroic Symphony’. In general the sonata for the pianoforte
alone, or for piano and violin or violenvello, we accept as consisting
of three movements. Also trios for piano, violin and violoncello.coatain
frequently but three movements; whereas, string quartets, quintets
and other chamber compositions, as well as symphonies are usually
written in four movements, and the Finale almost invariably appears
in the great form of the first sonata movement. The Concert Over-
ture usually contains — after an extended introduction — a well
worked out first sonata movement, with an extended coda. The
Opera Overtures are also partly written in this form, frequently they
merely consist of a Potpourri, compesed of the melodies oceurring in
the opera occasionally they are in the form of a “Phantasia”, in which
movements consisting of themes from the opera and free movements
are alternately introduced. Many operas, particularly the later ones,
have no overture, but give instead a shorter Prelude in the form of
Entre-Acte music. Bicearp WieNer gives te his later operas, well
worked out extended Preludes (“Vorspiele”) in song-form, of which
we might mention as among the most beautiful and tuneful, the
Prelude to “Lohengrin” and also the one to “Tristan and Isolde”.
The Concertos for pianoforte, violin, violoncelle, or fer other
instruments, mostly contain, the same as the somata, three greater
movements, of which the slow middle movement, usually the shor-
ter, is frequently written in close connection with the Finale. The
first movement usually begins with a part for the orchestra alone;
in such case it contains the essential material of the first mevement,
i. e., the princ¢ipal themes in brief form. Freguently both themes
are in the key of the tonic; then, with the entrance of the solo in-
strument, a movement is begun in the usual form of the somata
movement, in which, however, the repetition of the first part must
be emitied, inasmuch as the firat “Solo” is an extended and varied
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repetition of the first “Tutti”. Later concertos frequently give the
first movement, without the preceding extended “Tutti”, and with
a short prelude, as MexprLssonN's “pianoforte concerto”, or without
any prelude as the “Violin Concerto” of the same master. Other con-
certos exhibit the form of a “Fantasia”, as the “Concertstiick” of
‘WEBER.

The compositions known under the title “Suite” consist of a
succession of movements in different forms, such as the prelude and
fugue, the aria in song-form, earlier and later dances, as e. g., sars=-
bande, gavotte, minuet, scherzo, and gigue; and sometimes even
variation movements are oontained therein.

The “Serenade” contains principally symphonic movements and
differs little from the symphony. As the latter can be considered
as an extended sonata of four movements for orchestra, so the sere-
nade in the same form can be considered chamber music for more
instruments or as a concert-piece for orchestra. The pupil will find
mere ample explanations concerning the foundation and structure
of musical compositions in the Author's text-book, “The Form in
Musical Composition”. Here, however, as in all other discipline per-
taining to the technic of musical compositien, the cereful and tho-
rough study of the works of classical masters will give the best in-
stractien. :

THE PIANOFORTE AS AN ACCOMPANYING INSTRUMENT TO THE
YOICE.

§ 16. The pianoforte is adapted more than any other instru-
ment to the accompaniment of one or more voices, not only inas-
much as it can always give the single voice the full harmony as a
foundation, but also because it can add character description by
means of various figured tome-pictures, and thus greatly aid in the
tone efféet and expression of the composition. The rush of the water,
the whistling of the wind, the roar of the storm, the stir of
the spinning wheel, the clatter of the mill, the soft murmur of the
waves, the rock of the cradle, the trot of the horse and many other
sounds can be called to mind by the accompaniment of the piamo-
forte. We need here only refer to the accompanimentof the “Erlking”
by Scituskrr, the “Songs of the Mill”, the “Winter’s Journey”, the
“Swan Song” and many other songs and melodies of the same master,
such as “Gretchen at the Spinning Wheel” and others. We cannot
pass on, however, without exhibiting in the following examples a
number of song passages with particularly characteristic accompani-
ment:
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CHAPTER 1L

Suleika.

86. Rather lively. . Franz Schubert, Op. 14.
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The Trout. (Die Forelle.)

86. Rather lively. Fr. Schubert.
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From the song “The City” (Die Stadt) No. 14 of the “Swan Song”
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~ “Love’s Message” (Liebesbotschaft) from the “Swan Song” of
SanuBERT.
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“Wandering” (Das Wandern) from “The Beautiful Miller's Wife™
(Die schtne Mllerin) of ScHUBERT.
Allegro moderato.
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How aptly is the question of Suleika, the arrow swift rush of
the moody trout, the moist draught of air, the murmuring riplets
of the silvery clear, rushing brook, the gay trot of the lusty pony,
and the light tread of the wandering miller, illustrated. How many
different descriptive accompaniments, we find in the songs of Scat-
BERT, WEBER, MozART, BEETHOVEN, MENDELSSOHN, SCHUMANN, BRAHNS,
Franz, REINECKE, in the Ballads of Loewr and in many well known
songs of BrucH, RuBINsTEIN and other later masters! All this is only
made possible by the enormous wealth of figures and passages,
which can easily be rendered on the pianoforte.

To all these advantages which the pianoforte possesses, as an
accompanying instrument, to a greater degree than other instru-
ments, it has the further advantage of being able to give better than
the organ, all sound gradations, especially the transitions from
pianissimo, crescendo, forte, fortissimo and diminuendo, in accom-
panying duets, trios, quartets and choruses, at the same time with
the voices and thus sustain their intonation. In later times we find
even pianoforte accompaniments for four hands; also obligato instru-
ments such as the violin, violoncello, clarinet and others can be
added to the pianoforte accompaniment. Thus in many cases the
pianoforte proves itself to be the most complete and useful instru-
ment.
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CHAPTER IIL
COMPOSITION FOR THE ORGAN (Ital. Organo).

Description of the Instrument.

§ 17. The organ is an instrument composed of a great number
of metal and wooden pipes; a number of which are exterior and
are visible to the eye, while the majority are contained within, and
are invisible. The material of the outer pipes is English tin; their
tasteful and symmetrical arrangement is an ornament to the organ.
Some, and occasionally many of these pipes serve only as an orn-
ament to the front side — “the prospect” — of the organ; all visible
(exterior) pipes are therefore, called “prospect-pipes”. Through the
vibration of the air in the pipe, the tone is produced. The air passes
from the wind-chest into the pipes; by means of stops, called “re-
gisters”, the flow of air into the rows of pipes is opened and shut off.
The depth, and height of the tone is respectively dependent upon
the length and shortness of the pipe. The separate rows of pipes,
differing according to their pitch and tone-color are called “voices”.

The compass of the organ differs according to the number
of pipes; larger organs exhibit a compass of more than eight oct-
aves. The highest, however, as well as the lowest tones, can never
be used alone, but only in combination with other octave tones not
sitnated at the outer limits of the instrument.

The player places the entire complicated mechanism of this
gigantic instrument into motion by merely pressing down the keys.
These keys are arranged chromatically on the key-board; the organ,
however, possesses several key-boards; the two or three of which
(also known as “manuals”) — in the case of very large organs also
four — are situated one above the other and are played with the
hands. At the feet of the performer is another key-board consisting
of broad wooden keys, which are played with the feet and are com-
monly known as “the pedal”. Each manual exhibits a row of keys
almost four and a half octaves in extent, from great octave Cto three-

lined 701' ?, with all the intermediate chromatic intervals. The
manuals of the older organs, extended only to three-lined d, or

Perhaps only to three-lined c. The pedal-keys extend from great

octave C to one-lined ¢ or d, and in the latest organs advantageously
to one or two notes higher till “/”. By means of these key-boards,
Jadagsohn, Instrumentation. 7
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all tones of the organ, the high as well as the low, can be employed
to produce the many different qualities of tone of the various stops
(“registers”). The stops (voices) are distributed among the different
manuals; the first manual called the “principle manual” (i. e., great
organ) always possesses the largest number.

The pitch of every organ is that of an 8-feet instrument, in
which all tones are of their natural pitch, ¢. e., they sound as written.
The term 8-feet tone is derived from the fact that a pipe which gives
the great actave C is an open pipe 8 feet long. There are, however,
in the organ also sixteen feet stops (stops in this case is used for
pipe, as each stop connects one and the same pipe to every key of
the manual), the tones of which sound an octave lower than written;
the four feet stops, which sound notes an octave higher than those of
eight feet; two feet and one foot stops which sound notes respectively
two and three octaves higher than written. The thirty-two feet stops
of larger organs produce tones two octaves below the eight feet
foundation stops (i. e., these stops which are only used with the
“pedal keys”, — which originally sound an octave lower than
standing or as {1 6-feet tones -— render them one octave lower, or as
32-feet tones). We illustrate this with the following (Ex. 91) scale: —
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The thirty-two feet stops do not occur in the wmanuals; the
pedal-board whose natural pitch is that of the {6-feet tone, pos-
sesses also the 8- and i-feet stops. From this, the extraordinary
wealth of tone and compass of the organ is easily accounted for.
The more of the high and low registers that are drawn, all the more
sounds the tones of the different octaves simultaneously. By the
expression “full organ”, we cause all the octaves of the instrument
to sound at the same time. The manuals can be connected by
means of “couplers”, which cause all the ranks of the organ to
sound simultaneously. The touch, which in most organs (especially
in older instruments) is considerably heavier than on the piano-
forte, is rendered still more heavy in accordance with the number
of manuals coupled.

The pipes of the organ are divided into two principal classes,
namely; flue-pipes and reed-pipes. The sound of the two different
pipes is entirely different. That of the former is open and clear; that
of the latter, sharper and a trifle rattling in tone. The flue-stops
have also pipes which are closed at the top; thereby forcing the
current of air back from the top, and naturally, by transversing
the pipe twice, produces a tone one octave lower than the tone
produced by an open pipe of the same length. Such pipes closed
at the top are called “stopped pipes”. The stopper is a well
fitting leather-lined cover. By lowering the stopper the pipe can
be tuned higher, and inversely by raising the same, it can be
purely tuned lower. The stopped pipes produce a softer, more
mellow, and in the lower octaves, a duller tone than that of the
open pipe. We have stopped pipes of both woed and metal.

There are also half-closed pipes, in whose stopper a small
pipe is placed; thereby allowing a part of the air column to escape
at the top, and at the same time forcing back the greater part. The
various different tone-colors of the stops arise from the different
kinds of material, as well as from the different shapes and sizes
of the pipes. These imitate more or less perfectly the sound of
ancient and modern instruments (least of all the horn); there are
also stops termed “vox humana” and “vox angelica”. We will
venture no opinion, however, as to the degree in which they answer
their purpose or approach, even approximately a beautiful human
singing veice.

Just as the number of stops differ according to the size of the
instrument we also find that in different countries the stops have
entirely different names, and frequently when possessing the same
name, their character of tone is entirely different; therefore, we will
omit the names of the possible stops of which there are sometimes

T*
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in the large organ, one hundred or more. The most important stops
.are the “principals”; that of the first (great-) manual has a strong
open tone; that of the second weaker, and of the third manual more
mellow.

There are principals of sixteen-, eight-, four- and even two-
feet; in the pedal we also find a sixteen-, and occasionally a thirty-
two feet principal.

The principalssuch as “flute”, “Rohrflste” and “bourdon”, belong
to the flute stops; some of which are open, some (as the “Rohrflste”)
half-stopped, and some (as the “double-flute”) full-stopped. Of the
“gtopped” we name the “bourdon”, which almost always stands as
a 16-feet tone the same as the “sub-bass” and the quint, the last
named of which (Quintatén in German), on account of its peculi-
arity, can only be employed in combination with many other foun-
dation stops, in such a way, that the perfect fifth is covered. This
stop gives (sounding faintly) the twelfth, and belongs to the so-called
“mutation stops”: the “mixtures” (compound stops) are those stops
which simultaneously give one or more tones, as the octave, or fifth,
or the full major triad with perfect fifth and major third, as e. g., the
“Cornet” and other stops. All these intermediate tones are not
actually audible, and the above mentioned stops which contain these
tones can onlybe employed in combination with a sufficient number
of covered foundation stops. As the intelligent employment of the
pedals on the pianoforte does not injure the purity of the harmony,
but gives to the instrument a stronger, fuller and more brilliant
tone; so the “mixtures” serve for strengthening and ennobllng the
tone of the organ.

Of special characteristic mild I.one, are those stops whlch we
find in most organ works, even in the smaller, known as “Salicet”
or “Salcional”, “Viol da Gamba”, “Gemshorn” and “Viola”; the last
named of which is but seldom present. Each of these stops exist
in different sizes, such as 8-feet and i-feet, “Salicet” in the pedal
exists also as a 46-feet stop. All the above mentioned stops are
flue-stops.

Of the reed-stops we name as the most important, those of 8-feet,
as the “Trumpet”, the “Hautboy” and the “Clarinet” (the last occas-
ionally also as a &-feet tone) in the manual; and the “Fagotto”, ,,Po-
saune” and “Trumpet” of the pedal.

A small organ which is provided with two manuals and a pedal,
possesses generally the following ten stops: in the first manual (“Great
Organ”) a principal (8-feet), octave (k-feet), quint (2-feet 8 inches),
gedackt (8-feet), octave (2-feet); in the second manual (“Swell Organ”),
flute (8-feet), salicet or viola di gamba (8-feet), and Spitzflote (4-feet).
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To these are also the pedal sub-bass (46-feet) and octave bass (8-feet),
with pedal and manual coupler.

The largest organs have from 33, 45, 8, 55, 60, 74, 84, 85, 95,
and in some of the very largest organs still more different stops;
among these we find several characteristic stops, e. g., the echo stops,
the pipes of which are enclosed in a box in the interior of the organ,
producing a tone which sounds as though it comes from a great
distance. The more different stops which are simultaneously com-
bined with one another, produce all the more of a mixture and blend
together in the general solemn and rich characteristic organ-tone, in
such a manner, that the separate stops lose their special tone-color.

Formerly, the organ was mostly only to be found in the church,
and only occasionally in exceptional cases, smaller organs were found
in the house; but to-day we possess many large concert-hall organs
which are used as well for the accompaniment of religious choruses,
as for solo purposes. Leipzig has three concert-halls provided with
beautiful and likewise excellent organs; on these organs we can
admire a number of ingenious inventions. To enter into details
regarding this here, would lead us too far, and morever, exceed the
limits of a text-book; we can only present to the art-student, in
concise form, such a knowledge of the organ as is absolutely ne-
cessary.

Instructions regarding the construction and mechanism of the
organ, we find in many excellent books, such as: WiLBELM SCHNEIDER'S
“The Organ stops, their origin &c.”, Becker's “Advice for Organists”,
SemeL’s “The Organ and its Construction”, DiemvLing, “Description
of the Construction of the Organ”, Fiscurs, “Care of the Organ”,
Ktrzine, “A Practical and Theoretical Manual of the Architecture
of the Organ”, WiLkg, “Materials for the History of Modern Organ
Architecture”, Torrer, “The Organ &c.”, and the excellent CGatechisms
of the Organ by E. F. Ricarer and Dr. Huco Riemann. By all means
we will always do best when we allow an organist to explain to us
who is fully familiar with the construction of the organ and all its
contrivances. We will then by the proper observation, obtain in a
shorter time, a more accurate knowledge of the instrument, in a
clearer, better, and surer manner, than is possible in any other way.

THE TECHNIQUE OF ORGAN-PLAYING.

§ 18. The practising of the organ requires genuine musical
talent, a copious knowledge, and a fundamental preparatory school-
ing of an extraordinary high degree. A good organist must be
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thoroughly familiar with the technique of pianoforte-playing and
must possess a complete knowledge of the pure writing in all con-
trapuntal art-forms and compesitions. He must have such accurate
knowledge of his instrument, the number and quality of the stops,
as will give him the ability to employ (“registration”) the same, as
every composition demands. By the expression “registration” we
understand to be the grouping of stops of different timbres and tone-
power, and this method of instrumentation on the organ, requires
in no limited degree, delicacy of feeling and good taste, as well as
a correct understanding of the execution of musical compositions.
As the compositions for the organ only occasionally and older clas-
sical pieces hardly ever contain accurate instructions regarding the
registration, which could only be indicated in general, owing to the
heterogeneousness of the construction; the organists fell into the
habit of changing the stops during the movement of a composition.
Not seldom must the organist avail himself of an experienced as-
sistant, who receives sufficient instructions from him before the
performance, to close and open the different registers (stops) at the
proper time.

As the keys of the manual (especially by old organs) must be
pressed lower than those of the pianoforte key-board, and mereover
as it i8 more difficult to play when several manuals are connected
with one another by coupling; therefore, it is necessary that the
organist should have great finger strength, 1. e., an exact develop-
ment of each single finger is necessary; moreover, he must always
endeavor to play with the greatest possible neatness, for the tone
of the organ remains equal in strength aslong asthe keysare pressed
down, so the least uncertainty in playing easily disturbs the purity
of the leading of the voices, injures the harmony and under certain
circumstances produce intolerable dissonances. He must, therefore,
even in the strictest legatissimo, permit a most accurate withdrawal
of the finger. Rapid passages, trills and other embellishments require
much more skill on the organ than on the pianoforte. In addition
to this the performer is not only occupied with his hands on the
manual, but especially with his feet simultaneously on the pedal
key-board. Moreover, in the organ trio, he has each hand on a
separate key-board (manual) performing a special part; the player
is then employing three different key-boards, two manuals and
the pedal.

The management of the pedal requires moreover, the movement
of the upper part of the body, when the feet are employed at the
outer extremities of the pedal. But all this should not injure the
tranquillity and certainty of the performance.
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The fingering of the organ is the same as on the pianoforte;
with the pedal we employ the toe and heel of the foot. Both feet
must (sometimes even with rapid passages and sudden skips) part-
icipate in the performance in such a manner, that the player can
move the feet continually, without looking to find the pedals. The
easiest exercise for the pedal is the sustained tone of a long organ-
point; a trifle more difficult is the leading of the bass in composi-
tions of moderate time. Figures in which a foot retains one and the
same tone, are much easier to execute than those in which the feet
must advance.

In very difficult figures of rapid time, we will always do best
when we allow the manuals to pause. The pedal of course is always
only one voice, and contains the bass; this can, however, occasionally
also be led by both feet in octaves; and now and then, for a short
time, two different parts can be given by the pedal, as is illus-
trated in the end of the following praeludium to Bacm’s fugue in
D-major: —
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For the instruction of the pupil we now give a passage from
Baca’s composition for the organ, which is partly easy and partly
difficult:
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Cembalo
ossia Organo.

Pedal.
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The above beginning of the Passacaglia repeats the basso osti-
nato (. e., any set phrase adhered to in the bass part) to the upper
voices, five times in the pedal. Then it appears with the following
rhythmical alterations, which are not difficult to execute.
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Thereafter, the pedal repeats the bass three times in the first
manner, to the different variations in the upper voices. Likewise,
the rhythmical variations which directly follow, offer no special
difficulties: —

. 3

Incomparably more difficult is the pedal part, which to the
cantus firmus led by the soprano, gives in the course of the move-
ment, a bass on the pedal, of the following figures, which are re-
peated in the upper voices.
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Of course, the composer must always have a certain considera-
tion for the practicability of the figures which he gives to the pedal ;
while in very difficult passages of the bass, it is best that the upper
parts have either sustained notes or pauses. We take the following
extract from the praeludium of Bacr’s A-minor fugue: —
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In the following quotations we still give some passages from-
the works of Bacm, wherewith the scholar may become a little
familiar with the technique of organ-playing and see what kind of
pedal passages and figures we can require of the performer. The
following (Ex. 98) is from the beginning of the praeludium to fugue
No. 47, C-major: —
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The praeludium to the second fugue begins with the following
scale on the pedal-board: —

The end of the praeludium to the third fugue shows us a pedal
skip in which the feet of the player are separated from one another,
a distance of a tenth: —
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From the great F-major toccata, we give the following solo pas-
sage for the pedal: —
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Still more expanded is the second solo passage for the pedal,
which at the time of Baca could net possibly be performed as
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written. We can scarcely take for granted that the organ pedals of
those times extended to one-lined /. The respective measures
probably were suitably altered, so that the three first notes of both
measures marked NB. were played an octave lower: —
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The more the hands are employed in leading the upper voices
on the manuals, all the more difficult is it to execute a prominent
part on the pedal-board with certainty; this is particularly the
case, when the pedal takes a long fugue theme to the contrapuntal
movement of the other voices, as we see in the following (Exs. 4103
and 104). The above mentioned passages are taken from the fugues
in a-minor and g-minor: —
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Although the themes of these fugues were evidently invented
in consideration of the pedal employment, so has Baca notwith-
standing, found it good to alter the omission of the sixteenth note
(the easy and more practical half) at the beginning of the theme
marked NB.

The precise answer to the a-minor fugue beginning with a
theme in the dominant key of e-minor, must be in the following
manner;

I
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We find occasionally even the “Pralltriller”, trill and trill pas~
sages written for the pedal-board; as in the e-minor fugue the pedal
takes a characteristic “Pralltriller” in its theme twice: —
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and moreover at the end of the fugue: —
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In the C-major toccata we find the following passage for pedal
alone: —
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But we do not believe, that the exceptional difficulties which
appear in the quoted examples (from 100 to 4107), can be overcome
by every good organist, with facility. When also very rapid tempos
appear, which are not in suiting with the large and earnest character
of the organ; the same are not permitted to be played in an awkward,
drawling tempo. What several prominent virtuosi, such as Toprez,
Aporr Hesse and other masters of organ-playing have accomplished
in former years, is certainly performed in the present day by youths
and far surpassed; therefore the composer may in general, place
all the greater demands on the pedal dexterity. The extraordinary
effect which is produced by difficult pedal passages, is only good
when they can be given with perfect certainty. The author has
often had the pleasure of hearing the most difficult organ composi-
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tions performed (both old and new) by his friend, the highly celebra-
ted and distinguished living organ virtuoso, Pauvr Homever (Organist
of the Gewandhaus and Instructor of the K3ngl. Konservatorium in
Leipzig). The management and execution of the organ by this master
who is still young, surpasses all that the author has ever heard earlier.

Homever's manual and pedal dexterity has perhaps, previously
never been attained; his certainty of execution even in the most
difficult passages appears infallible. His execution throughout is
always clear and artistic; the method in which he employs the stops
always shows that he is an expressive, genuine artist.

THE STYLE AND FORM OF ORGAN COMPOSITION.
The Praeludium and the Fugue.

§ 49. In accordance with the character of the organ, only
compositions of a serious tenor can be employed on it; the style of
which are mostly polyphonic. We can produce much better on the
organ than on the piano, four, five and even six independent parts
which can be distinctly heard; as the organ tone when sustained,
continues to sound uniformly and; on the contrary, the piano tone
when sustained for a long time gradually vanishes and moreover
is covered by the other voices.

The organ moreover has the advantage of an agreeable stop,
e. g., by the performance of the cantus firmus on another manual,
with the suitable stops, it can be brought forth exceptionally pro-
minent.

Of all the many-voiced compositions, that of the fugue is first
in importance; therefore, we find it preceded by a praeludium
(prelude), frequently as an independent composition and also in
combination with other movements of organ composition. Also, the
preludes, whether under the name of “praeludium” “fantasia” or
“toccata”, are always written in the same strict style by Bach; the
fugues are four-or five-voiced. Of great effect is the performance
of the theme of the fugue, at first on the pedal and afterwards in
the upper voices. The richness of the deep pedal tones renders the
sound of the theme of the fugue, in an augmented (per augment-
ationem) state, extremely solemn and estimable. So Jon. Sks. Bacu
allows the following theme

108. ; ! ﬁ‘%
8 -
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to be performed for forty-eight measures in the four upper voices
and afterwards in measures 49, 80, 54 and 52 twice in succession,
in the following augmented manner, as a fifth voice on the pedal:

| Theme. | T Answer. |

In the fifty-eighth measure the theme appears in the pedal (in
the enlarged inversion) in a like manner, twice in succession:

That the themes of Baca’s organ fugues were invented with
regard to the pedal execution is quite evident. They differ from
those of the same master's fugues for pianoforte; as the following
theme in its extension for seven measures illustrates —

as well through their great copiousness, as also (see the themes of
examples 103 and 404) in the contents of their subscribed figures,
as is evident in their pedal manipulation. A theme such as that of
the a-minor fugue (see Ex. 403) is utterly impossible as a singing
chorus-composition; the theme is given on the pedal in the form of
a sequence, —
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the execution of which is not so difficult, as the right foot of the
performer always remains on the same pedal key during a measure.
Also the themes of the toccatas in d-minor and F-major and many
other organ compositions of Baca show that they are well adapted
to the pedal. The young composer will do well to consider these
suggestions.
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The Figured Chorale.

What great knowledge of the contrapuntal forms the organist
must possess, will be seen from Jon. Ses. Baca’s book entitled
“Orgel-Buichlein” (literally “Organ Booklet”); according to this title:

“Organ Booklet,”

“Whereby, a student who is just beginning the study of
the organ, is given a method of instruction, in the execution
of all kinds of chorales, together with the acquirement of
such pedal studies as are found as obligatos to chorales.

The “Organ Booklet” was written in the years 4747—4723,
and shows us besides, a number of imitations artistically embellished,
consisting of three-and four-voiced chorale works, in which the
chorale sometimes appears in a middle voice (Christum wir sollen
loben, Chorale in Alto); also many strict canons accompanied by two
and also three free voices.

-On a later work consisting of 24 chorales (see 25 annual
publication entitled Baca Publication, by Breitkopf and Hirtel) we
likewise find exceedingly imitative movements, in which the cantus
firmus lies in a middle voice or in the pedal, moreover, also fugue
pieces in which the chorale moves as Ripien-Voice (1. e., a voice used
only for the purpose of filling up) as e. g., in the later treatment of
the chorale “Come Holy Ghost” (“Komm, heiliger Geist”) and “Nun
komm’ der Heiden Heiland”.

We required of the organists of earlier times, such contrapuntal
art-exercises to be played without preparation, as the improvised
prelude, also the interludes of the separate chorale verses, always
in pure and strict style; then they could also freely improvise with
each given theme, and even a fugue if they wished. The organ vir-
tuoso must therefore also be a composer for the organ. Of the
present day, we name as the most modern composer of organ com-
position, the prominent Joser RuEINBERGER, Who has a great right to
be highly celebrated; and the previously mentioned PauL Howkver
of the living (the first through his precious compositions, the second
through his free improvising) artists known to us, who also has a
skilled command of the intellectual part of the technique of the organ.

The Organ Sonata.

The sonata is another art-form which besides Baca, such com-
posers as MENDELSSOBN-BArTHOLDY, RHEINBERGER, GusTAvV MERKEL and
other younger masters have supplied many precious compositions.
However, such pieces of music for the organ must be separated in
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still shorter movements, than the sonatas for pianoforte or for piano-
forte and violin or violoncello. We cannot refrain from remarking
here, that longer organ compositions, which in time exceed twelve
to fifteen, or at the most eighteen to twenty minutes, partly through
their polyphonic style, but more through the peculiar tone of the organ
wearies the hearer. We also find that the character of this noble
instrument is not adapted to those compositions, the contents of
which are of modern sentimental or bright secular character. More-
over, the expression of ardour and joy must always remain more
earnest and solemn in organ compositions; the tempo of music-pieces
for the organ can never be so rapid as the time of concert move-
ments for other instruments. We must still consider that the organ-
ist in his special perception of the performance of a composition
must always give it with less expression, and that all the delicate
colouring of execution which is in the power of artists on other in-
struments, is always impossible with the organ.

The Organ Concerto with Accompaniment.

Gerore Frieprice HaenbeL’'s organ concerto as also those of
many other masters has an accompaniment of a stringed orchestra
and some wind instruments, as two oboes and also two flutes;
RazinserGer in his magnificent concerto for organ (op. 437, pub. by
Fr. Kistner) has an accompaniment of three horns and stringed
orchestra. We can consider the organ as an orchestra consisting of
a large work (mechanism) with many stops.

The alternate employment of these two orchestras (organ and
accompaniment) offers much charm, but less so when the two work
together, for then, even a very grand and majestic employment of
the orchestra appears very feeble in contrast to the organ. In spite
of the alternation in tone of the orchestra tutti, we cannot commend
the above principles in case of long movements. In general we
will make no mention of the brilliant form; in regard to the organ
we will quote the appropriate words of Tell: “The strongest is
most powerful when alone.”

The Passacaglia.

A particular form of organ composition is known under the
name of Passacaglia (fr. Passecaille). It mostly consists of a cantus
firmus always appearing in the form of “basso oslinato”, which
sometimes is repeated later in a rhythmically altered form. At every
alteration of this bass, the figures in the upper voices are changed.
We can on this account term a passacaglia as a form consisting of
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connected variations or a fantasia formed over the cantus firmus.
In this we occasionally find the cantus firmus in an upper voice;
for this purpose we must see the Passacaglia (c-minor) by Bacs, in
which the soprano takes the cantus firmus (measure 88). Later the
cantus firmus appears as a “fugue theme” (with altered endmg)
the other voices.

The Organ Variations.

This form which mostly consists of a number of consecutive
themes, in strict contrapuntal manner, is seldom employed in
modern times.

The Organ Suite

can also only consist of a number of serious movements. The most
important composition of this class, composed in modern times, is
the organ suite, op. 149, of Rarinsercea’s for organ, violin and violon~
cello. This composition in the second number, contains a movement
consisting of a “theme with seven variations (or alterations)”; some
of which are very interesting. This superior composition, but a
trifle long — of thirty-five minutes performance — becomes of most
worth when it is performed by a large number of stringed in-
struments.

The Organ as Accompanying Instrument in the Church
and Concert Saloon.

The most important work of the organ in the church is the ac-
companying and holding together of the voices.

The simpler the accompaniment is, all the more valuable and
effective it becomes. Regarding the formation of the interludes of
the different verses of the chorale, there is much dispute. We will
not allude to the different opinions under the head of divine ser-
vice, especially as the kinds of interludes always depend on the
organist. An artist of delicate feeling will consider the interlude
as an important mediation, while another will allow it to appear as
an unnecessary adjunct.

In the performance of oratorios, masses, passion-music and
psalms, in the church as well as the concert-saloon, the orchestra
is frequently employed as an accompaniment to the organ. This
was in earlier times absolutely necessary, as the orchestra was in-
sufficiently combined and of scanty employment. The voices (parts)
must always be carefully worked out by the organist, as they mostly
only have a harmony consisting of a figured bass. In the case of
arias, duets, and other solo numbers, the organist must give partic-
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ular attention to the registration; he must consider the difference
in strength of the single voices. As the gradations in expression of
the solo voices in piano, crescendo and diminuendo can by no means,
be followed by the organ so rapidly as is possible in the accom-
paniment of the orchestra and pianoforte; the organ tone in a large
room always spreads and continues very strong, therefore, the
organist is always recommended to accompany the soloists or
weak choruses with a light accompaniment rather than a strong
accompaniment.

We also find many masses and motetts for chorus and solo
voices written only for organ accompaniment; with the motetts we
also find the organ accompaniment written ad libitum, in which
case the organ accompaniment can be dispensed with, especially for
~ the benefit of the composition, when the chorus is manifold and

well employed; as the organ can easily cover the voices, render
the text indistinct and injure the expression of the execution.

The Registration.

As we have already remarked, that the registration demands
of the organist, besides, a full knowledge of the work and a delic-
ate execution of the same. Unfortunately in modern times this is
greatly abused. The great mechanism with all its many different
stops is opposed to the employment of the crescendo and dimi-
nuendo stops, as it is in direct opposition to the character of the
registration of the organ. The sudden harsh transition from a
roaring, overpowering forte of the full mechanism, to a distant
pianissimo of the echo stop, and back again to the fortissimo with
full work after the pianissimo, appears with this powerful instru-
ment, as unnatural or straining after effect. Also, the too frequent
changing of the stops, as is possible by the aid of a companion and
also the intelligent arrangement of the new works, is not suitable
to the character of the organ. It is much the best when we remain
in a certain registration as is the case with the older classical
works; for the exaggerated registration of many organists, who in
paltry consideration of an outward effect, allows a full management
of the executed compositions to be performed without the necessary
attention.
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CHAPTER IV.
COMPOSITION FOR STRINGED INSTRUMENTS.

A Goneral Description of the Stringed Instruments.

The stringed instruments of the orchestra, such as violin, viola,
violoncello and double-bass are all of similar construction, differing
however only in size. They have a resonance-box the sound holes of
which are in the form of two F's (25) placed opposite one another; on
this account they are gemerally called the F holes. The head of the
instrument contains the pegs by which we tune the strings. The finger-
board extends from the nut or “small-bridge” (Sattel) at the head
of the instrument, over the entire neck and part of the resonance-
box. The commonly called bridge, over which the strings are
stretched, is in the proximity of, and midway between the two sound
holes. The strings are held by a tail-piece which is fastened to the
Iower end of the instrument by a button. Every stringed-instru-
ment (i. e., thoge four instruments which form the nucleus of the
orchestra) has four strings; older double-basses in England and
France had only three strings, and quite frequently we have at-
tempted to add to the four stringed bass, a fifth lower string.

The strings of these instruments are played by a bow strung
with horse hair. The parts of the bow are: the stick, frog, screw
and the hair; by means of the screw the hair can be stretched
tighter. The bow is held by the right hand at the frog.

The Violin (Ital. Violino; Ger. Die Violine).

The strings of the violin are tuned in pure fifths in the follow-
ing manner: —

First, Second, Third, Fourth String.
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The first or E-string is also commonly called the “fifth”; the
fourth is always wrapped with silver wire. By means of these
strings we can have the following scale with all the intermediate
chromatic tones:
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The violins of the orchestra are divided into first's and second’s;
consequently the highest tones are only given to the first violins.
But regarding this employment we are to use much discretion, as
we cannot agreeably skip from the lowest to the highest tones.
Passages like the following —

-

116. — ;

v ¥ 3 g.—.- +

should not be required in a moderate time, although the technique

of the members of our orchestra of the present day, is such, that
we generally find a virtuoso-among the first violin players.

Tones can be produced by the open string or by the placing
of the finger on the string (known as stopping); in the latter maoner
the more the string is shortened, the higher becomes the tone.
When the left hand of the performer stands in such a position that
he takes with the first finger on the G-string, the a or a-flat; on
the D-string, the e or e-flat; on the A-string, the D or b-flat; and on
the E-string, the f or /-sharp — such fingering is given the name
of the first position. In this position we obtain the following scale,
with the appropriate fingering. The cipher always signifies an open
string: —
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G-string, D-string,  A-string, E-string.

116.
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The student sees from the above (Ex.446) that the tones of the
open strings D, 4 and E may also be obtained by “stopping” the
G-, D-and A-strings with the fourth finger; but the tones of the open
strings are brighter and more open than those of the shorter
strings, which necessarily become the case when stopped. The last

tone of the example under consideration (146), the three-lined c
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which appears in parenthesis, can be taken in the first position by
extending the fourth-finger but very little. We call this a “stret-
ched” tone (technically knewn as an “extension”).

By the same process we can obtain the next highest note of
each high position, by the “extension”. The above diatonic scale can
be played in rapid time without~much.difficulty. The chromatic
succession of tones is more difficult, as the same finger must be
moved from one half tone to the next, and still touch the string
with the necessary firmness.

Figures such as the following —
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are with the help of the open strings in a rapid tempo, much more
difficult and moreover, are not of such good effect. When we place
the first finger on the following tones of the four strings, then we
are said to be playing in the second position: —
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G string, Dstring, 4 string, Estring. &ec.

By the third position the first finger is placed on one-lined ¢
of the G-string; one-lined g of the D-string; two-lined d of the
A-string; and two-lined a of the E-string. As we place the first
finger on each string consecutively a tone higher, we obtain the
fourth, fifth, sixth positions &c. We may continue in this manner
to the eighth position; however the performers preferably employ
— in case higher notes are not required — the third and fifth po-
gitions. It is also better to avoid the frequent changing of positions,
when such is not absolutely necessary, and play as long as is pract-
icable in one position. Then the higher tones are to be played in
a higher position on a lower string as the above mentioned tones
cannot be taken in the first or perhaps in lower positions.

The following movement in the third position is played most
conveniently — without the employment of the open strings —
when the accompanying fingering is employed:
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Third Position.
| Destring. || 4-string. || E-string.
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When we wish to employ the open strings, we begin in the
first position — as shown in the following illustration (Ex. 420) —

abandon it for a while, and then return to it again.

I D-string. I A-string, I‘x ssring Third Pesition. j First

—
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[ A-string.
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Double Notes.

Although the violin is not specially adapted to the taking of
two or three independent parts, nevertheless we ean produce a
great number of double notes with it, as well as chords of three
and four notes. In tuning the violin the performer must always
play double notes in perfect fifths, in testing the purity of two
neighbouring strings. As we can “stop” a perfect fifth on two neigh-
bouring strings simultaneously with the same finger, this interval
therefore is the easiest of all “double stops”. Moreover, all double
notes which employ one open note are easily produced, e. g.: —

G-and D-strings. | I D-and A-strings.
NB.
—
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A- and E-string. T |

NB. .
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The scholar will see that the notes marked NB. in the above
(Ex. 124) are unisono and are played as double notes. When we
wish to make a definite part of the measure prominent, by a spe-
cial rhythmical accent, or to bestow a rhythm with special strength
of tone it can be accomplished in the following manner:

Thirds are — in case we do not go too high — only to be
given by booth first and second violins in a moderate tempo. We
give in the following illustration, a table of such thirds:

Impossible.
0

128, = !

Vi g s B e e T

l D- and A-strings, easy. | |r_ A- and E-étri—nég, éa_sy. _]

G- and D-strings, easy. |
) |

PY 7

These thirds are all possible in the first position; of course
those thirds which can only be taken in the higher positions are
more difficult to grasp and the higher we ascend the more difficult
they become:

— T

‘ Always More Difficult. |
More Difficult.

gg2i2a

2
e

Jadsssohn, Instramentation. 9
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Rapid runs of thirds should never be required of the orchestral
violins; but can easily be taken by the simultaneous employment
of both first and second violins, in such a manner that we give the
upper voice to the firsts and the lower voice to the seconds.

If the seconds are otherwise employed, we should then dis-
tribute these two parts among the firsts, and designate the same by
the word “divisi”; or this may also be represented by the following
manner of writing:

When part of the performers take the upper voice and another
part the lower voice; such a succession of thirds as appears in the
above (Ex. 128) is possible in every degree of velocity.

Intervals of a fourth are easily taken when within the first
position ; the following double notes, therefore, present no difficulty:

.
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Likewise are sixths of the first position, without special dif-
ficulty:

T ][ More |
Difficuit.
- 2 h-o

a = 2
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[ First Position, easy.
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Single double-stops in octaves can well be demanded of the
orchestra ; but never runs, figures or full embellishments. But such
an employment is entirely unnecessary, for we can separate the first
violins in the same manner as for the rapid runs of thirds. The
easiest octave double notes are those by which we can employ an
open note.
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l Vel';' H Easy. H More dificult the higher we go |
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Double notes in tenths should only be employed when an open
string can be employed for the lower voice ; but nevertheless, such
tenths are impossible in the first position. The following tenths are
easily taken:

i D-string, A-string, E-string. |
=

0 o
- Bl
129. E & Z——1if
LV - @
4
G-string, D-string, A4-string.

Chords of Three Notes.

Three- and four-voiced chords only make a good effect in forte
or fortissimo; the bow must be drawn over the three strings so
rapidly, that the tones of the chord resound almost simultaneously.
The lowest tone of course, can never be held; in case that a tone
must be sustained, it is always best to confine this to the highest
tone and write the chord as is shown in the following (Ex. 130).
Such chords are most effective, which employ at least one or two
open strings and naturally are easier to execute than those which
require three fingers to be placed on the strings.

Two Open Strings | | . '
Very E];sy. 8 I l One Open String, Easy. l

o P

1%0. 5= e
=3 EEEEE fr &c.
In those three-voiced chords by which no open strings can be

employed without special difficulty, the student should give the
proper application of fingering for the same, e. g.:

G-, D- and A4-string, ' r__D-, A- and E-string,
easy. easy. [
ol 1 111 | folp ale -
lalc n Il N T 1 4] LL{
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When we employ higher fundamental tones than those shown
in the above (Ex. 131), we must necessarily take a higher position,
if we wish to obtain the corresponding chords. In such positions
the difficulty is all the more increased and the sound all the more
decreased as we shorten the strings; also, when these chords are
to follow one another rapidly, the sound effect is of little artistic
value. However, the single three-voiced chords when employed in
forte or fortissimo, are of specially good effect when they employ
one or two open strings (see Ex. 130).

Chords of Four Notes.

Likewise, under the four-voiced chords, we find that these
with which we can employ one or two more open strings, are the
easiest to execute and produce the best sound effect; as can be
seen from the following illustration:

Open G- and D-strings. |

[ Open G- and E-strings. ] [ More . _I
| Easy. Easy. Difficult.
132. ¢
i Open 4- 1|
- __| and
! Open D- and‘ z'i-st,nngs.i E-strings. | Open G-string.
| More Diffic. | | Easier.l Easy. | Easy.
[ Open D-string. Open A4-string. i
[ Easy. Not Difficult. |
' ]
be, b
£ 4 be be 4]
P—- ,
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Open E-string. ' |
Partly Inconvenient. | &e.

Also can many chords of four notes which contain no open
strings be taken without difficulty and can be employed in the
orchestra, e. g.:

b be Be
133. i_:
b H 3 | |

All three- and four-voiced chords are best taken with a down-
ward stroke. We could give here many more such chords — the
above examples do not claim to be complete — but the scholar
can find the same in violin compositions, and he may, if he desires,
ascertain the correct fingering of chords of two notes or more and
mark the chords accordingly; and he must always keep in mind
that as easy as it i8 to touch with the same finger a pure fifth on
two neighbouring strings, it is equally as difficult or often impossible
to employ simultaneously the same finger on strings which are
separated from one another. The following chords are very dif-
ficult and can only be taken with uncommon fingering:

4 bd
=SS

1 §
I

134.

for in the first two chords we see that we cannot place the first
finger simultaneously on the G- and E-strings; and likewise the
second finger with the third chord and the third finger with the
fourth chord. Moreover, we must not think that the four-voiced
chords produce an essentially stronger effect than the chords of
three notes; perhaps there is an exception to this when two open
strings are employed. We must also not forget that the indepen-
dent leading of two voices, exists only in a limited number of
chords of two notes and is only possible in short passages; for they
most invariably present uncommon difficulties and hardly ever are
employed in the orchestra. We give in the following (Ex. 135) a
passage from the sonata for violin by Jon. Ses. BacH, from which the
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scholar will see how to lead a two- or three-voiced movement, and
in which manner Bacr leads the harmony with the melody by single
three- and four-voiced chords. Concerning a real three- or four-
voiced movement we cannot discuss. We must also call the student’s
attention to the above mentioned sonata of Bacw’s, which offers extra-
ordinary difficulty and can only be produced with certainty and
pure intonation by the best violin artists; and, moreover, that the
auditor must not forget that the production of harmonic and melodic
notes conjointly, is not to be expected of this instrument as it is not
the natural method of employment. Also we cannot — with all
reverence to Baca — suppress the remark that in such a violin solo
as the second part of the magnificent Chaconne, the long deep tones
of a steady and slow moving accompanying bass is wanting. Such

a movement which must have the small octave g for its

z
lowest tone, seems only to float in the air as it were, and by its
limited deep tones and the uniform tone colour of the instrument,
it gradually becomes wearisome. This is supplied — speaking
candidly — by the well-adapted piano accompaniment to the Cha-
conne, arranged by FrrLix MENDELSSOHN-BARTHOLDY.

Short pieces containing an excess of melody, which is con-
tained in the independent leading of two or three voices, demand
no exaltation whatever; also, where the harmony is indicated here
and there through the three- and four-voiced chords, the deficiency
of an appropriate bass and a well executed harmonic accompaniment
is not so perceptible.

From the Second Sonata for violin alone, by J. S. Baca.

Two-voiced free canonical worked movement from the fugue.
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| Theme of the fugue~|
in the inversion.

135

&c.

4 L_—

A movement from the Chaconne (Part II) for several voices.

1360 ‘ T

!

i

Gavotte en Rondeau from Part III.

Short melodious movement with indicated harmony.
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Harmonics (Germ. Flageolett-Téne).

Besides those tones which are produced by the firm placing of
the finger on the string, we can also have others by merely touching
the string. Such tones have a characteristic flutey sound, and are
called “harmonics”. These are of two kinds; natural and artificial.
The artificial harmonics are not employed in the orchestra and the
natural are used but seldom. A perfect and pure tuning of the
strings is the first and essential requisite for the production of pure
natural harmonics; for with these the performer cannot help the
intonation, in case the strings are tuned a trifle too low or too high.
When harmonics are to be given by different violins simultaneously,
the effect produced is only good when the tuning of the instruments
and the intonation of the performer is perfectly pure. A well known
and successful employment of chords composed of harmonics, is
presented in the beginning of the finale of the prelude to “Lohen-
grin”, by RicH. WAGNER.

The natural harmonics are obtained in the following manner:
by gently touching with the finger the octave of a string, we obtain
the unison of the octave of this string; by gently touching the fifth
of an open string, we obtain the higher octave of this tone; by
gently touching the fourth, we obtain the double octave of the open
string. We illustrate this by the following example:

Height of the natural harmonics. J | _'1_
= 4 =
w4 443 JU4E
£ | . —~ 1 - = =
i 1 o < “*é* 1T
R =
v —— 2 - = j 3 I 3
z B e 0 ‘%Is 3 0
Open strings. 13 (‘) |0 0

The scale of the violin which we find in the previous example

(114), may be extended to the four-lined e. The artificial harmonics
are. produced from double notes in the following manner: the first
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finger is firmly placed on the string, while the third or fourth
touches the string gently at a distance of a pure fourth or fifth re-
spectively. We obtain then the double octave, relatively the twelfth
of the tone which is “stopped”, as will be seen from the following:

Artificial Harmonics. z
o e £ L
9. 2 f 2 et £ EE
|7 :l' L '! !
+
1
o
Gently Touched Tone. Gently Touched Tone. 4
4 ~
3 3 . 38 4 4 4 o =
I I =) =
=== =S s &
1 1 1 1 1 1 1 1
Stopped Tone. Stopped Tone.

We can, therefore, by the natural and artificial harmonics, ob-
tain a complete scale to the five-lined octave, with all the inter-
mediate chromatic tones. As we only seldom meet with the natural
harmonics in orchestral and chamber music forms, we must then
warn the student all the more against the use of the artificial har-

monics, which should only be employed in brilliant concert-pieces
for the violin.

The Different Kinds of Bowing.

The technique of the violin has for a long time so developed,
that we can execute all kinds of scales, trills and broken chords
with facility. But of course we must always take into consideration
the nature and compass of the instrument. A reasonable amount
of judgement must always be used, and fanfares which are only
suitable for the trumpet should never be given to the violin. We
must always consider that the higher we ascend in position, the
more limited becomes the space where the finger is to be placed.

Therefore, half tone trills in the highest positions are much
more difficult to execate than in the middle and lower positions.

tr b

Itis quite evident that the trills g-a and g-a flat E

=

cannot have an after-stroke (grace-note). But the cantilenz;y and
particularly all kinds of runs can be presented on the violin in many
different ways and by different kinds of bowing. The bow can be
drawn as well from frog to point, as from point to frog. The first
we call the down-bow and indicate it by the sign [ 1; the second
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the up-bow, and designate it in the following manner V. The how
can moreover be employed in the following manner: in the first
third or by the frog; in the second third or in the middle; in the
third third or with the point. When these three different methods
of bowing are employed with one and the same passage, the tone
effect of each is different. Also can many down- and up-bowings
follow one another. With the cantilena it is not indifferent how
many or how few bowings are employed with the single note. The
more different kinds of bowing we employ with one or more slurred
notes, the greater will be the tone extracted. The following passage
illustrates how the tone is effected hy the employment of different
bowings with the same passage

Sostenuto, molto espr
sulG = - - - = = « = = = - & & -« - -« = -
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or still other ways this same passage may be bound. As bound
notes can be executed by bowings of greater or smaller lengths, so
can detached notes be given with many different kinds of bowings.

The many different kinds of bowings are designated by the
following terms; detached, spiccato (i. e., quick successive touches
of the string, while the bow keeps the same direction), martellato
(i. e., a quickly interrupted short stroke), saltato (i. e., a springing
movement of the bow). By the expression staccato, we understand
to be those notes which are produced by short strokes during the
single down- or up-bow; and are designated in the following manner:
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Many different kinds of bowing are derived from the inter-
mingling of slurred and detached notes; as is illustrated by the
following (Ex. 142)
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and also various other different kinds of bowing.

The various bowings alter the character of a run, therefore the
composer will do well when he designates by the appropriate ex-
pression, whether he wishes one or another of the different bowings
for a definite effect. Many bowings fatigue the right arm of the
player when continued for a long time, e. g., a long continued
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spiccato, and still more the tremolando which is produced by very
rapid successions of down- and up-bowings. Passages such as the
following (Ex. 143), should not be permitted to continue too long:

The Legato or Slurred Tremolo

4
144. @ - = —
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can be agreeably prolonged; on one and the same string this is
very easy, but on the other hand when the performer passes contin-
ually from one string to another in a forced and unnatural manner
it becomes much more difficult. The effect produced by the two
different kinds of tremolo is quite different; the legato tremolo can
never be given so forcible and wavering as the detached tremolo.
On the other hand for an undulatory movement, the legato tremolo
ptano is most suitable. Both tremolos are possible in the lower
positions in all degress of sound; when we ascend to very high
tones, the piano and pianissimo produces a better effect than the
forte or fortissimo of the strong shortened strings. At this place we
must mention the broken chords (arpeggio); although they are seldom
employed in the orchestra. But in solo compositions for violin, we
find these much more frequently employed with many different
bowings. Such arpeggios can be led as four voices over four strings,
or as three voices over three strings, e. g.:

b or
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or
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The first bowing at {a) gives more tone than the second at (b),

which can only be produced by a skipping movement of the bow.
Other bowings as, e. g.:

\
J

o| Q]

:::Q

or

146. | —— H ) and others.
- _t 'Ll v — 11 - )
v & v_

=>4
.

are but rarely employed and are of less good effect. A special
effect is produced when we employ the bow close to the bridge.
Such an employment is designated by the words sul ponticello. By
the numerous employment of the violins (and other stringed instru-
ments) in the orchestra sul ponticello, we obtain a brilliant effect.
Sometimes we also find the expression col legno, which means strike
the violin strings with the wooden part or wrong side of the bow
(see Crorin’s E-minor Concerto, op. 11, pub. by Fr. Kistner, Leip-
zig). The bow must not touch the strings from the hair side, but
with the wooden part as mentioned above; such detached notes
give only a dull crackling sound. This employment of the bow is
not to be recommended as the effect is not very fine.

The Pizzicato.

Although the violin is preferably known as a melodic instru-
ment, and scarcely another instrument can give the cantilena in the
high soprano position with such beauty of tone and fervour as the
violin (especially when the first and second violin in orchestra lead
the melody in unison), yet, when this instrument is not manipulated
with the bow, the character of the instrument is greatly changed.
The strings are then plucked with the first and second fingers of
the right hand and give a weaker, duller and slightly colder sound.
This manner of playing we call the pizzicato. The “pizzicato” can
neither give so rapid a succession of tones as is possible with the
bow, nor can we employ it for so long a time; also, the plucked
tones in the higher positions, hecome all the more diminished in
sound as the string is shortened. The motion for few notes cannot
be more rapid than perhaps the sixleenth in “allegro moderato”,
e g.:
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Allegro moderato.

pizz.

The pizzicato is designated (as can be seen from Ex. 147) by
the abbreviation of the word; when the employment of the bow is
to be resumed, we designate this by the expression, col arco (with
the bow) or simply by the word arco. Notes of longer duration
(J or a‘-) are only effective when many instruments are employed,
as the tone of the short violin strings does not vibrate very long;
the open tones are best adapted to this manner of playing. Of
course a genuine forte cannot be produced by pizzicato notes; how-
ever, by the manifold employment of the stringed quartet, single
chords can be produced tolerably strong in a pizzicato movement.
As we can draw the finger rapidly over two, three and also four
strings, we can likewise give double notes, three-voiced and also
suitable four-voiced chords reasonably well pizzicato, e. g.:

g

pizs. ¢ # 1

The partial employment of the bow, together with the plucked
pizzicato of the fingers of the left hand (by D Beriot); as appears
occasionally under the name “Pizzi-Arco”, we cannot take into
account here.

148.

The Mute (Sordino).

The mute is a little instrument resembling a comb in appear-
ance, and is about the size of the bridge upon which it is placed.
The tone of the violin is not only thereby essentially weakened, but
also becomes muffled and mysterious; the low tones are given a
trifle gloomy character. As a matter of course, the mute does not
permit a genuine full forte. In solo playing it is little used, like-
wise in chamber music; in the orchestra, on the contrary, we can
produce very characteristic effects when the violin, viola and violon-
cello play with the mute. When we wish the mute to be employed
in a passage we must designate it by the words con sordino; when
the same is to be removed, we then write senza sordino (without
mute). The mute should always be on the desks of the violin

|
|
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players and should be arranged and removed as noiselessly as pos-
sible. The arranging of the mute requires almost a minute of time
and the removal of the same less. The composer must always con-
sider the time of a movement in which the mute is to be used and
allow the necessary several or more bars’ rest for the same. In
order not to weaken the special effect of the veiled tone, we must
never employ the mute for long movements. We know that in
giving our opinion as such, we make a gross heretical error, as the
whole of the adagio of the marvelous g-minor string quintet of
Mozarr is positively prescribed by the master that all the instru-
ments (two violins, two violas and violoncello) are to be muted.
However, we may affirm that the superb movement can only profit
when all the instruments do not play con sordini throughout the
whole movement continually. Also in E. F. Ricarer’s Sonata for
Piano and Violin (op. 26, a-minor, publ. by Breitkopf and Hirtel,
Leipzig) the slow movement is to be played with mute; but here
likewise, we cannot approve of the instruction of the composer.
The long continuous employment of the mute produces all the more
monotonous tone colour, as the performer can only execute soft and
delicate gradations. An energetic, impassioned forte remains al-
ways excluded, as the performer cannot employ the same method
of drawing a tone in the cantilena as he can without the mute; rapid
runs cannot be executed so clear, and always contain more or less,
a slight obscure wavering. Therefore, we must never permit our-
selves to employ the mute too extravagantly.

The Means of Execution of the Violin.

No instrument possesses in so rich a degree, the means of such
an overflowing, soul-like style of delivery as the violin — as we
will at the same time remark — the violoncello. All that we will
say in the following pages, on this subject, bears equally the same
relation to both instruments. Above all, the violin (as well as all
stringed instruments) has the advantage over the voice and wind
instruments in its not being dependent upon the breath ; it can sus-
fain a tone as long as the bow reaches. With the numerous em-
ployment of the violins, no interruption will be heard, when the
changing of the bow is not brought ahout simultaneously; moreover,
the change of the bow does not need a pause, as is the case with
the breathing of the singers and players of wind instruments. The
tone can be increased and decreased to the liking of the player.
The vibration (vibrato) which occurs occasionally in singing, from
bad habit or defect of the singer, often endangers the purity of in-
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tonation, is annoying, and is detrimental to the execution; on the
other hand when employed on the violin, by a light wavering move-
ment of the firmly placed finger, it imparts to the single sustained
tone a greater warmth and more cordial nature.

Although the violin never possesses the power of tone which
we find in the beautiful strong human voice or the wind instrument,
it has at its disposal all gradations of tone from the most delicate
planissimo (also without mute) to the most violent fortissimo ; more-
over, it can (when employed manifold in the orchestra) give a very
heavy stroke (le coup d’archet) by means of a three- or four-voiced
chord and in general has the advantage of double notes which the
voice and wind instrument does not possess.

Also the tone-colour of the melody can be greatly varied, accord-
ing to the string it is executed upon. A melody when played on
the G-string, makes quite another impression than when the same
is played two octaves higher on the E-string; certainly it is not
merely the raising of the melody two octaves that produces this
impression, but the difference in character of tone of the two
strings. Of course we are not able to describe the tone of an in-
strument or its string accurately, and can only intimate that the
difference in strength of the spun G-string, and the “fifth” (E-string)
is, that the first is melodious, full and — when we are allowed to
use the expression — velvet-like; and the second, on the contrary,
a bright, sharp and more penetrating tone ; therefore you will see
that when one and the same melody is played on these two strings,
the impression produced is entirely different. On this account it is
most requisite that the composer designate whether he will have 2
melody played on a definite string; he must mention this in such
a manner as we have done in the previous example (140), i. e., for
the G-string by sul G, and correspondingly for the D-string by
sul D; moreover this must continue by means of a dotted line 0
the point where such execution on said string is no longer required.
A greater advantage of the leading of the melody on the violin is
contained in the occasional employment of a single harmonic tone,
which of course must be designated by a cipher (0) over the respec-
tive note, when we wish the harmonic to be firmly touched. The
following passage is to be played on the G-string alone, and will
from one violin or from all in the orchestra, certainly produce 3
more beautiful effect, than when executed on the G- and D-siring
without employing the designated harmonic:
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In concert-pieces for the violin, composers designate similar
passages precisely in the same manner; we give in the following
(Ex. 150) such a movement from the concerto of the highly cele-
brated violinist, Josepn Joacmix (in Hungarian manner; op. 44, publ.
by Breitkopf and Hirtel, Leipzig); which illustrates chiefly, a long
executed cantilena on the G-string alone:

Jos. Joacuiu, op. 44, First Movement.

Jadassohn, Instrumentation. 10
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The G-string is indicated in this example by &* (quarta).

Whenever this exceedingly beautiful and particular melodic
passage is heard executed by the master, the impression received
remaius ineffaceable. Now we will give another passage from
the same movement, which is executed on the G-, D- and A-strings,
and is designated respectively by 4* (quarta), 3* (terza), and 2*
(seconda): )
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We have already mentioned the advantage of the double notes
on the violin; but especially are they well employed for the lead-
ing of the melody in solo compositions. In such employment the
second voice is generally very simple, but nevertheless, it imparts
a special charm when only occasionally it moves with the melody
in a natural and simple manuer, and consists merely of appropriate
harmonic notes of an accompauying voice. As an illustration of this
we quote the following passage (Ex. 152), which is a continuation
of the movement in the above (Ex. 154):

v-—w
4-1_4

Accompaniment phrases can be executed simultaneously with
the melody; we quote the following passage from the concerto of
JoacEIN’s:

Jos. Joacmim, Op. 44, First movement.

: —N o
s et p— .
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A very effective impression is produced when the melody is
executed in octaves, but especially so when it is first given on the
G-string in the simple alto position, and then directly after, is heard .
in octaves, in a higher position. We quote a corresponding example
from the concerto (F-sharp minor, op. 23) of H. W. Ernsr:

Allegro moderato. .
48Corda - - - - - - - - = - - = = =
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Directly afterwards (at letter L in the score), the same melody
is given again in the following manner:
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In the above given suggestions regarding the many different
kinds of execution and representation of the melody, we wish to
give the student the necessary hints and finger-marks. The student
will receive instruction concerning this, by reading attentively the
above named concerto. We also recommend for this purpose the
familiar works of Mozarr, Viorti, Ropk, Berraoven, Sponr and Mex-
DELSSOEN- BARTHOLDY; also the admirable concerto of MoLiQuE in
4-major and a-minor; the concerto in d-minor of FERpINAND Davip;
the concerto in g-minor of Max Bruce (a genuine classical work);
the concertos and concert-pieces of ReiNecke, Branms, Rarr (Fairy
Love), Sant-Saiins, Introduction et Rondo capriccioso; and the con-
certos of Hans Sitt which are of much intrinsic value and are
distinguished as excellent solo works. However, not only for the
manifold means of delivery is the violin adapted, but also for por-
traying such expressions as dignified love, grace, capriciousness
and numerous other emotions. In the following (Ex. 156) we quote
the third movement of the E-major concerto of Viruxtemes, which
combines grace, energetic strength and teasing gracefulness:
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By all means we are not permitted to write such passages as
the above for orchestra, not only that the same contains unusual
difficulties, but especially when it is played simultaneously by
several or many violins — in case such is possible — the intended
effect cannot be brought about. To the extent that the violin can
be employed in the orchestra for the expressing of the emotions,
can be seen from the works of the masters. From the deepest
earnestness to the frolicsome whim and hacchanalian feast, through
the whole gamut of human emotions and passions, the violin of the
orchestra is capable of expressing. We will only mention here the
characteristic violin passages contained in the Death March of the
“Heroic Symphony” of Beerroven and the “seventh” and “eighth”
symphonies by the same master; an unlimited number of such
effects can be found in the orchestral works of other masters.
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Viola (Ital. Viola; Fr. Alto; Ger. Bratsche).

§ 21. The viola bears the same relation to the violin, as the
alto voice to the soprano; it is larger than the violin and its strings
are a fifth lower. Its open strings (the two lowest of which are
wire spun) have the following tuning:

Fourth. Third. Second. First.
a2

o~

HH
LLLL]

SERE
SRR

o

157. I3
k4

Music for this instrument — as is evident by the above (Ex. 457)
— is written in the alto clef. The compass of this instrument can
in the orchestra be extended to two-lined G, and also may well be
given one or two higher; the highest tones are always more con-
veniently written in the G-clef. The following (Ex. 158) given scale
is obtained with facility and certainty, by the players of every good
orchestra, by the employment of the higher positions.

168. - 2 =
— m—'a——h—ﬁ—ﬁ—ﬁ——j
AU_,_Z—‘Q—ZQI' =]
z & v
The technique of the viola agrees exactly — as much as the
larger form allows — with that of the violin. The greater length
of the strings requires a larger span between the fingers of the left
hand; especially in regard to the double notes. But we need not
hesitate in giving the viola three- and four-voiced chords when one
or two open strings can be employed therewith, or without the
same, when in a convenient position.

b 2 i’:E
169. § —=— i
| 3

sy (T T T | o

We must not forget, however, that the viola is not adapted to
the execution of rapid movements, in runs and musical figures,
with the same grace and agility of the violin.

& Rhythmical figures such as the following

—ﬂ:ws

are easy to execute.
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In the first position, in which this instrument moreover sounds
the best, rapid scales and chord figures (legato as well as staccato)
are very successful. However, the viola possesses more fullness of
tonein its deeper notes, and is therefore best adapted to the carrying
of the middle voices in the orchestra. The high tones of the A-string
have a thin and slightly nasal sound and are always, when ob-
tained from the violin, brighter, sharper and more beautiful. We
employ the viola frequently for strengthening the violin; in unison
when the latter plays in a low position, and in octaves when in a
high position. Likewise, we often allow the viola to strengthen the
bass; partly in unison and partly in the higher octave as shown in
the following:

BEETHOVEN, Symphony No. 8, Finale.
161. Presto.
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Beerrovex, Second Symphony, First Movement.
162. Alle_g:o con brio. o -
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By a weak employment of the upper voices in the orchestra,
the viola can lead the bass alone.

163a.

48t

Violins.

gnd

Violins.

Violas.

FeLix MENDELSsOBN-BarrHOLDY, Overture to “Midsummer Night's
Dream”.

Allegro di molto.

£ 2Pips? af o o't e
3 1 J [ Y (N I R N | 1 11 f —
r 4.4 | —
17} i | . |
M T p |
(%
< Divisi pp stacc.
ki ML V9 L == - 44%
M 1 J
o/

St 4 @8 [ o 4 .
A+ @& [P e PR g P

v D
< ivisi pp
jll
1 ) L b |
]
7lL 'IL 1 . |
pp p1az.
= h g: _.'F__J
i 1 f 1 t —f 1
i ! T—F ! —




COMPOSITION FOR STRINGED INSTRUMENTS.

P’ ) ) — = S 4 . —— H SN A W A N . i D N . |

his 1 1 o |
i7A 1 ) |

" H
L ) I T N 11 1 "]

o/

il

#, .

| S | 1 } N N SN (N5 N . . } -

o/

P v~ .

N T e o s O S = g |

1 1 1

iV 5 I ]
</

Taip by oo o= s -
I S S - o S I A A . |
1 1 .|




156 CHAPTER IV.

e q :% Q¢
)] I i
1A g '
1 H

Iy

™
1) ]

T

e

KARL MARIA vON WEBER, “Der Freischiitz”.

163 b. Adagio.
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In the stringed quartet we quite frequently find that the viola
takes the bass, but only occasionally when the violoncello leads the
melody at a distance from the bass.

The low tones of the C-string of the viola exhibit suitableness
for the leading of the bass.

BeerHOVEN, Quartet (F-major, op. 59, No. 4).

Adagio molto e mesto.
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As a solo instrument, the viola is only seldom considered in
concert compositions. Yet it is occasionally used in the orchestra
s an obligato instrument in a very characteristic manner. We will
only call attention to the “viola obligato” of the “Romance and Aria”
(“Once, when, my poor aunt was dreaming”) from WesEr’s “Frei-
schiitz”. The introduction of the solo viola gives in a comic, parody-
like manner the expressions of fright and horror; in the recitative
following the “romanza”, it expresses cordial entreaty, and in the
allegro of the “aria” it exhibits courteous and charming nimbleness.
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In Ros. Scrumany’s “Paradise and Peri”, the semiquaver (R)
movement of the song of the Peri is given by the viola (No. &,
6/, Time) — “I know that the urns are filled with valuables” — and
produces an effect of peculiar fictitious character. In the second
theme of the B flat major symphony (op. 38, publ. by Breitkopf and
Hirtel) by Ros. Scaumann; the accompanying figures of the viola,
produce a mysterious, whispering effect:

RoB. SCHUMANN, op. 38.
Allegro molto vivace.
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The tremolo on the low tones of the viola characterize the
gloomy moods. So Rica. WaGNER allows the melancholy melody of
the violoncello, which expresses the desperation of Telramund, to
be specially accompanied only by the viola. The chords of the
horns and bassoons complete the gloomy and evil impression:
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Rics. WaeNen, “Lohengrin”, Second Act, I*t Scene.
=
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When we combine the viola with the violoncello in the tenor
or baritone position, we can produce an exceedingly charming,
sweet sounding melody. We will consider the following passage

from the second movement of the fifth symphony of Beermoven:
Andante con moto.
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In chamber music style the characteristicness of the viola is
much more frequently brought forth than in orchestral movements.
Ros. ScauvmanN employs very successfully in his quartet (E-flat major,
op. 47, Pub. by Breitkopf and Hirtel, Leipzig), the pure, modest
and sincere tones of the instrument, for the leading of the melody:

Andante cantabde
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Of compositions in which the viola as solo instrument has quite
3 prominent share; we give here the “Concerted Symphony” for
violin and viola; with the accompaniment of two violins, viola, bass,
tWo oboes and two horns (No. 16, 136 of Breitkopf and Hartel's

Jadassohn, Instrumentation. 11
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Catalogue) by Mozanr; the “Harold Symphony” of Hecror Bravioz;
the “Hebrew Melodies”, for viola with pianoforte of Jos. Joacmm;
and the sonata for piano and viola (f~minor, op. 49) of AxTox RueN-
sTEIN, one of the best works of the highly gifted composer. The two
last named works are published by Breitkopf and Hirtel. In con-
clusion we will say that the violas of the orchestra are always
employed weaker, than the first and second violins. Nevertheless
we occasionally divide these into two parts, as is already evident
by example (166). In orchestral movements as in chamber style,
the viola is mostly employed for the leading of the middle voices,
which they represent partly alone and partly in combination with
the second violins.

The Vieloncello (Ital. Violoncello; Ger. Violoncell).

§ 22. This instrument is just one octave lower than the viola;
its open strings, the two lowest of which are wrapped with wire,
give the following tones:

Fourth, Third, Second, First.
169. 9t —
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The compass of the violoncello is of extraordinary extent, as
we can with the help of the natural and artificial harmonics easily
reach the height of the two-and three-lined octave. In orchestral
movements we should not exceed the following scale, the notes of
which are notated partly in the bass-, tenor- and violin-clefs.

- -
170. s A,J,AE;E i @
——

s7*

Among the older composers existed a curious perplexity in
regard to the use of the violin clef, namely, that at one time they
are to be played in their natural pitch and at another time an octave
lower (than notated). Modern composers on the contrary always
write the notes in the G-clef as they are to sound.

We employ the violoncello in seven positions, which are formed
in the following manner, as will be seen from the following, for the
A-string: : :
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171, % is designated as the !/, Position.
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Higher upwards we can employ the thumb which then gives
us the five fingers of the left hand at our disposal on the finger-
board. The sign for the employment of the thumb is indicated
thus 7,

Although in orchestral movements the violoncello mostly has
the leading of the bass in combination with the double-basses, it
also is well adapted, in delicate movements (which frequently occur)
to the leading of the melody in the tenor position; — as is evident
from Ex. 167 — above which we should rarely exceed, in orchestral
movements.

The sound of the instrument is always of a masculine nature;
the lowest strings are of powerful strength and the higher tones
especially of the A-string are fervent and penetrating. Therefore
the violoncello of the concert and opera orchestra is more employed
for expressive solo-passages than other instruments. As a familiar
example we give in the following quotation, the introduction of the
Cavatina of Agatha:

-

KarL Manria von WesER, “Der Freischiitz”, Act II, Second Scene.
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The technique of the violoncello, is to-day developed to such
great extent, that our younger virtuosi can execute with perfect
facility and certainty (in a corresponding manner) all that is practic-
able on the violin. All kinds of double notes, trills, runs and
arpeggios succeed as well on one instrument as the other. Regard-
ing the double notes we perceive, that, whilst the same become
more difficult in the high positions of the violin; on the contrary,
they are very much easier on the violoncello, as the large stretches
which are necessary with the low notes, become much smaller when
high positions are employed. The most frequently employed double
notes are sixths; those of thirds and octaves are more difficult. In
orchestral passages we renounce all double notes with the excep-
tion of those chords which are given with the down-bow.

On the other hand, those chords are easy which contain a pure
fifth or those by which we can use the open strings, e. g.:

The different kinds of bowing are the same as for the violin,
and an extensive movement in light staccato is more successful on
the violoncello (although the bow is heavier) than on the violin.

The harmonics on this instrument sound well; are very exten-
sively employed in solo-compositions; and are easy, in consequence
of the great length of its strings. We can scarcely recall a single
modern violoncello solo of moderate time, that does not end with
a high and long sustained harmonic note. The effect is occasionally
admirable, especially when the respective string is tuned purely.
The artificial harmonic we obtain in the same manner. The violon-
cellos are also frequently divided in orchestral movements; they
can be separated in many ways. The simplest method is when
some violoncellos are led in unison with the double-basses and
others in the higher octave, or take an independent voice.

Sometimes we do not allow them to carry the bass, but give
them two or three independent voices. The tone effect of several
violoncellos, specially in a moderate movement is occasionally very
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excellent. The first example we give illustrating this, is frem the
beautiful opening of the overture to “William Tell” by Rossini. Here
we find five different violoncello parts. When several violoncello
parts are combined with several viola voices, in a moderate move-
ment, we bring about a serious solemn and consecrated expression.

The great length of the strings, gives the pizzicato of the violon-
cello in the lower tones and especially with the open strings, much
more sound than is the case with violin and viola. The broken
chords piano are especially delicate and harp-like in sound:

A very good effect is obtained by the pizzicato of the violon-
cello, when leading the bass and accompanied by the soft upper
voices; but particularly (as in Ex. 477) when it has a figured bass.
Of course the motion must only be moderately fast. The slightly
echoing sound of the long strings render the pizzicato of the violon-
cello less dull and acute than those of the viola and violin. By the
manifold employment of the violoncellos and double-basses pizazi-
cato in the orchestra, much sound is produced; but the motion must
be correspondingly slow:

176.  Brermovew, Quintet, Op. 29.

Adagio molto expressivo.
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177. BeeTHOVEN, Quartet, Op. 59, No. 8.

Andante con moto quasi Allegretto.
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The following (Ex. 178) shows the different fullness of sound,
of the different instruments pizsicato, and the possible degree of
rapidity of motion:

BeeTHOVEN, Quartet, Op. 74, 45t Movement.

1%8. Allegretto.
arco.
o 1.
v L L - . 1
4t Violin. l&——.z_‘.:—lzf_—_é__—;::j
% % 'z %
O—b T I | ——_ 1
gnd Violin, o — T
1 8 1 1 J
v pizs.
pizz.
| 1 €L —1
Viola. - 1 =1 r |
RS E==sEreae ]
-
Pz, . a ’s 1
Viloncal. EF e
vV_1Z -+ e 1 o i — J
o1
(D T = T
1 =
b z Tz = -
® R - A
o S
€L LA P L ]
| I— - 1 _am S N P A ) 1 e = |
I 1 1 | I <A 1 . |
1V A 1 ;L. L 'E M A J
<
. S— 3 | _Z
m b v 11 1 L - { — -
= et = SpE== . f =T
o
3 o ."'
T P i I ™ | T Py . |
: ' - i o I
\ Z1 N - | Vll 1




COMPOSITION FOR STRINGED INSTRUMENTS. 169

’T
]
e

J
[
A

The following (Ex. 179) illustrates the pizsicato of the violon-
cello in combination with the double-basses (which sound an octave
lower than written), and the pizzicalo of the violas which are situated
an octave higher in such a manner that they strengthen the bass:

BeerHOVEN, Second Symphony, Finale,
179. Allegro molto.
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The literature of solo-compositions for the viola is as scarce

as the same are plentiful for the violoncello. We possess a great
number of concertos for violoncello by Hayon, Romeere, MOLIQUE,
Ros. ScauManN, Ros. VoLkMANN, CanL REINECKE, GOLTERMANN, SAINT-
Sains, CaarLes Daviporr and Jurius Kueneer. The last named, who
as a virtuoso, surpasses such great artists as Daviporr and Piari;
possesses at the same time, a very distinguished talent for com-
position — and he is still in his youngest years — mnot only for
concertos of his own instrument, but particularly also in earnest
chamber music, namely, a Suite for violoncello and pianoforte (op.1),
Quartet for stringed instruments (op. 22), Sonata for pianoforte and
violoncello (op. 23), Serenade for stringed orchestra (op. 26) and
many other brilliantly worked compositions. All the works of JuLius
KvreneEL appeared previous to this as publications of Breitkopf and
Hirtel. In chamber music the violoncello can unfold all its ex-
cellence and superiority of tone. We find in the classics as in the
modern literature, a vast number of sonatas for pianoforte and
violoncello. The tender, warm and hearty tone of the violoncello
is made prominent by the brilliant tone of the pianoforte. In this
combination it is but seldom employed for strengthening or leading
the bass, for it steps forth independent of its partner and exhibits
its superiority as a melodic instrument. Both instruments combine
in such a manner as to strengthen and render the tone effect com-
.plete. This is likewise the case in the trio for pianoforte, violin and
violoncello, where both stringed instruments move opposite to the
pianoforte and all combine to render a complete whole. In stringed
trio for violin, viola and violoncello (now more extended as a musical
form than were the same class of works by Mozart and BeeraovEN),
as is the case in the stringed quartet; the violoncello gives a sonorous
bass to the weaker instruments and is also quite frequently — as
example 164 illustrates — employed for leading the melody. How-

ever, we must not exceed the real tenor position. In Ex. 164, the
G-clef for the violoncello is employed in the old manner, ¢ e., the

notes are to be played an octave lower than written. When we
write higher in the cantilena and go into the real soprano position;

then the violoncello looses part of its masculine tone and becomes
slightly nasal in the highest position, sharp and penetrating, in case
these notes are not executed by a good player and on an excellent

instrument. In some cases the fourth string C can be tuned to the

B-flat directly below. Ros. ScauMaNN, demands this in his quartet

(op.47, Third movement), and allows for this tuning fiftecen measures

rest, andante cantabile ( J—84).
In conclusion we give here several movements from modern
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concert compositions, by which the scholar will see intuitively to -
what high degree the technique of the violoncello of the present day
has developed. The following passage (Ex. 180) written in the
G-clef, is given in its natural pitch, i. e., as an 8-feet tone:

CaarLes Davivorr, Concerto, Op. 44, First Movement.
Allegro.
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In a different way is the following passage still more difficult
(Ex. 182, from the first movement of the second concerto of JuLius
KLENGEL, op. 20):

Allegro non troppo.
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The beginning of the scherzo from the same concerto, of JuLus
KvEngEL's, offers the greatest difficulty:

Allegro molto vivace. X
1
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The Doanble-Bass (Ital. Contrabasso ; Ger. Kontrabass).

§ 23. The largest of the stringed instruments is the double-
bass; it has four strings, the lowest of which (fourth) is always
spun with wire. With regard to economy (i. e., as a wire spun string
lasts longer) we also find the third string occasionslly spun. The
tuning is in pure fourths as follows:

Fourth, Third, Second, First String.
1—— —= 4:&
=t
-

Occasionally the fourth string is tuned to the D below. The
instrument stands naturally in 46-feet tones, and sounds an octave
lower than written. We take seven positions and the intermedtate
positions on the double-bass, and obtain then, a scale from great
octave E to one-lined a of the scale, which sounds (one octave lower)
from contra E to small octave a. The fingering is arranged thereto
in the following manner:

184. 9

SRS

First Half Position or Common-place Position.

[ 4th string. | [ 8 string. | [ 2ndstring. | [ 4st string. |

This position is called the “first half” position or the ordinary
position. The fingering of the same is arranged in the following
manner:

[ First Position. )
[ 4th string. | | 8rd string. | | 2udstring. | | 4st sring. |

186. 9
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1
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- We obtain from the half positions to the whole positions, by
half tones upwards, the last position, or seventh:

N a

Chromatically to.
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Within this scale, which we should never exceed in the or-
chestra, we can demand scales and broken chord-passages of toler-
ably rapid execution; particularly in low positions.

BerTHOVEN writes in the introductory movement of the “second
symphony”, the following scales for the double-bass:

BeerHOVEN, Op. 86.

Adagio molto J = 84.

&fp
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Short up beat notes, as the small octave a in the above example
(designated by NB.) can only be executed with an upward bow.

Chord passages like those which we find near the end of the
first movement of the above named symphony of Beernoven, can be
executed in a lively tempo, without difficulty:
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The following passage from the scherzo of the Cmajor sym~
phony of Franz Scausert, is more dificult:

;. -
Allegro vivace. — ba —~ .
ba £ 1
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Moreover are skips — in case the movement is net too ra-
pid — practicable on the double-bass. BerrmOVEN writes in the
first movement of the Heroic symphony the following skips for the
double-bass:

191.
.
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The tone of this instrument is not so strong, therefore, in or-
chestral movements, we mostly lead the double-basses with the
violoncellos; the former strengthening the latter an octave lower.
We never employ the mute for the double-bass, and never give it
double-stops.

Such treatment of the double-bass in the orchestra, whereby
it leads the bass alone, is never good.

We only advise this to be employed in sustained passages piano.
A division of the double-basses is not always employed.

The pizzicato of the low tones, in consequence of their length,
sound well on the double-bass; but specially so are the open strings
of good effect. The sound of the double-basses when employed
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manifold in this manner, resemble a weak tympani blow as we
supply here. Weser does the same in the introduction to the over-
ture of “Der Freischitz”. The double-bass in the first place
strengthens the same and then supplies the blow of the tympani.

Adagio.
192. Solo.
Tympani. * . . 1 ’ i ’ ! —]
4
pizz.
Double-Bass ||==
without - . | —E
Violoncello. 70 ey,

Rapid, detached (staccato) passages yield no good effect when
they lie deep, as the tones do not sound so easy. The following
from the finale of the Fourth Symphony (d-minor, op. 120) of Ros.
Scrumany is in the beginning not always clear, though the violon-
cellos and the bassoons double the double-basses in the higher
octave. We think that the accompaniment of the horns, trumpets
and tympani render the clearness of the passage indistinct.

193. Presto. a2

Bassoon. ﬁE
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sempre f
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The following (Ex. 494) with no instrumental accompaniment,
begins in a high position forte; in a passage of essentially less

Jadassohn, Instrumentation. 12
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lively time, such as this scherzo movement of the Fifth Symphony
of Beernovex, the basses and violoncellos always sound clear and
distinct and receive their full value.

Allegro.

194. =T

L LA B A | G S T N - 1 11

dim.
&ec.

In the quartet, quintet, sextet and octet for stringed instru-
ments, the double-bass only exceptionally takes part therewith. We
will call attention to only one quintet for two violins, viola, violon-
cello and double-bass, by Gromee OnsLow (g-minor, op. 17). In
other chamber music pieces, we find the double-bass occasionally
employed and in such cases can lead the bass alone. But separate
solos the bass will not lead, as in general this instrument is not ad-
apted to such execution. The classical literature exhibits no concert
pieces or concertos for double-bass. Of chamber music with double-
bass, we mention here the septet for violin, viola, violoncello,
double-bass, bassoon and horn by Beeraoven (E-flat major, op. 20);
the. octet for two violins, viola, violoncello, double-bass, clarinet,
bassoon and horn of Franz Scausert (F-major, op. 166); the septet
for pianoforte, flute, oboe, horn, viola, violoncello and double-bass
of HummeL (d-minor, op. 74); the septet for pianoforte, violin, viola,
violoncello, double-bass, clarinet and horn by IeN. MoscaeLes (D-
major, op. 88); and the Author’s serenade for flute, two violins,
viola, violoncello and double-bass (D-inajor, op. 80).

CHAPTER V.
CHAMBER MUSIC FOR STRINGED INSTRUMENTS.

Compositions for violin solo, duet for two violins, for violin and
viola, the stringed trio.

§ 24. We have previously mentioned the compositions for
violin alone by Jon. Ses. Bach; besides etudes (real practice pieces)
we know of no other compositions for violin alone. Also are duets
for stringed instruments {with the exception of those specially for
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instruction) not composed by the modern composers. Of the earlier
composers we mention here the duet for two violins by Mozarr;
moreover, Morrrz Haurpruanx's Duos (op. 2, op. 46 and op. 47); and
those of Louis Spoun (op. 3, op. 9, op. 39 and op. 67). Mozarr has
also written two duets for violin and viola (No. 4, G-major, No. 2,
B-flat major, Series XV of the Breitkopf and Hértel, Mozart Public-
ations). - :
The taste for composing stringed trios (violin, viola and violon-
cello) does not appear to exist in our day. Mozarr has written a
Divertimento (E-flat major) for these three instruments; of Bger-
HOVEN'S we possess besides the three trios (op. 9, No. 4, G-major;
No. 2, D-major; and No. 3, c-minor — the last of which is a highly
important work), the exceedingly charming and attractive Serenade
(D-major, op. 8), a favorite piece of all chamber music associations.

The Stringed Quartet.

The most important form of chamber music is the stringed
quartet; in this class of music the composer cannot give the splendid
and magnificent colouring effects as is possible in orchestral mo-
vements, but only in such a manner (speaking comparatively) as
pencil marks are to colours. In the stringed quartet, the composer
only knows of the four-voiced movement; the mighty effect of the
polyphonous movement remains excluded. When the single chords
can be strengthened by the double notes of the four instruments,
the tone effect is never so powerful and full as the same are in or-
chestral movements by the manifold employment of the same in-
struments. A movement, lead in more than four voices, is contrary
to the character and nature of the stringed quartet. We perceive
therefrom that the performance of a long and fully continued mo-
vement of more than four voices and of considerable difficulty,
sounds always thick and overburdened; the clearness of the move-
ment is injured and the effect is by no means the same as when the
same movement is performed by more than four instruments. We
much oftener find in the stringed quartet only two or three voices
employed, and this is all the more natural, as with this class of
musical compositions, each instrument must move with a certain
independence. But this is by no means to be understood that each
instrument must move in a full independent melody; as is the case
with the strict style of fugue. Naturally the first violin always
preserves a certain sovereignty; the violoncello the leading of the
bass; the second violin and viola the leading of the middle voices.

12%
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The single instruments can also conveniently change their character
(réle); the first violin can undertake the accompaniment or remain
silent; each of the other instruments can step from their subordinate
positions and take the leading of the melody or characteristic mo-
tives, and especially introduce the principal theme, in such a way
that it receives its full value as a movement. So Beersoven in his
quartet (op. 59, No. 1) gives the violoncello the principal theme
accompanied by the second violin and viola in the first eight meas-
ures, then for the first time the first violin takes the theme and
continues it, while the violoncello steps as a bass to the accompani-
ment.

BeetHOVEN, Quartet, op. 59, No. 4.

Allegro.
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In the finale of the same quartet the violoncello first carries
the principal theme, only being accompanied by the trills of the first
violin. After the first eight measures the above mentioned instru-
ments change their réles, and the second violin and viola give the
filling harmony.

Théme russe.

196. Allegro.
r recces or o
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1#t Violin. 5 e
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That also two instruments can lead independent melodies at
the same time, can be seen from example 164. In this example the
first violin and the violoncello are the privileged instruments; but
we also find occasionally numerous other examples where the sec-
ond violin or viola takes the important part. Sometimes (but rare-
ly) it may possibly occur, that the first violin may take the bass to
the second violin, in a two-voiced phrase for a short while. The
form of most stringed quartets is that of the large sonata in four
parts. Only BeersoveN departs from this in his last quartet. The
development part of the largest movement, can in the thematically
worked composition, be in figures of more extended contrapuntal
formation; as is possible with the sonata for pianoforte, while the
independent leading of the voices is more distinct and can be more
readily perceived. When the respective instruments also belong to
one and the same family, so is the difference in tone of the same,
still sufficiently marked and the leading of the single voices are
sharply and definitely distinguished from one another. But herein
lies the charm, namely, that a limited sustained instrumentation is
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never 80 rich in colour as the orchestral; but nevertheless a great
quantity of fine gradation of colouring is possible. As we have al-
ready remarked (see Exs. 154 and 458) regarding the difference in
tone of a melody, according to whether it is played on the G- or the
E-string; how much more is this the case with the different stringed
instruments which collectively, command a compass of over five
octaves, and their character of tone being all different. In the
following (Ex. 197) we find an alteration in the time; therefore we
see that one and the same theme can appear in an entirely.different
light. So Beersoven in the finale of the F-major quartet (op. 59,
No. 4), gives the same Russian theme as shown above (Ex. 196),
with the following instruments, towards the end of the movement
in passing slow time:
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The slightly intoxicated, humorous, frolicsome character, which
the Russian melody (Ex. 496) exhibits in its first performance;
softens into the incomparable beautiful sound effect (Ex. 197) of a
sacred, sincere and pleasing parting mood.

Nearly all the great masters such as Hayon, Mozart, BeeTEOVEN,
Scausert, CHERUBINI, MENDELSSOEN and ScHuMANN have enriched the
literature of the stringed quartet with the most excellent works
and in this class of compositions have written preferably. It is un-
necessary for the author to call the attention of the scholar to this
rich and precious treasure; he also most urgently recommends the
study of the classical quartet literature. Also have modern com-
. posers, such as RuBinsTRIN, Rarr, BRanNS, VOLEMANN, BRucH, REINECKE
&ec. produced admirable works of this class of compositions.

The Stringed Quintet, the Sextet, the Octet and the Stringed
Orchestra.

The orchestration of the stringed quintet is nearly always the
same, it consists of two violins, two violas, and violoncello. For
this grouping of the instruments Mozarr has written his celebrated
quintets in g-minor, D-major, E-flat major, C-major; likewise have
the quintets by Beerroven (C-major, op. 29), by FeLix MENDELSSORN-
BarTtHOLDY (B-major, op. 87) and many by OnsLow been written. As
au exception (containing a part for double-bass) we name the above
mentioned quintet of ONsLow (op. 47) which contains a very dif-
ficult part for double-bass, besides two violins, viola and violon-
cello; and the charming quintet (C-major, op. 163) by Franz Scau-
BERT, for two violins, viola and two violoncellos. As the last we
name an excellent quintet by F. Orro Dessorr (in G-major, op. 40)
published by Fr. Kistner, Leipzig.

Sextets for two violins, two violas and two violoncellos have
in modern times been written by Braaus, RusinsTeIN and Davinorr.

Under the eight-voiced works for stringed instruments we find
two different classes; they are the “double quartet” and the “oc-
tet”. The instrumentation is, in both kinds the same, and consists
of four violins, two violas and two violoncellos. The double quartet
contains two independent stringed quartets, which move partly
together and partly intermingled with one another. Louis Srosr is
to our knowledge the first and only great master who has written
the most works in this class of compositions (d-minor, op. 65; E-flat
major, op. 77; e-minor, op. 87; and g-minor, op. 136).

In the octet the above named instruments are placed collect-
ively in a small orchestra. The most prominent work of this class
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is MENDELSSOEN’S octet (E-flat major, op. 20), which likewise, is dis-
tinguished by its nobleness of intellectual contents, and also by its
well sounding and charming instrumentation. Also JomaNN Svenp-
sex’s Octet (op. 1), and the Octet by NieLs W. Gabg; the both of
which are very distinguished. In the stringed orchestra the double-
bass moves in manifold employment to the numerous employment
of the remaining stringed instruments. Of this class we name as
the most important modern works, the “Suite” in canonical form
of Orro GriMx and Ros. VoLkMANN'S “Serenade”. Small pieces have
lately appeared, such as; “Suite” (from Holberg's Time) by Epwarp
Griee and “Twelve Tone Pictures” for stringed orchestra by CaaL
Rernecke (op. 46, 47, 63, 75, 154, 473, 177 and 194); and the same
master’s generally known introduction to the fifth act of the opera
“Manfred”, in which the whole stringed orchestra plays muted from
the thirteenth measure, thereby producing an extraordinary sound
effect.

CHAMBER MUSIC FOR STRINGED INSTRUMENTS AND PIANOFORTE.

- The Sonata for Pianoforte and Violin.

§ 25. Although the violin is better adapted to leading the
melody, and the pianoforte more for the harmonic accompaniment;
. in the sonata for pianoforte and violin both instruments are allowed
the same privileges. Neither one nor the other executed part is
permitted to lead the melody alone, or is it entrusted with the ac-
companiment in the same manner. Therefore, must not only the
theme, but also the accompanying figures, be found to change ac-
cordingly from one instrument to the other, or be performed by
both conjoiutly. In case that occasiomally one of the two instru-
ments must maintain a subordinate passage, it should never be
permitted for too long a time.

Examples illustrating this are here unnecessary; each of the
classical masters have composed sonatas for the above mentioned
instruments which show us the simultaneous and mutual employ-
ment of both instruments.

The Sonata for Pianoforte and Violoncello.

We see in the sonata for pianoforte and violoncello exactly the
same fundamental principles observed which we have learned in
the sonata for violin and pianoforte, and we recommend the works
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of Beerroven and MenpELssonN as the classical models of this style.
Of the sonatas for pianoforte and viola, we can at this instant, only
recall to our mind the previously mentioned work of Anton Rumin-
STEIN.

The Trio for Pianoforte, Violin and Violoncello.

One of the most attractive classes of chamber music is the trio
for pianoforte, violin and violoncello. Here we combine three in-
struments, whose character of sound is different. Each instrument_
is in its independent characteristicness very efficacious; we can,
besides, have the two stringed instruments of the same family move
opposite to the pianoforte, soon alternate, and then combine with
these to move together in mutual efficacy. We now consider the
most beautiful and magnificent trio (B-flat major, op. 97) that we
possess of BeerHoveN, in which we chiefly see how the exalted
master allowed the three instruments to move in a characteristic
manner. In the first seven measures the pianoforte alone carries
the principal theme.

At the half-close in eight measures, the violoncello begins; and
at the tenth measure the violin joins it. Both instruments return
then to the principal mode. The violin takes the first theme (meas-
ure 14) and is accompanied by the violoncello in an independent
manner, while the pianoforte gives the harmony thereto in eighth
notes. With the delayed cadence (measure 21) a new motive begins,
the violin makes a skip downwards of a sixth, and in the twenty-
second measure the pianoforte makes another motive prominent by
embellishing it with trills, while in a more extended progress of the
movement, in the developing portion, the above named instruments
return to the original motive in a conspicuous manner. This motive
is taken from the seventh measure of the theme.

The second principal theme (compare § 41) appears in the
mode of a minor third lower, namely, G-major, and is given first
by the pianoforte alone, but is soon taken up by the other instru-
ments, as in general all the essential constituent parts of the move-
ment are distributed among one or. the other, or by two and also
three instruments are manipulated at the same time.

In the second movement of the scherzo the violoncello begins;
the first sixteen measures are occupied by a dialogue between the
two stringed instruments and directly following, the pianoforte first
begins.

In the andante cantabile of the third movement we find a
theme which is first carried by the pianoforte and afterwards is
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repeated by three instruments conjointly. In the variations directly
following, first one instrument and then the other is significantly
brought forth; but they mostly work together.

The analysis of other examples will lead us entirely too far, as
the suggestions given here are quite sufficient.

For the study of this class of compositions we recommend
especially the trios of Beermoven; in these older compositions we
find the violoncello frequently (to use the expression, “stiefmitter-
lich” — as a step-mother) entrusted with only a supporting bass or
a supporting accompanying part and appearing but seldom in an
independent manner. From Beersoven we find that all the com-
posers following, such as MExDELSSOHN, ScRUMANN, RuBINSTEIN, VOLK-
MANN, Reineck, Branws, Gernsupim &c. have in their trios always
treated the violoncello as an instrument of the same importance as
its partners.

The Quartet and Quintet for Pianoforte and Stringed Instruments.

The arrangement of the stringed instruments in the quartet,
has in all the works known to us, consisted of a violin, viola, vio-
loncello and piano; in the quintet, of two violins, viola and violon-
cello. In both classes of compositions the stringed instruments move
partly single, but mostly with the pianoforte, either opposite to, or
together in joint execution; whereby the one or the other soon
takes the accompanying part, or a single instrument is specially
privileged and allowed to step forth alone. The best known clas-
sical model of this kind of chamber music is MozarT’s quartet in g-
minor. Less commonly known is the same masters second quartet
in E-flat major. BeersoveN has written three such quartets (in E-
flat, D- and C-major); the works in circulation of the more modern
writers are MENDELSSOHN'S quartet (B-minor, op. 3) and that of Scau-
manx’s (E-flat major, op. £7). Also, still later composers as Branws,
Gernsemm, Rurineerger &c. have written many such excellent
chamber pieces. If you will permit, at this place, we will also
mention the Author’s quartet (c-minor, op. 77, pub. by Fr. Kistner,
Leipzig). .

In modern times and also at the present day, we find that the
quintet is much more frequently and partially performed than the
quartet. We name first in order, the celebrated quintet of Ros.
Scruman~ (E-flat major, op. &4, pub. by Breitkopf and Hirtel, Leip-
zig). Also the quintets of Brauus, RuBINsTEIN, REINEcke, and that of
the Aathor’s (op. 70 and op. 76) &c., which have all found a wide
circulation.
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CHAPTER VL
THE WOOD-WIND INSTRUMENTS.

§ 26. The tone-color of the different instruments under this
classification differs considerably; for we have the flute without a
reed, the clarinet with a single reed, the oboe and bassoon with a
double reed. In the tone of the flute and clarinet we find a certain
harmonious affinity which differs greatly from the character of the
tone of the oboe and bassoon. In giving a description — as far as
it is possible by words — of the character of tone, in the different
registers of this instrument; it is sufficient for the present, to say
that the instruments without and with a reed (single) give an open,
free tone, and those with double reed give an oppressed, sharp and
piercing tone. .

The Flute (Ital. Flauto traverso; Germ. Die grosse Fléte).

This instrument has a compass from one-lined ¢ to four-lined

¢, with all the intermediate chromatic intervals. Recently flutes
have been manufactured which possess the small octave b; how-
ever, we cannot count upon this tone for it is not possessed by the
flutes constructed on the Boram method, which we find employed
in Belgium, France, England and America. Within this extended
gamut we reckon four distinct registers. The lowest register in-
cludes the complete octave of one-lined notes, which in sound are
rather hollow and feeble. Weser and WaeNer employed this lower
register, for the portrayal of mystery, anxiety and gloom.

In the following (Ex. 198) appears the thirds taken by two
flutes while Caspar mixes the ingredients for the magic bullets, in
the Wolf’s Glen scene (“Freischiitz”, Act II).

Solo.

L ~ ~

196, Tt

tenuto

In' the next quotation we present the passage from Rica. Wac-
NEr’S Lohengrin (Act II), where Elsa asks “Wo calls” &c. which is
likewise accompanied by two flutes. :
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Elsa.
‘Wer ruft? Wie schauerlich und klagend er-
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tont mein Na-me durch die Luft.

__ The notes of the two-lined octave of the flute, from E-flat or
E-natural, possess a mild, delightful and bright tone. In the
following (Ex. 200), we call your attention to the first measure of
the Overture to “Midsummer Night's Dream”. The student who at
any time has heard the two flutes of (Exs. 198 and 499) will im-
mediately be able to estimate the distinction between the two
registers, when he recalls them to his mind.

| First Register. | [ Second Register. |
Mendelssohn.
~

As the thnrd register we may designate the octave from
/ =
. This register is best suited for the leading of the

melody in an orchestral movement; besides, the high three-lined

B-flat is easily uttered in piano. The three-lined B is a vigorous,
bright and very beautiful tone; while on the contrary, the four-lined
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3 sounds harsh and is not to be employed in piano, but in forte
sounds a little shrill.

The two last mentioned tones are best suited to the actual
forte. The leading of the melody, which we see in the following
(Exs. 204 and 20%2) from Lohengrin, is especially adapted to the-
flute.

Slow and solemn.

. P
EF P pant oo,
Flute. R TI I H‘ ,I i I ﬂ
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Clarinet. f —
Oboe. ~ b 7= 14
Engl. Horn. —— —
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In the orchestra we have two flutes; a first and a second.
When the violin is moving between the one-and two-lined octave,
in the tutti orchestra forte, we generally strengthen it by doubling
it one octave higher with the first flute. But, when the violin is al-
ready in the higher position, we allow both flutes to sound in unison
with the violin.

A very fine effect is produced when we double the violins by
the flutes, in their low register (unisono), in a piano passage. The
flute then softens the tone of the violin, thereby causing it to sound
faint and gloomy. Which we illustrate by an extract from Weper's
“Freischiitz” (Act II) “Wolf's Glen Scene”.

203. Andante.
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Although we can easily produce upon the flute (in all keys),
diatenic and chord-figures, trills, leaps of great extent, and the
rapid repetition of the same note (by double tongueing) with facility;
we caution you against the use of the following trills and figures.

—a 1 i

==

This figure in a rapid movement is very difficult and the trill
on the tones c— DY is impossible.

biﬁ- b}

Likewise, the trill &EE is impossible; also the same

trill two octaves lower is quite difficult; and

e
e

is impossible to produce of pure intonation.

The flute is frequently employed in the orchestra as a solo in-
strument. In the following extract, we give one of the most charm-
ing solos for flute, from the Overture to “William Tell” by Rossint;
from which the student will see what extraordinary agility and
nimbleness the flute possesses for executing figures, variations and
skips of great extent.
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* the of the Tramslator: On the Boehm Flute

Jadassohn, Instrumentation. 13
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‘We observe from the foregoing quotation, that roulades of
lengthy extent, both legato and staccato, must be interspersed with
occasional short rests, during which the performer can take a fresh
breath.

The Piccolo or Octave Flute (Ger. Die kleine Flite)
P

g =
possesses the compass of with all the inter-

mediate chromatic intervals; and sounds an octave higher than writ-
ten. The lowest tones are not employed in the orchestra, for they
cannot be heard in the tutti orchestra.

Az

The higher tones of its compass, from sound

very acute, shrill and penetrating in a forte passage; and in a piano

or ptanissimo passage are mostly employed to portray gloomy situ-
ations.

In such a manner Ros. ScEHUMANN uses the highest tones

Jﬁf”'#gg .

ptanissimo for the appearance of the four old

women (Scene from Goethe’s “Faust”, Part. II, No. 5).

In forte and fortissimo, the higher tones of the piccolo express
wild joy. '

206.

Piccolo.
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The foregoing passage which we take from Caspar’s song
(Wesen’s “Freischiitz”, Act I, No. ), we presume is generally known.
With this same motive Weser portrays a “fiendish laugh of scorn”
in the Aria of Caspar’s (which directly follows song No. &, Act
spoken of above) where it is played by the piccolo, to the words
“Revenge thy Triumph is nigh!”

The piccolo doubles the first violin (Aria of Caspar’s) an octave
higher. Of no less characteristic sound is the piccolo (pianissimo)
where it doubles the first violin an octave higher with the words
“umgebt ihn, ihr Geister mit Dunkel beschwingt” and produces a
colouring of horrible gloom in this passage.

— _—

£ £
e — e e S
207. > e i
o 71 v

The piercing, wild shriek of the chorus of “Invisible Spirits”
(as notated in Ex. 207) from Weser's “Freischtitz”, Act II, No. 40 is
mostly expressed by the two piccolos. The piccolo never fails to
admirably represent the sublime effects of a furious tempest; which
can be seen from the Entr’acte (Introduction to the third act) of
“Medea”, by Caerusini; “Pastoral Symphony” of Berrnoven &c. Pas-
sages of various kinds are used on the piccolo for giving almost
natural colourings and conveymg a clear idea of the howling wind
and the torrents of rain in a musical composition.

MenpELssonn employs the piccolo very seldom indeed; how-
ever, when he wishes it for a characteristic effect, we find it occas-
ionally employed, e. g: —

Overture, “Calm Sea and Pleasant Voyage”.

Piccolo.
e B2 2 2 2
a° - -— — —
E i E_\_,ﬁ s __3% E
L vi L 11
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In the “Walpurgis Night”, MexpeLssorN employs the piccolo in

a remarkable manner, with the words, “Kauz und Eule heul’ in
unser Rundgeheule”.

" In conclusion we observe that i is the most practical to employ

the flute only to four-lined ¢ E in a forte or fortissimo of

the orchestra futti; and for the notes which extend beyond this
compass, it is best that we employ the piccolo.

In military music we employ two higher piccolos; such as,
the “minor ninth piccolo” in D-flat; the tones of which sound a
minor ninth higher than those of the flute; the “tenth piccolo”
(which only seldom appears) in E-flat; the tones of which sound a
tenth higher than on the flute. Both are transposing instruments.
The tones

2%.

i

which are written for the “minor ninth piccolo” (one-lined d to three-
lined a, in Ex. 209) actually sound as given in the following:

8va,...

=

_9_,—___.

For the “tenth piccolo” in E-flat, the tones of (Ex. 209) would
sound a tenth higher, as can be seen from the following:

8va,

211.

i.

The Oboe (Ital. Oboe; Ger. Die Hoboe).

§ 27. Although the above possesses the smallest compass of
all the wood-wind instruments, it is from the peculiarity of its tone,
the most frequently employed instrument in the orchestra. Its tone
is the most penetrating of the family of wood-wind instruments.
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3

Its compass extends from —| with all inter-

mediate chromatic intervals; and perhaps in cases of necessity we
may use the F, one tone higher. The few tones of the three-lined

octave above C- and D-ﬂat are so piquant and sharp that it is best
not to employ them in the Gantllena and most sparingly in a forte
tutti.

The lower tones are of great strength, but not very agreeable
in tone; and at all times sound prominently forth in a well filled
orchestra. To express by words the quality of these tones is im-

possible, and those tones from would be very difficult

pos ;
to describe, beyond saying that they are very cutting and sharp. -
In the first measure of the “Freischiitz” Overture, the sustained

and swelling one-lined ¢ and likewise the one-lined
e

€ in the first measure of the Matthius-Passion by

Bach, are of very characteristic tone-color.

The most charming register of the oboe, is a little more than
an octave in extent; reaching from one-lined g to two-lined a, and
perhaps to B-flat and B-natural, but at all events, ending with three-
lined C.

The tone of this register is of a most characteristic, melodious
nature; and its notes are especially delicate and likewise charming
in tone.

The following extract we presume is generally known: —

BEETHOVEN, Symphony No. 3.
212. Marcia funebre.

Adagio assai. ¢ = 80.
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Fr. ScuuBERT, Symphony in C-major.
213. Andante con moto.

—
= o= S ——

Oboe.g :"“E- » E; ;;

S _m—— > > > S .~ -
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decresc.
214 Roe. ScHUMARN, Symphony Op. 64, C-major.

Adagio espressivo. & =18.

 —
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But it is not the oboe of this tuning which we find employed
singly in the three foregoing examples; we find it also employed in
many different ways. In the prelude to the Ariette (“Freischiitz”,
No. 7), Weser employs the oboe in a delicate manner, to characterize
the youthful cheerfulness and bright simplicity of the amiable
Annchen.

215,  Allegretto.

Oboe.
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In the above (Ex. 245) the oboe is used in a pleasing manner
to express the playful roguishness of the innocent coquette, Ann-
chen. In older music especially French opera, the oboe is used to
poriray rustic and pastoral effects, and sometimes a herdsman’s
shawm (wooden trumpet). In a similar manner Weser employs it
in the waltz (“Freischtitz”, No. 3).
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Beethoven also employs this instrument as a rural one, in the
scherzo of his Pastoral Symphony.
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In a like manner Rossint employs the oboe as a herdsman’s
shawm in the following movement of his opera “William Tell”, ActI:
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Like all the other instruments of the wood-wind family the
oboes are generally employed doubled in the concert and opera
orchestra. We naturally give the first oboe the highest part (voice),
and frequently entrust it with prominent solos. The second oboe
takes the second part, in a suitable manner, except when the first
oboe goes very high, then it is best that it doubles the first oboe one
octave lower or takes a suitable lower interval, e. g: —

‘WEsER, Overture “Der Freischiitz”.

21}). L. #E: ¥= h{‘. 1.L‘f [ 13 h | N 2. &e.
Oboe. e e e i
Jr Vv %

In the above (Ex. 249), the oboes in consequence of their cha-
racteristic sharpness of tone, stand out very prominently in the
orchestra tutti (forte). Therefore, we would only advise the student
to lead the oboes in unison, when he wishes a part specially pro-
winent, e. g: —

‘WeseR, Overture to “Freischiitz”.
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The harmony is greatly increased in strength by the sustained
notes of the upper register of the oboe, e. g: —
‘WEBER, Ouverture to “Freischiitz”.
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Rapid slurred passages which are of good effect on the clarinet
and flute, are very ineffective on the oboe, for they are entirely
unsuited to it.

Variations of many forms are difficult on the oboe and we must
not employ this instrument continuously, for it is absolutely neces-
sary that the player have frequent rests for breathing. But move-
ments such as the following are without difficulties: —

'WEBER, “Freischiitz”, No. 7.

Allegraetto.
222. Solo.
Oboe. .
A "
T ——— S
va P o .- = : 1—+
rvj T 7 H v

On the contrary, we find the following extract from the finale
of Ros. ScruMaNN’s “Piano Concerto”, difficult to perform: —

Allegro vivace A. =173,

Be — -~
223  fla 2 _ba o
—FI'PI 5 . — . T3]
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Still more difficult is the same movement which directly fol-
lows it, in which each note, sounds one tone higher —

— —

2230b. I?E b

- e o
Oboe. - T 1 LIS B I — - |
1 I —1 -

o/

and consequently employing the extreme notes of the oboe’s register
Slurred runs are in general, much more difficult to perform on the
oboe than staccato. Some trills are difficult, others impossible; the
last named we give in the following: —



204 CHAPTER VI.
r & v
‘:' # % # #é

224, g —F
= &= #e

From the three-lined C-sharp upwards, every trill is impos-
sible. Moreover the trills and trill movements in the following
(Ex. 228) are difficult to produce: —

225. E; = J—?‘%@%
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The English Horn (ital. Corno Inglese; Ger. Das Englische Horn).

This instrument bears the same relation to the oboe, as the
viola to the violin. The compass of this instrument extends from
small octave F to two-lined G; yet the highest tones are seldom
employed, for they are produced much easier and are of more
pleasant sound on the oboe.

It is best that we restrict its compass to two octaves, from
to

% . All the intermediate chromatic tones within

this :::mpass are practical. We write for this instrument a fifth
higher than we wish it to sound: the author knows of only one ex-
ception to this notation (Rossini’s, Overture to “William Tell”). Its
scale as written in (Ex. 226) —




THE WOOD-WIND INSTRUMENTS. 205

actually sounds as follows: —

227.§: === = ,)#9 ,—p—o-hﬂfa:E

The tone of this instrument is more energetic than that of the
oboe; and its tone represents to a greater degree, expressions of
heavy affliction, melancholy and grief.

The first quotation (Ex. 228) illustrates the manner in which
Mzeverseer employed this instrument in “Robert The Devil”: —

MEvERBEER, “Robert The Devil”, Act IV, Cavatina.

Poco Andantino.
228. Solo. = F =~
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The English horn is occasionally employed as a rural instru-
ment; such as the shawm or alpine horn (Rossini’s, Overture to
“William Tell”; Ros. ScaumMany’s, “Manfred” &e.).

In the above quoted cases, the English horn appears as an
obligato (solo) instrument, in such a manner that its tone is only
occasionally allowed to be heard, as it stands out so important.

MeverBeer was the first one to use the English horn in this
manner (“Robert”j; it has also been employed more recently in the
orchestra, but in a less remarkable manner. Through Rica. WaGNER
this beautiful instrument has maintained a very prominent place in
the orchestra. When used in combination with other instruments,
its characteristic tone is less perceptible, notwithstanding its extra-
ordinary power.
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The following (Ex. 229) is adequate to make this clear to the

pupil: —
229,

48t Violin.

2nd Violin.

Viola.

English Horn.

4stClar. in Bb.

20d Clar. in A

Bassoim.

2 Horns in B.

Raoul.

Cello.

MevERBEER, “Hugenotten” Act 4, Cavatina.
Andante amoroso.
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In the preceding (Ex. 229), the English horn in combination
with the low tones of the clarinet, the bassoon, and the horns; sup-
ports the tremolo of the stringed instruments. A glowing tone color
is spread over the whole passage; the effect is essentially stremgth-
ened by the mingling of the English hern with the intervals of the
violins. Still more effective is this instrument where it repeats the
first movement and moves with the soprano veice one octave lower;
and shortly afterwards where it enters in combination with the teaor
(page 75% of the score).

In Rica. Waener's “Lohengrin”, we find the English horn fre-
quently employed as a third oboe in the orchestra tutti; but it also
steps quite frequently from this subordinate position to a more im-
portant one, e. g., the first measure of the second scene of Aet I; in
the course of the first scene of Aot l —

[} S5
i T Ve

e . AY U 1IN ]
canlihERLES OIS B R AR AN~ SIS TE AR

and also in the second scene, where Elsa recalls to her memory
the grave warniag of Louxneany's : —

The English hotn which was quite unknown at the begimning of
the second half of this century, is, at the present day, of estimable
worth in all such bodies.

In Russian military music it is always employed, but in Ger-
many and Austria never.

r'no/clninu (Ital. Clarinetto; Ger. Die Klarinette).

§ 28. The clarinet first came into common use in the last quarter
of the previous century and derived its name from the Italian word
sclarine” (trampet): clarinetto (small trumpet) being the diminutive
of clarino. Whether the first of these instruments posseseed a tone

14+
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similar to that of the trumpet, we are uncertain of the fact. The
B-flat and A-natural clarinets which are employed in our concert
and opera orchestras of the present day, have nothing resembling
the tone of atrumpet. The C clarinet which wefind especially employ-
ed in the earlier French opera, was of a sharper and keener tone
than the two lower clarinets, already mentioned. Weser employs the
C clarinet in the “Peasant’s March” of “Der Freischiitz”; Act I, No. 1.
Most performers of the present day prefer to use the B-flat clarinet;
employing the A clarinet only when the B-flat is inadequate for the
lower notes, or when certain figures are more easily executed upon
the A instrument. The great ability which the players possess in
transposing, qualifies them to use the B-flat instrument, although
the composer may designate the 4 clarinet in the course of a move-
ment. This proceeding — although by one’s own authority — is not
always to be censured; for, the difference in quality of tone, and
the variance in key, by half a tone — extraordinary cases excepted
— of these two instruments, is not so marked as to be hardly per-
ceptible, when employed in the orchestra in combination with other
instruments. Often we find that the composer designates the 4 clari-
net, merely for a more convenient mode of notation (7. e., a key
requiring few sharps or flats); utterly disregarding the slighthy gloo-
my pature of its tone, which may be entirely inconsistent with the
nature of the composition. Take as an illustration a phrase which
begins in E-flat major, and which remains in the same mode or a
closely related one for any length of time: we must designate the
B-flat clarinet as the most suitable to be employed. Supposing that
in the midst of this movement we find a modulation to the E-major
mode, and wish to employ the A instrument for the clarinet solo,
the player must bear in mind that the unemployed cold (4 clarinet)
instrument, will not accord instantaneously in so perfect tune, with
the rest of the orchestra, as the previously long employed warm
(B-flat, clarinet) instrument.

Provided the performer is able to fulfil certain requirements it
will not be necessary for him to change instruments.

They are these: He must be able to play the above mentioned
movement equally as well on the B-flat clarinet as on the A; over-
coming the greatest difficulties; playing as effectively on the trans-
posing instrument, as on the original one. The connoisseur will
recommend that we retain the same instrument when there is not
sufficient cause existing to compel us to change. The compass of

the clarinet extends from small octave E, to three-lined E, with all
the intermediate chromatic intervals: —




THE WOOD-WIND INSTRUMENTS. 213

It is possible to extend this compass several chromatic tones

(from three-lined G, to four-lined c); but these notes are very
difficult and not possible to every player; moreover, very keen and
harsh in tone. We leave the employment of these notes entirely to
your discretion. The scale of the clarinet which appears in the above
Ex. 232), sounds a whole tone lower on the B-flat clarinet, and a
minor third lower on the A clarinet. The actual compass of both
clarinets, is as follows:

For the B-flat clarinet from small octave D, to three-lined F

233. f

L =

A Clarinet, from small octave C-sharp, to three-lined E

234. =
A Clarinet. g —7_1:
4 - - -
' §z =)

Music for the clarinet is always written in the G clef. We
employ the B-flat clarinet mostly for the flat keys, and the A clarinet
for the shaip keys.

For a composition in E-flat major, or A-flat major, we use the
B-flat clarinet and write for it in the key of F- and B- flat major,

respectively: for B-flat major we use the B-flat clarinet and write
for it in the key of C major.

#il

Beeraovex's Symphony No. 8, 4st Movement.

236a.
Bb Clarinet.

235b.
Actual sound. ,'.'
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BEETHOVEN'S Symphony No, 5, 2nd Movement.
236. Andante con moto.

)

Bbclarinet.

Bassoons.

The actual sound of both clarinets in the above (Ex. 236), is quite
evident from the underlying bassoons. Likewise we find that the
bassoons in the following example, imitates the notes of the clarinet
one octave lower.

287 Bgeraovex's Symphony No. 4, 45¢ Movement
* Imo — ] ] S

Bb clarinet.

: et P
Bassoon. %t@ — —o -]

NoT
1
-
]
"
3
j
et
o

Ha
L L
+—

When employing the A clarinet for a composition in A-major,
we must write in the C-major mode; in G-major for the E-major
mode &c.

‘WEesER, “Freischiitz”, No. 8. Actual Sound.
238. ischiitz?, N
A clarinet.
Bassoons.
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The fingering and likewise the notation is the same for both
clarinets; only the same tones becoming higher or lower when
played on the different clarinets.

All movements of many sharps or flats are very difficult to
perform, while on the other hand, movements of a more simple
mode are easily executed. Therefore, we recommend the employ-
ment of the clarinets, as shown in the following table, as the most
convenient.

We use the A4 clarinet:

for the D-major mode, and write its part in F-major,
» s DB-minor n g » w » » » D-minor,
» » A-major » 20 » w » n C-major,
»  F-sharp minor , , w w» »  A-minor,
» E'major n 9 0» " N n 0w G‘maj°r7
» s C-sharp minor , , w » s o E-minor,
» 3 JB-major w s w » u » D-major,
» s G-sharp minor , , ,, w w » » B-minor,
» y F-sharp major , , w s w » A-major,
» y D-sharp minor , , s » 1 n F-sharp minor,
» » G-major w » » »n w»n » » Bsmajor,
.  [E-minor 5 9 » w s 3 » G-minor.

We use the B-flat-clarinet:
for the B-flat major  mode, and write its part in C-major,
G-minor w3 ,» A-minor,

” ” ” ” ”

» s E-flat major n oy » w »n 1w » F-major,

» s C-minor- w oy w s s  D-minor,

» » A-flat major w 3 % w w» » i B-flat major,
w y F-minor w ) w » 1w w G-minor,

» 5 D-flat major w 3 s w» »n « [E-flat major,
» o+ [B-flat minor .y w 3w 1w s C-minor,

LI ] C-major "y » N | S major,

» y A-minor " w » »  B-minor.

These two clarinets are dxstmgmshed in tone by the higher
B-flat instrument possessing a brighter, more pleasing tone, and
the lower A instrument, — a more delicate and fuller tone. Within
the very extensive compass of both these instruments, we disting-
uish four registers. The lowest (frst register) of which possesses a
characteristic serfous quality of tone, and extends from small octave
E, to one-lined E. The tones of the one-lined octave, which comprise
the second register are somewhat weaker, and do not possess the
full, soft and charming tone of the specially melodious third register,

which extends from two-lined C, to three-lined C. The tones of
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the fourth register are very harsh, shrill, penetrating and acute,
and comprise all the tones above and including three-lined D:
it is our opinion that these tones should only be employed in a #uit:
orchestra, forte.

By the following quotations the student will more accurately
distinguish the four compasses. The notes of the lowest compass
are best adapted to sustained tones; for their tone in the beginning
is a trifle “wavering” before it becomes fixed. Weser employs
these tones at the beginning of the finale of the second act of “Frei-
schiitz” (No. 10, “The WoLr's Glen Scene”). Beginning with the
tremolo of the stringed instruments and the mournful tone of the
near lying trombones; like the low tones of the bassoons, they spread
over the above passage a tone of a horrible gloomy character.

239. Sostenuto.

0 =
. . 13 J 1 il
Clarinets in 4. & 4 i -

) PP e s —

i |
| 1
1

LLL

Uil

1 1 N | . | 1. |
Bassoons. v L —_— —— —_—— v —_—
i 1 1 ——r 1 ] | . |
l,
Trombones. — — ! ! I =
4 . | i | 1 1 - |
rr

b4 . - =
4%t Violin. st o - p i
e

2nd Violin,

Viola.

Violoncello
and Bass.
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In a similar manner WEBer employs the lower tones of the
clarinet upon the first appearance of Samuel (“Freischiitz, Act I,

No. 3, Aria of Max).
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Recit.

240.
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Recit.

Telr{po.

L

Samuel appears in the back-ground.

v

Die Vorsicht ganz ibr Haapt gewandt ?

las-sen?

pizz.
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The mellow and slightly rumbling tones of the second register
of the clarinet, are of particular charm. We quote in the following
(Ex. 241) the well known extract from the introduction of the second
theme, in the overture to “Oberon”, by WesEr.

241. ' Solo. .
4 Clarinet.
1 | 1
and Violin. i I 1 .r .|
o - | = = 1 — . |
{n I 1 | - |
Viola. &= i 1 I |
= 1 y 1 — 1 & ) |
PP e S —
P
- T 1 1 . |
0 1 1 1 . |
Violoncello. m  — - = ]
- -
_§\ X - ~—
. ! | 1l
- i ) 1l
— e e
| 1 [ 4 11
3 — t L '¥ E ﬁ
4 [ 3 - y\ /y\ __’t
Iy
: S ———
pit d' 1 Lng T EWL{E_—'.
, ‘ﬂ
1 | Y I 11
i B Fetf

Hargvy employs the single sustained tones of the clarinet in
an extremely characteristic manner, where he expresses the deep
grief of Recha, in his opera “The Jew”.
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242.

C Clarinet.

4st gnd nd
Violins.

Voa.

Violoncello
and Bass.

CHAPTER VI.

HaLEvy, “The Jew”, Act II, No. 40.

Allegro molto.
Solo. I A _ e —
A 1 A X 1 L ]
pP —
. | A & 1 ) §
pisz T
. ! 1 1 1 ) X J
pizz
. be
] T 1 1 81/ ] ]
Ppizz.
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The third register displays both delicacy and great strength
of tone in an equal manner. We present the following quotation

from “Der Freischiitz”, as an illustration: —

5.
o

—— | —
Imo g - -

Solo.

7

‘WEBER, Overture to “Der Freischiitz”.

T con molta passione.

2 2 v T T

243.
BY Clarinet.

1st Violin.

2nd Violin.

Viola.

Violoncello
and Bass,
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No other instrument is capable of uttering such a cry of despair
to the words, “Despair hath spread her snare before me”, in the
solo of Max (Act I, No.3, “Der Freischiitz”), with such power and
expressiveness as the clarinet. Within the two-lined octave, every
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tone is adapted to practical use; also, the most delicate and softest

piano is at its command.

BegrHovEN: Symphony No. 4.
244, Adagio.

A
< S £ be I
Bb Clarinet. ” ) M —4F ! L ! = L) L

v »

FELIX MENDELSSORN BarTHOLDY: Overture to “The Hebrides”.
p

Imo golo. — o~

a & NS

7 SN . A AU SRENR
W S

Ay

The simple consonant intervals for two clarinets, in the above
example, are especially charming. The tones comprising the fourth
register are — as previously remarked — brilliant, but harsh and
shrill. These tones are best employed in the forte passages of the
orchestra and occesionally in the brilliant running passages of a
concert composition which is to be played forte. We also advise

the student not to write above the three-lined F. Although the
. clarinet may not possess the extraordinary nimbleness of the flute,
we can execute upon it a great number of diatonic and chromatic
runs, as well as passages in broken chords and various embellish-
ments, with ease and certainty.
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Certain chord-figures are specially graceful, e. g: —

anms:nn: Ouverture to “The Legend of the Beautiful Melu-
sina”.

246. Allegro con moto.
b l', 11 I‘Eﬁ
ist B — 1 ) m— — > — —=
. 1| ) | & 1 i | P J - & ™
Clarinet. - . =t — . - |
PP rp
qnd Bb —t—== } & - =
Clarinet, F - = - o ﬂ' =
o/ .\
Py )
%5 = s e r L
1 — | - 1 1 I A M 11
A | + + 1 t 11
—— &
) - i1
! it
. vt — ; +—+ 1
74 T
MerDELSsSOEN: Symphony, No, 8, Op. 56.
Vivace non troppo. = 126.
247. ms  ———
| - 1 . - P .L fE;F l .F I
Bb Clarinet. o o—o-  J f I?::P q-' i i |
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BeeTHOVEN, Symphony, No. 8 Finale.
Poco Andante.
248. Imo

Bb Clarinet. ;:_-"...,;A/-}\-r

B
R - S
a0 CANBE o W W
) LA— i —

We must caution you against the use of certain trills and trill
figures, for on the clarinet some are impossible and others are very
difficult and cannot be produced of pure intonation. In France as
in Germany there has been many attempts made to improve this
Imperfection; nevertheless we must designate the following trills
as impossible on the German instruments: —

and all the 2 trills
NB. above = this.

The trill marked NB. is impracticable on the French instrument.
Moreover, the following trills are difficult to produce:

250, A

B> P ¥ —

. ——

=

-

Jadassohn, Instrumentation. 15
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That the character of the tone of this instrument, is unfavorably
modified in proportion to the increased employment of flaps (keys)
and holes along the tube of the instrument, is not to be relied
upon as a fact.

Also, we find that the four registers are of a more homogeneous
nature on the new French instruments; the notes of the three-lined
octave are easier; special difficulties are greatly facilitated; — yet
the tone of this instrument is not quite so free, open and noble as
the previously employed clarinets.

Whether the benefit derived from this new improvement, counter-
balances the loss of melodic and characteristic tone, we are undecided.
We always employ two clarinets in the orchestra: a first, and a
second. The tone of this instrument mixes admirably with that of
the horns, flutes and bassoons; moreover, when combined with one
or two oboes, their delicate and melodious tone is greatly streng-
thened by the peculiar sharpness of the oboe. In the tuiti orchestra
forte, the clarinets are well employed with the oboes, by leading the _
first clarinet and oboe together, and the second clarinet and oboe
likewise.

Although the tones of these two instruments are entirely unlike ;
they sound well together, but do not mix homogeneously. By the
employment of these instruments alternately, they produce a charm-
ing effect through the different character of their tone, as will be seen
from the following: —

o
=

H-ﬂ1
——

Fr. Scausert, Symphony, C-major, 224 movement.

261. Andante con moto.
2 - 1 - 3
st Flute. w T :i
vII s 3 1
F-:—\\ /——-—-\
____";#p_":g:{:_ @ .
48t Oboe. { + ' 11 ltE
QIJI = p ) - ' y J
— — a
Ast Clarinet 2 G o f=r— ]
in 4 E:;l - - =1 o |
. A 7A e _3 | M 1 | s vt s 1
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. The tone of the horns mixes well with the middle notes of the
clarinet’s compass, as shown in the following: —

‘WeseRr, Concert Piece, Op. 79.
262. Tempo di marcia.

Uer——t—=
Bb Clarinet. s - C—o -0
\ay,

Horns in C.
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The delicate and melodious tone, which is produced by the

combination of flutes, clarinets and bassoons, we illustrate by the

following (Ex. 253a): —

“WEesEen, Euryanthe”, Act 1I, No. 12.

Larghetto non — —~

263a.

2 Flutes.

2 Clarinets J
in Bb.

2 Bassoons. P4 — E['li — ;' — i
- —
[(EEE=— = E==s
“ o
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A 225
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The tone of the clarinet also mixes well with the stringed instru-
ments (Violin and Viola); in the cantilena especially, they greatly
strengthen and give to it a fuller tone. We will discuss this later
under the chapter of the orchestra, which treats of the doubling of
the melody, by many instruments. By adding the oboes to the mellow
and delicate tone of the wood-wind instruments and the horns, their
tone is greatly strengthened, e. g: —

263b.

¢le)
ll::Z

2 Flutes.

gl
)
So=s
ol
-HJJ
REER
aEmE (
I
anue
IR

2 Oboes.

2 Clarinets
in 4. L 373 ] ! I —= =

2 Bassoons. || S 1 1 1 =3 11

2 Horns in E.

In the military band we employ besides the B-flat and 4 clarinets
of the opera and concert orchestra, many others in different keys.
They are:

The C Clarinet.

Music for this instrument sounds as written.

The E-flat Clarinet (High),

sounds a minor third higher than written, e. g: —

Notated. = Sounds. g
6 — £ — 1
2Bis f———— 4. G i
o & o

= L4
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The F Clarinet (High),

sounds a perfect fourth higher than written. This clarinet has a
sharper and keener sound than the C and E-flat clarinets.

The A-flat Clarinet (High),

is the smallest of all clarinets and sounds a minor sixth higher than
written. Its compass extends from small octave E to three-lined C.

Notated. Sounds. ba
= = :
T = PN —— =
v - o/ - -
v

Of rarer use are the clarinets in D and G, as are also the low
alto clarinets in F and E-flat. These many different kinds of clarinets
are used only in military band music. But of ordinary use we find
the B-flat and E-flat mostly employed.

The Bass Clarinet.

This instrument is an octave lower than the B-flat clarinet and
bears the same relation to it as the violoncello to the viola. Although
the compass of the bass clarinet (one octave lower) corresponds
with that of the ordinary B-flat clarinet; it is best to employ the
highest tones unfrequently. On the contrary its lowest notes are
of excellent quality and exceedingly sonorous.

Music for this instrument is mostly written in the G clef and
its complete compass exceeds three octaves, extending from small

octave E to three lined G.

Notated. Sounds.

256a. 256h, ==
=" 4

i

z

Within this compass the instrument possesses all the inter-
mediate chromatic intervals. The tone of the bass clarinet is of a
sacerdotal and impressive character: the lowest tones sound full
and solemn, the highest a trifle obscure. Meverseer introduced this
noble instrument in the orchestra. The student will obtain a good
conception of the compass and character of the tone of this instru-
ment, when he recalls to his memory, the following passage from
“The Huguenots” (Act V).
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25%. Mevenseen, The Huguenots, Act 5, Trio.
Molto maestoso. —

Bass Clar. '
in Bb. ) - = - @

¢ p cantabile = —
g £
- ~f
%'9—7 . — ¥ E
b | L 1 el > | e ™ |
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Ricn. WaeNer in his opera “Lohengrin”, employs besides the
B-flat bass clarinet, an instrument in 4, for which he writes in the
violin clef, a minor tenth higher than he wishes it to sound. But
frequently we find that he uses the F and G clefs alternately, using
the F clef for the low notes and the G clef for the high. We write
for the B-flat bass clarinet, in the F clef, one tone higher than
we wish it to sound, and for the 4 instrument, a minor third higher
than we wish it to sound.

In the tutti orchestra WaGNEr leads the bass clarinet partly with
the bassoon (which represents a bass voice), and partly with a deep
middle voice. In a characteristic manner he (Ex. 258) employs the
bass clarinet, by doubling it with the English horn one octave high-
er, e.g: —

(3 »”
268,  Modssately slow.

> > >
Englo Hor. Mﬁﬁ:ﬂ%ﬁ

> %" %"
b4 — >—- rp

e e Fom e B S
! | pe 1}
P — = PP
In the above quotation the impressive tone of the English horn
is strengthened by the solemn, serious tone of the bass clarinet.
Of a more sublime effect is the following solo for bass clarinet
from the first act of “Lohengrin”.

L 22 1 o ]
S S A
0

Bass Clar. in
»a
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2569.

Bass Clar-
wet in Bb

dim. ) P —

The serious character of the bass clarinet is not well adapted
to rapid passages and shakes; but, as a melodical instrument, it can
be most effectively employed. In a tutti orchestra this instrument
when used with the middle tones of the bassoon, — which sound
a trifle dull — greatly enhance their fulness and stability and pro-
duce a nobler effect of tone. At the present time we find the bass
clarinet in all large orchestras; the B-flat instrument being most
commonly employed. In military band music, the bass clarinet is
universally employed.

The Basset Horn (Ital. Corno di basseto; Ger. Das Bassetthorn).
This instrument has a compass from small octave C to three-

lined C, and is not to be found in our modern scores. Mozart
employs two basset horns in his “Requiem”; also in his “Serenade”
for wind instruments (2 oboes, 2 clarinets, 2 basset horns, 2 bassoons,
2 horns and double bassoon). Of the mere recent composers, HaLgvy
in his opera “The Jew” is the only one who has written for this in-
strument. But the author has never heard this passage (Ex. 260)
from “The Jew”, performed as it is written. In Leipzig, formerly,
the basset horns were replaced by two oboes, recently, by two Eng-
lish horns. Music for the basset horn is written a fifth higher than
we wish it to sound.

260, . Harkvy, “The Jew”, Act IV, No.>l9.

Clarinet in Bb.| }f

Basset Horn. ¢ r

Bassoon.
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The Bassoon (Ital. Fagotto; Ger. Das Fagott).

The bassoon possesses a compass of three octaves; extending
from contra octave B-flat to one-lined B-flat, with all the inter-
mediate chromatic intervals. Within this compass we must distinguish
three different registers.

The extremely low tones
261. 9 i
(and perhaps still another tone higher), are very strong, full, power-
ful and magnificent in sound.
In our orchestras of the present day, where we do not find
the real bass trombone, the lower tones of the bassoon ean well
be utilized as the bass of the weed-wind instruments, in case

we do not wish to associate the trombone with the tuba as the
lowest voice. The second register extends from great octave F to
one-lined C; these tones are feeble, dull and obscured. In a very
characteristic manner, this register is employed by Mzvemerer, in
the 374 Act of “Robert The Devil”. The gloomy procession of the
reswrected nuns is accompanied in the following manner by two
basseons: —

esa
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Meverseer, “Robert The Devil?, Act IIL
Andante sostenuto.

262.

Bassoons.

The highest tones of the bassoon, extending from small octave
B to one-lined B-flat, have a thin, strained and anxious quality
of tone. Weeer employs this register in many characteristic solo
passages, €. g: —
WEeBER, Concert Piece, Op. 79.
e .Solo. /\b - b . % o Hzl’;
—ppp bl hod "" ‘E‘ '!t . f’

1 | |
-+ 1 —
1

] Y

] 4T
& 1
LY

Dy

1
Bassoon, H =7
dolce.

The recitative of Euryanthe, where she appears alone in the
solitary forest, begins with the following solo for bassoon:

‘WEeseg, “Euryanthe”, Act 111, No. 17.

1.
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Bassoon. F 2~ —— i T =
1'4 ) 1 J
a piacere.
Eresr, - 0/
FrrTe o e, |
n% |y B I ! J + ) I
===

In the above solo, we designate the high one-lined B-flat as the
extreme limit of this instrument’s compass, and we caution the stu-
dent not to enter upon this tone freely. The bassoon is very little
suited for rapid passages; only in a luiti orchestra when it is sui-
tably doubled, can we arrange it as in the following (Ex. 265): —
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265. MEYERBEER, “Th? Huguenots”, Act II, No. 8.
Poco Andante. g == 76.
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In the lowest as well as in the highest tones of the bassoen,
all such slurred passages as we find in (Ex. 265) are impossible:
Likewise the following trills are impossible:

~ BEEEEEE
—EEEEs

On the older instruments, the trill of small octave F-sharp and
/‘

G-sharp % was impossible.

By the addition of a new key or flap, Almenraeder of Wies-
baden has greatly facilitated the execution of such movements. On
bassoons of the Almenraeder model, many trills which were hitherto
partly impracticable and difficult; and, likewise slurred passages
in rapid motion, are practicable and easily executed.

Unfortunately the above named instrument is not in use.

The following trills are very difficalt —

267, =

v_*
and also all trills on the highest tones.
In the orchestra we generally have two bassoons, a first and
a second. The highest tones of this instrument are generally written
in the tenor clef. In consequence of the large compass of this in-
strument, we can employ it equally as well, as a tenor or bass
instrument.
As previously remarked, the tone of the bassoon mingles well
with that of the trombone, clarinet, and especially the horns, e. g:—

il

FrANz ScHUBERT, Symphony, B-minor, 45 movement.
268a. Aliegro moderato.

2 Bassoons.

3 Horns in D. *:J
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968 b. ~
2 Bassoons. 4 f‘

” >—
2 Horns im D.

By employing the bassoon in unison with the violas and violon-
cellos, the tone of the stringed instruments is.greatly augmented
in fullwess and reundaess.

This method of empisylg the bassoone is espedislly td be
recounméndod with the santilena.

From the following extract which we present from Marbiissomn's
Overture “The Fingsl's Gave”, withost the secompenimest of the
striniged iontroments and Lermonis filling notes of the flute; we will
sde thet Mmtvmssohe cémbined the beusseons witli the vicloneellu:

Allogre modersto.
269, s SR CADIRDID -
2 Bessoens. 0 1 ==.-§E
) ~

Violoncello. )

Jadassohn Imstrumentation. 16
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The Double-Bassoon (Ital. Contrafagotte; Germ. Das Kontrafagott).
has a compass from great octave C to one-lined D; which rea]ly
sounds an octave lower than written.

With all the intermediate chromatic intervals. Sounds

2
2108, 3 — = = e10n. IF——=}

— s | =~

The double-bassoon bears the same relation to the bassoon as
the double-bass to the Violoncello. Brermovex in the finale of his
5t Symphony, reinforces the double-bass with the double-bassoon,
in the tutti orchestra forte.

This is also the case in the finale of his 9 Symphony: only in
the Allegro assai vivace (=84, alla marcia) we find that the double-
bassoon begins with the second bassoon all unisono; but later in
the pianissimo passage, it accompanies it in the lower octave. It is
re-introduced with full force fortissimo, with the words “Freudig
wie ein Held zum Siegen”. In military bands this instrument is
generally introduced and is used for strengthening the basses.

We must carefully avoid using thisinstrument in rapid passages.

CHAPTER VIL

THE BRASS INSTRUMENTS.

The Horn (Ital. Corno; Germ. Das Waldhorn).

§ 30. Up to the middle of the present century, only the “hand-
horn” (Ger: “Das Waldhorn”) or natural horn was known in Germany.
BeernovEN, ScruBerT, WEBER and MENDELSSOEN, the four greatest
masters in the art of writing for the orchestra, have with this simple
instrument, singly or in combination with one or more horns, pro-
duced the grandest effects, notwithstanding its limited compass. We
have a complete family of horns in all keys, from B-flat (low) to B-flat
(high), and by employing several horns simultaneously in different
keys, we obtain a complete chromatic scale. Horns are of different
sizes; so, consequently the power of tone from the one, is greater
than from the other; also, the resonance varies accordingly. The



THE BRASS INSTRUMENTS. 243

original horns in B-flat (low), C, D, E-flat, E, F, G, A (high) and B-
flat (high), can, by means of a “crook”, (i. e. a small piece of tubing
which lengthens the tube of the instrument) be lowered a semitone.
By this process we obtain the horn in B (low or high) from the C
horn (low or high); and by the same means the horn in D is trans-
formed into D-flat &c. We must distinguish in general, between
the two different tones of the horn, namely: the open or natural
tone, and the closed or stopped tone. On the other hand, we must
also make distinction between the half-and the full-stopped tone.

In the following quotation we will consider the natural tones of
the horn:

o =

271 -
B
We. observe from the above, that the first tone, the lowest G
Eis only possible on horns whose keys are high; on the con-

Ll

trarg the highest ¢, can only be given by horns in the low keys.
All horns are transposing instruments. In the foregoing quotation
of the patural harmonic scale of the C horn, only the two lowest
notes, sound as actually written, the others sound an octave lower
than notated.

Actual sound of the C horn: —

272, D= 7—2—’:%

y_o_"_____l
- o/ Y
>

As two horns are the least we write for upon one stave, we,
therefore, in writing the lowest tones of Ex. 272, always notate
them in the bass clef — when the second horn is given the lowest,
great octave ¢ — in the following manner: —

213, F——]

s

These notes sound as written; all others are written in the
G-clef and sound an octave lower than notated.
In the following table we present the natural (open) tones of
the horn in every key:
16*
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From the above table (274) we see that the grest octave B-flat

is the lowest tone of the horn, and the two-lined f, the highest.
Thus, in the following we observe:

1. It is always easier to produce high sounds than low sounds,
on horns in the low keys of D, £-flat, E and F; and, on the contrary,
it is impossible to produce high tones on the horns above F (as can
be seen from table 274) :

2. The highest tones must only be given to the first horn; and
the lowest {0 the second. Horn players sometimes use different
mouthpieces: ¢. g., the first horn players use a monthplece which is
slightly narrower than that of the second, and can only produce the
higher tones; while on the other hand, the mouthpiece of the second
horn is a little larger and the low tones can be produced easier
than the high. Omly in a solo for the horn we find an exception to
this rule, e. g., the horn golo in the prelude to the cavatina of Grorex
Brown, (BoreLpieu, “Weisse Dame” No. 41).

In the Adagio of Bxearovex’s 9% Symphony, the following solo
for the second horn in E-flat, is very difficult to execute:

275. Solo. Adagio.
Hern in EV.

3. That, in a chord progression, the higliest ¢ and 7 can only be
taken from a lower natural tone; but never, from a distant tone by
a skip, or in other words, be introduced in a free manner, €. g: —

- Besthoven’s 204 ymphony, Larghetto,
276- ’; /: .
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The foregoing passage in example 276, is by no means easy
to execute, as it must be played piano.

‘Weber, “Der Freischiitz”, Act I, No. 2.
294, Moderato. ~

~ ~ -
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The above quotation for horns from “Der Freischiitz”, appears
with chorus and full orchestra fortissimo.

In the following passage from the Scherzo of the 3 Berrnoven
Symphony, we find the E-flat for the first horn taken in diatonic
order.

This quotation is to be considered as a solo passage for the
horns:

278. Allegro vivace.
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The scholar will see from the above illustration (Ex. 278), that
the part for the third horn is higher than that of the second. We
therefore, make the following statement. In case we have to employ
more than two horns in the orchestra, the third must be considered
as a first horn, and the fourth as a second. Therefore, we generally
find the third horn written higher than the second.

The following chord for four voices —

must be written for four horns, in the following manner:

2%. I 8
1 and II Horn.
% &

0

IIl and IV
Horn.

—— * & V - -
T T z
By considering example 275, we find tonies which can only be
produced on the horn by the artificial means, known as “stopping”
— 4. e., produced by closing the hand, so that the thumb rests
against the forefinger; and in this manner, inserting it in the bell
of the instrument. In the following table, the notes in the lower
clef, which are all a semitone lower than the “natural” tones in
the upper clef, are easily produced by half stopping: —

Natural Tones. NB.
0

n __?_P'—? 10
="
) 4 - ' T
281. Half-stopped.
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In the above table (Ex. 281), at NB., the natural harmonic B-
flat is a trifle too low for B-flat; so, consequently the underlying
A, resembles very closely a “natural tone” in sound. We see from
the first few bars of Scausgar’s Symphony in C-major —

289. Andante. NB.

o 11 o Joa !E‘L‘J:q
anominc.EH o —
. h /S e e . —

'L‘;L 2, i "f.'. T
of L Y = - = ”-»---‘- TTTTCTV  CWYWETTWY

shat the pete F, marked NR., is alse easily preduced by #stepping®,
and differs but nry little in aonnd frem an open tone. On the

the low F-sharp or G-flat can be predueed by merely relaxing the
pressure of the lips upon the mouthpiece. Therefors, the following

illustration from the S¢herzo of the 7t Bexvmovey Symphony, is sasy
to produce and very pure in tone: —

288,

11 Horn in D.

Alse een the semitones above G {as A-flat or G-sharp), be pro-
dueed by forelng the tone, t. ¢., in plain language — a slightly
ﬁm;r'.pressure of the lips agalnst the meuthpieece. Censequently
the at marked NB. (Ex. 284), whiech naturally sounds a trifle
lower, can be produeed purely by a slight overblewing er forcing.
The more the bell of the instrument is closgd by stepping, the tone
preduced, will naturally sound all the more muffled apd flattened,
and censequently will be dull and have very little brilliancy.

Such tones are very effective and of reat pesthetic value,
when employod to produce charaeteristic eﬂﬁocts such ps pensive
melancholy, grief, pity and distress. Ses the ﬁxllnwmg iJlustration
from Rien. Waensn's “Lohengnin” Aet 11: —
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Such “whole-stopped” tones, which are formed by almost
entirely closing the bell of the instrument, can only be produced
from the higher natural tones. The lowest available or practical

“whole-stopped” tone is . As the B-flat, one tone above

(as we have already frequently remarked) is a trifle too low, the
production of this A-flat will be comparatively easy and of pure
intonation, nevertheless it will sound muffled. The lower natural
tones when “whole-stopped”, give forth faint sounds of very little
resonance and are difficult to form. All stopped tones are more
easily taken in a descending progression than in an ascending. There-

fore, the following passage from (Ex. 273) “':."_ =
——’4—

is exceptionally difficult to perform. And also the very best of horn
players, will not be able to render the different open, half- and
whole-stopped tones in a uniform and artistic manner. In the follow-
ing, we present the complete scale of the horn: —

Only possible in keys Produced by relaxing
of Eb, and above. - pressure of lips.
285, 5 E— —
1 8 1 v]l_ 1 B |
z = i
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. muffled sound.
‘4}' 4?, 1 1 I I I
A o
very muffled in sound,
see Ex. 284,
be

LLlL)

—mmE

v only possible on horns in the low keys. ‘
Consequently the great octave B-flat E as the lowest;

: b=
and two-lined E-flat, E and possibly F as the highest(ina

corresponding key), are the most feasible on the horn. In the cantilena
(melody) we cannot exceed two-lined C or D-flat; it is also hazardous
toexceed two-lined C-sharp (or D-flat)onahorn in a high key(“piano”),
when the above mentioned two-lined c is an open tone. Therefore,
the following entrance of the horn in the coda of the first movement
of Beerroven’s 7t Symphony, is by no means easy to produce in a
delicate ptanissimo:

286. — 4 .
2 Oboes and e t 21 H- —t
2 Clarinets, [d o e L }%: 1
F T
0
1 1 N
2 Horns in 4. é g — ¥ — e
o/ . N
{ 1 | A P
-
L -r m |
Violins. — i 3
'Cello and
Bass.

On the contrary, in the following solo (Ex. 287a.), the last note
~— two-lined D-flat — is easily produced from the precedmg slurred
natural tone, by overblowing: —
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287 BeetnovEN, Sinfonia Eroica, Movement 4.
a. 5010, ———rmsrem__ _ ——
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The character of the tone of the horn is not always melodious
and smooth in the high keys.

The keys of E-flat, E and F are the most fayourable for the horn
and should be employed as much as possible. The last named instru-
ment, horn in F, is far superior to all others for solo composition, The
sound of the horn mingles most admirably with that of the reed family
(Clar. and Bassoon), as will be seen from the following: —

Rossivg, “Wilhelm Tell?, Act I, No. 2.
287b. All’ogrg, sogfo voce ’ ’

3 Clarinets in{F¥ Smemme
Bb. ‘ ]
2 Bassoons.
£ Horns in Eb,
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Formerly, we found only two horns in the orchestra, and the
old masters such as Havon, Mozart &c. were perfectly contented
with that number. When two horns are employed they are gene-
rally of the same key, but, as an exception, we call your attention
to the first movement of Mozarr’'s G-minor Symphony. We find
there, the first horn in high B-flat and the second in G. The natural
tones of the horn are used chiefly to fill up the harmony and a few
of the half-stopped tones can be used for the same purpose. In
BrerHOVEN's 9% Symphony we will find that he only made use of
two horns.

But at the present day we find most invariably, four horns in
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every concert and opera orchestra. The following is a very simple
movement for four horns, from the first Act of Rossine’s “WiLaELM
TeLL”: —

287c.
4st. Horn
in Eb.

2nd Horn
in Eb.

8rd Horn

in Eb.

4tk Horn
in Eb.
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Weser by all means understood how to produce the best effects
with the horn. We call your attention to the following, as being
Hotn solo in the beg

most excellent for study,
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Overture; near the beginning of the “Freischiitz” Overture; the
Hunter’s Chorus (No. 45), from the same opera; Hunter’s Chorus
(No. 18) in the third Act of “Euryanthe”; the horn obligato to the
Mxzrmains’ Song (No. 45) in Oberon; and the following quotation
from the “Wolf's Glen Scene” (“Freischiitz”, Finale of the second
Act) which accompanies the misty stag that is pursued by the hunts-
men and skeleton dogs, and is of a discordant nature.
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In a tutti fortissimo, the horns are admirably employed to streng-
then the harmony in the middle register, and occasionally the fourth
horn can be given the bass. But at one time it is impossible, and
at another very effective for the fourth horn (relative third) to con-
tinually double the bass, as the second bassoon. The ﬁrst horn can
occasionally be employed to double the melody.

We call your attention once more to WEeser's Overture “Der
Freischiitz”, Euryanthe &c. The scholar will learn from these, the
best manner of employing four horns in the whole orchestra (Tutti).
Although the forte or fortissimo of a single horn, is never the same

“energetic tone as that of the trumpet, or of the powerful fullness of
the trombone, it will on the contrary, when combined with three
other horns, give forth a most majestic — when suitably arranged
— and harmonious forte. Four horns when played in unison in a
fortissimo passage, are of extraordinary power, and are to be heard
in the largest orchestra.

MenpELSsoBN was the first to employ four horns unisono, and
therewith, we discovered a new and particular effect of this instra-
ment. See MenpELssonn’s 3*¢ Symphony, Op. 56, Finale, Allegro
maestoso assai. The melodious and rich sounds of the horn become
rough and shrill when the player changes the bell above. This is
expressed by all composers in the following manner, “Bell high”.
As can be seen in the third part of Joacaix Rarr's “Forest Symphony”

(Op. 153).
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The Ventil- or Valve-Horn.

§ 31. We have previously observed, that for certain-keys,
crooks were adjusted to the horn, and these, together with various
others, often smaller coiled tubes, render the production of the
natural tones all the more difficult. These imperfections, such as
the uncertainty of the stopped tones, were greatly relieved and
improved by the invention of Henry StoLzeL (in the year 4844).

The above named master first made a horn with cylindrical
ventils (or valves), by which we could change an F horn readily
to a horn of a lower key. In the present day we employ almost
exclusively horns with three ventils and, as to the kind of ventil,
namely: box-ventil,tube-ventil or cylinder-ventil, it is quite indifferent,
for the sound produced and the management is quite the same*).

The specially favored keys for the ventil-horn, are those of
F, E and E-flat (see Ros. ScruMaNN's, “Manfred” Overture). It is
quite indifferent as to which key the composer designates, as the
fundamental principle remains the same; for the players will most
invariably use their F horn and transform it into the one named.
By the great dexterity and unerring certainty in transposition, which
all horn players more or less possess, it leaves the composer to
write as he finds it most convenient. For he can always be sure of
a correct performance, even when the player does not strictly ob-
serve the designated key. But in another instance, when we wish
to produce particular effects by means of the half- and whole-stopped
tones, the performer must observe strictly, the prescribed key of
the composition. This of course must be precisely expressed by
the composer (see Ex. 284). The construction of the ventil-horn is
equally as simple at it is ingenious. In the principal coil of the tube
of the horn are found other pieces of tubing which are opened by
the valves. As long as the valves are not employed by the per-
former, the principal tube only is open, and the instrument can be
used in the same manner as the “natural horn” (Waldhorn).
When we press down the so-called second valve, it leng-
thens the principal tube to such an extent that the tone produced
sounds a semitone lower than the original tone (as on the “natural
horn” without the use of valves). The first valve lowers the original
note a whole tone; these two valves (1 4 2), when employed simul-
taneously lower the original tone a minor third (3 semitones). By
pressing the third valve alone, we can produce the same effect (. e.

*) The above-named ventils which are merely literally translated, are
commonly known as valves, pistons and cylinders. — Translator,

17*
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lowering a note 3 semitones). By employing these valves in various
combinations: the F horn can readily be changed into an E, E-flat,
D, D-flat, C and B horn. Beside the use of the E and E-flat crooks
for certain keys, it is better that we employ the G and A crooks for
high keys, for they greatly facilitate the production of the higher
tones. So will the following very difficult passage of the Mass by
Bace in B-minor, for the “Corno da caccia” (hunting-horn), be much
more easily produced, if the G crook is employed in place of the
D crook. Therefore, the “Aria, Quoniam to solus sanctus” in D-major,
is written for the horn in D.

Aria.
288D . F g- IF ) - ' 4 n |
COl'llO - - 1 e —— B t =1 —]
da caccia. [k I 1 1-¢ 1

Bassoon L ||

Bassoon I1.
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But unfortunately the resonance and sweetness of the tone of
the horn is lessened in accordance with the number of valves simul-
taneously employed. A horn solo which in the course of a musical
composition appears in two different keys, and is performed by one
and the same horn in both these keys, is without exception, never
so beautiful in effect, as when it is performed by another horn in
the appropriate key. As will readily be understood from the follow-
ing melody: —

— — — —

289. Solo.
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We think that when the first part of this movement in G-major,
is played by a 1* natural horn in G, and the second part, by a 3
in C; we think that the quality of tone produced will be much more
beautiful, than when the same passage in both keys is executed
upon one and the same horn. Apart from this that the beauty of the
tone 1s lassened in accordance with the number of valves employed ;
it is also true that the purity of intonation is greatly debased. A
skillful performer will certainly know how to improve this condition
in the production of pure tones, but he cannot prevent the rough
and less noble tones of the horn, which result in accordance with
the employment of ventils, to lower the original key of the instru-
ment. This actual disadvantage offers to the ventil horn the benefit
of a complete scale with all intermediate.chromatic tones, from great
octave B-flat to two-lined E-flat. We must therefore use the low tones
very cautiously, when they are not open tones, and they must only
be employed in the full (Tutti) orchestra, in a forte passage. The
scholar must always consider, that a valve-horn does not differ from
a natural horn, which can without detriment, produce from its
original key six other keys.

Rapid diatonic or chromatic progressions never produce a good
effect, although when executed by the ventil-horn, for they are not
adapted to the nature of the instrument. The composer of our time
must candidly renounce the natural horn, as the ventil-horn is
everywhere in general employment.

The Trumpet. (Ital. Clarino or Tromba; Germ. Die Trompete).

§ 32. The trumpet, likewise, is only employed as a valve in-
strument.The open tones of the trumpet are the same, as those of

the horn, with the exception of the small octave c.

ol

290, f————= =
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The one-lined B-flat marked N.B. is a little too low for B-flat,
and the two-lined F in parenthesis, can be treated as an open tone
for it is easily produced, but is a trifle too high. The performer
knows how to improve the intonation in both deficiences. We may,
however, observe that it is very difficult to obtain a pure one-lined
B-flat, in a piano or pianissimo passage. In tone, the valve trumpet
is precisely the same as the natural trumpet. We give only the
scale, which is at the disposal of the valve trumpet. The practical
compass of the valve trumpet, extends from small octave F to
two-lined A4, and, in cases of absolute necessity perhaps two-
lined B-flat and B-patural. The tones above two-lined C can no
longer be employed in a piano passage; likewise with the tones
above two-lined G which are no longer employed in a fortissimo -
movement. When the old masters such as Baca and HinpoeL wrote
for the trumpet above two-lined G, in chord-formations (figures),
as well as in diatonic passages and in many instances as high as
three-lined D, it was at that time fully practical, for the trumpet
then used was of an entirely different form to the one of the presen
day. The best key for the valve trumpet is that of E-flat, for which
we write a minor third lower than we wish it to sound. But trum-
pets in other keys are also used, besides that of E-flat, the trumpet
in F is frequently employed. With the F trumpet all notes sound
a perfect fourth higher than written (notated). Music for the trum-
pet is always written in the G clef.

Compass of the Valve-Trumpet.

201. Rough, not noble. Not especially beautiful in piano.
Actual Sound. P - i B
S
S T T T
~ Notation:
Trumpet in E-flat. + — i
Y 1
s = SsEEE
o Notation: .
Trumpet in F, A I =
6 - #

q
Tl
ol
Kl
g1
L
K[
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Very
In all keys excellent. Only good in forts. _ violent.
i -

We usually find two trumpets in the orchestra, a first and a
second, and occasionally three. The tone of the instrument is neble
and strong, particularly in the middle register. Not only may the
tones of this register be used for harmony passages, but also for
strengthening the force of the rhythm in the tuiti orchestra. The
true piano is little adapted to its nature, but on the contrary, when
certain characteristic effects are desired, they can be produced by
the trumpet in piano. ‘

RoB. ScHUMANN, Overture “Manfred” op. 148.

292, Affettuoso (Leidenschaftlich). 2
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The most beautiful effects of the trumpet, are those of the
sustained whole tones of the harmony in a piano passage, with tutt
orchestra, as we generally see employed in combination with the
horns, for filling up the harmony. For strengthening the melody,
the trumpet is best used in a slow, sustained Cantilena. As a matter
of course, only the middle register is best adapted to such a pur-
pose, with two-lined E as the limit.

The extraordinary power of the higher tones of the trumpet
can easily be imagined by the pupil, when he recalls to his memory
the Coda of the Finale of Beermoven's 7t Symphony (4-major). In
the fortissimo passage for two trumpets in D, the two-lined F (the
tone after two-lined G) in the 39t measure preceding the end of

-
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the “Festival March of the Bacchantes”, is sounded by the two
trumpets with the greatest power. The strength of the trumpet’s
tone gives the rhythm the greatest possible precision, from which
comes the facility of producing certain repetitions of the same note,

e g.:

208, ST
o/ E) 3

Such rhythmical movements are distinctly characteristic to the
trumpet, and can be produced clearer and more precise by it
(especially in piano), than by the horn.

This can be easily seen from the followmg example, which we
presume is familiar to you.

FRraNz Scruseht, Symphony C-major.

(] -
294 Andante con moto. » q . lr
Ne o o o ~
-
2 Oboes. ! H
e | . W . A |
p> = T = =
i N
2 Clarinets = =) Yote—s—
in A. a3 - 17 o —— 11
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2 Bassoons.
S L H L -
P
® I :
{ | Y [ § - 2
2 Horns in C. ¥ w
I .
4 Trumpet
in A,
4st and 2nd | T
Violins and i — — +——+
Violas. » ; :

'Cellos and : — F s
Basses. - -
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When we combine the oboe with other reed instruments, the
characteristic power of its tone always retains a certain individuality;
and likewise with the trumpet, for when it is combined with other
brass instruments, its tone is always a little more prominent than
the rest and it never mingles so perfectly as is the case with the
horns and trombones. Combine the trumpets with the last named
instrument (trombone) in such a manuner that the first trumpet will
have the leading of the melody. '

M

MEYERBEER, “Robert the Devil”, Procession of the Nuns.
Andante sostenuto.
296. Solo. —
4 Horn in
E-flat,

2 Horns in C. || o]

H
!
b

8 Trumpets
in B-flat.

Trombones
and Ophi-
cleide.

Tympani in
C and G and
Tamtam.

Cellos and
'Basses,




268 CHAPTER VII.
° L1
) Y 1) s 1
-
4
poco cresc. oPp
—
poco crésc.
LY [
Y
- L pep -
E E | H | - 1 ! i 1 A J
N~ ¢ == 7
0 —T —
7 ] - — To—a—J T S
- — re q 1 - 1 I 4 et | - — ﬁ
. | 1 In WA | 1A 1 . | | I . In)
VA = - 1 b ) A . | =N .
o - - b= —
poco cresc. P0CO cresc
— |~ N
* — % 'Ct
0 1 1 =N | s - =
1} 1
— A 1
} — . et 1 - 1 | 1 |
4 poco cresc. PPP FF S 3
$oc Srose- — poco cresc.

+ b poco cresc.
IE. %!:g , g 4 J ehP
- -
Ophy. r‘t '
poco cresc. ppp poco cresc.
— —_
RS 11

EEE=S=SE




THE BRASS INSTRUMENTS. 269

Another example in which the trampet has the leading of the
melody, we quote in the following, from the same opera “Robert
the Devil”. The accompaniment of which is also by & horns, 3 trom-
bones, ophicleide, tympani, 'cellos and basses. From the above
Exs. 295 and 296, the scholar will see that MEevErseer employs
the ventil-trumpet as a melodic instrument and writes for it in the

same manner (with the exception of a few notes) as for tbe natural

trumpet; also, that the melody does not exceed two-lined ¢ and is
of a serious lyric nature.

MEYERBEER, “Robert the Devil®, Act V.
296. Andante caniabile. -~
L
2 Trumpets
in 4.

The many different chord-figures (Fanfares) which are easily
produced on this instrument are especially adapted to it and is its
chief characteristic.

Such passages will be heard in serious concert music as well
as in the opera, e. 9., Beeraoven's Overture to “Leonore”, RicEARD
Waener's “Tannhiuser March”, MenpELssonn’s “Wedding March”



270 CHAPTER VIIL

from the “Midsummer Night's Dream”, and the Finale of Rozrrr
ScaumanN’s 37 Symphony. Trills in the middle register of the trum-
pet are easily managed, while on the other hand, a long repetition
of the same note by “tongueing”, is difficult to perform.

Such a quotation as the following:

207.

is only to be required of the cleverest performers.

In military music we find ventil-trumpets in various keys, such
as B-flat (low), E-flat, F and B-flat (high). Those of E-flat and F
being mostly employed.

Half-and even full-stopped tones are practicable on the trum-
pet, but when employed alone, do not sound well and as we find
only valve-trumpets in the concert and theatre orchestras of the
present day, they are entirely unnecessary. Before the valve-trum-
pet came into use, the old masters from Hayon to MenDELssoBN and
Scaumany, utilized mostly only the open tones and some of the
higher tones which were easily obtained as half-stopped tones. It -
is best in writing for the valve-trumpet that we consider its nature
and character, and write in conformity therewith. We can éxecute
diatonic and chromatic melodies on the trumpet with certainty, but
the intelligent composer never writes them for this instrument as he
would for the flute, oboe or clarinet. Besides the valve-trumpets
and valve-horns there are several other valve instruments in use
in the military band, such as the cornet, tenorhorn, baritone and
tuba. The last named instrument which is the lowest bass instru-
ment of the brass family of the present day, was formerly replaced
by the ophicleide.

The Cornets (Ital. Cornetti; Germ. Die Kornetts).

have the following easy sounding harmonic series of natural tones:

ba

zssa.% —
V=

Liii]

=
et
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The compass of the cornet, for which we can safely write in
all its keys, extends from small octave F-sharp (perhaps also F or
E lower) to two-lined B-flat.

With all the intervening chromatic intervals to P
208h. 65
o/ —

g;

Music for the cornet is always written in the G-clef. We
generally have cornets in C- and E-flat, the last named of which is
most preferably employed.

From these are formed the cornets in B-flat and 4, which are
also known as “Fliigelhorns” and are gemerally used for leading
the melody. The cornet in A is formed from the B-flat cornet by
means of a crook, and is therefore no special instrument. We also
use the alto cornet (or Alto Fliigelhorn) in the keys of F- and E-flat
and obtain the cornet in D from the last named instrument by
means of the crook. The natural tones of these instruments sound
as we illustrate in the following (Ex. 299).

But we must expreéssly remark that the tones of the middle
register (i. e., the notes from small octave B-flat to two-lined E-flat)
are always the best and of the purest intonation.

299. P —
Cornet in C. @9 = -
)2 x . |

ba
Cornet in E-flat. ﬁ-—a

Cornet in B-tat. | y——bor—="——

Cornet in 4. EIZEEZI
Alto cornet in F. 2’ m
(Fliigelhorn.) qg:_z'—__z :f __::3
-
Alto cornet in E-flat. @E

Alto cornet in D. p—




272 CHAPTER VII.

Non-transposing Valve-Instruments are:

The Tenorhorn in B-flat,

has a compass (notation of open tones) from great octave B-flat to
one-lined B-flat. Music for this instrument is sometimes written in
the tenor clef and sometimes in the bass clef.

300a. babe 300D b a @ ba 2
e o —=
90

Ocoasionally, for the sake of convenience (in order to avoid
ledger-lines above the staff) we write for this instrument in the G-
clef and the notes are written a major ninth higher than we wish
them to sound. The temorhorn in 4 is also written occasionally in
the G-clef; its notes sounding a minor tenth lower than written, as
will be seen frem the following (Ex. 301).

301 ba =
| g — s =]
Notation. = -
4 -
a ba be
ho @ 2 = =
Actual sound. n 1 3
Tenorhorn in Bb. —De 3
bo = = =
Tenorhorn in 4. : — 1
{ - —
The Baritone

has the same compass as the B-flat tenorhorn and likewise is a B-
flat instrument. Its open tones are the same as appear in examples
300a and 300b. Music for this instrument is always written in the
bass clef and is therefore a non-transposing instrument.

The Tuba.

There are tubas in F, C, B-flat and occasionally E-flat. But
notwithstanding this, we always treat this instrument as a non-
transposing instrument, and, of course write for it as we wish it to
sound.
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The best compass of this deepest of all brass instruments, is
from contra B-flat (in case of necessity also 4 and G) to small octave
B-flat —

go2. 2 = E);/&

with all the intermediate chromatic intervals. :

As the higher tones can be given better by the trombone, it is
best not to exceed small octave E in compass. The tuba is well
adapted to the orchestra and especially so when it takes the fourth-
part (bass) to three trombones, but occasionally we find it doubling
the third trombone. Of special characteristic effect is the entrance

of the tuba (with trombones) E in the “Hymn of the

J. =z
Spirit of Ariman’s (No. 7 in Ros. Scaumans’s “Manfred”), with the
words “Plague is thy spirit” (Pest ist sein Schatten).

The genuine bass trombone is not to be found in the orchestra
of the present day; therefore, the tuba whose compass is several
notes lower in the deep register, and of richer tone, becomes indis-
pensable to the full orchestra.

There are other obsolete instruments such as the ophicleide,
bombardon and serpent, which| far surpass‘ the tubj in resonance
and beauty of tone.

The Trombone. (Ital. Trombone; Ger. Die Posaune).

§ 33. Formerly we always had three trombones in the
orchestra, namely: alto, tenor and bass trombone.

The last named instrument which is no more in use — as pre-
viously remarked above — is admirably replaced by the tuba.
The alto trombone is of less frequent use, for its higher notes, such
as one-lined B-flat, B and two-lined C can be taken much better by
the valve-trumpet.

Therefore, it is most advisable to write for three tenor trom-
bones, giving to the first the highest part, the second the middle
part, and the third the lowest. By this treatment we gain excellent
results, as these instruments have the same sound, strength and
pitch, and are manipulated in the same manner. In the following
quotation we will see that Rossivi, in his Overture to “William
Tell” wrote for three trombones unisono.

Jadassohn Instrumentation. 18
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Allegro J = 10s.
Allegro J=108

sf

The foregoing example is easier and less fatiguing for the alto
trombone than for the larger tenor and bass trombone. The student
may represent the three different trombones as three larger trum-
pets, whose tube consists of two sliding pieces inserted in one
another, which may be lengthened by pulling out the sliding elbow-
joint.

Such a process gives it six different positions, each of which
successively lower the instrument a half tone.

The natural tones (i. e. those tones which are produced when
the slide is completely closed) of the alto trombone are —
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304.%”{&5‘"? —]

so, from the small octave B-flat, by means of the first position of
the slide, we have A-natural one semitone lower, second position
A-flat, third position G-natural, fourth position F-sharp, fifth posi-
tion F-natural and the sixth E-natural.
The tenor trombone is in B-flat and produces with closed slide,
the following harmonic series.
ba be

a
805, H—P—=
be
The bass trombone is in the key of F and possesses the follow-
ing natural tones (harmonic series): —
hbe a
-

ikl

306. F =
4

So, by means of the sixth position of the slide, we produce from
great octave F, the contra B-natural.

But it is not advisable to employ the sixth position with the
tenor and bass trombones, for the tube is drawn out so far that the
player cannot produce the lowest tones so pure and true as with
the other positions.

We also observe that the old masters have not written for the

bass trombone lower than the great octave C E,bm we can

Lill)

-
do so if we do not wish to use the tuba. We can occasionally write
the great octave E % for the tenor trombone.

-

As was previously remarked, the high tones of the trombone
are better taken on the valve trumpet and the low tones by the
tuba; therefore, it is best when writing for the trombones to limit
its compass from great octave G (perhaps F) in the low, to one-lined
4 in the high.

Within this compass we can rely upon every intermediate
chromatic tone with certainty. The utmost degree of velocity which
we should require from the trombone, can be seen from Ex. 303,
the quaver notes (eighth) of which, in the Allegro movement are
equal to (_!)=108. But the student must consider that this quo-
tation, altﬁ)ugh of such a preponderous nature, is easier to execute

18*%
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than a diatonic progression or one that does not lie in the harmonic
series of open tones and requires a constant shifting of the slide to
produce them. The following (Ex. 307), gives first the natural har-
monic series of the tenor trombone and then the same notes as they
are affected by the six different positions: —

307%.
Natural Tones. ba b
13 — o= =
n < J
b
First Position. o =2 2
o & k — ]
o = =
Second Position. l’2 bﬁ'
— ke be "= = .
) |
Third Position. a 2 -
Favi ee— —
Fourth Position. s f#a
?g, = " .
—
Fifth Position. - be £
5 = ]
= = 4
Sixth Position. a 2
S =
-

Also, by skipping about a great deal within this scale of notes
we must not exceed the velocity of quaver notes in Allegro. Like-
wise, we must not employ the trombone continually as it requires
a great deal of breath to play it. The player requires time to regain
wind, as a long passage is a great tax on the lungs, and the saliva
which accumulates in the tube must frequently be allowed to flow
therefrom. We must also provide for the exceedingly long sus-
tained notes which are given to the trombones. '

The technique of the instrument is so developed that trills in
the higher register are practical, and the repetition of a note, such

as is always certain and not so shrill as from the
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trumpet. The three trombones can be employed in many different
ways in the orchestra. Most frequently we compose for them as
three voices, but the effect of close position piano is of an entirely
different nature to that of open position forte.

The introduection of the trombone pp, in No. 10 (Finale, Wolf’s
Den) of “Freischiitz” produces a most sinister effect (or as we say,
a feeling akin to terror creeps over us).

Sostenuto.
= 5

308. 5

The effect of the trombones in the following quotation from the
Overture to “Euryanthe” is magnificent and brilliant.

309. Allagro marcato, con molto fuoco. ) == 92.

S = - O O b

Alto Trom-
bone.

Tenor Trom-
bone. 1

Bass Trom-
bone.

——t—t1t—1—¢—
o 5 ¢ oo =

= o= o o > > > -
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In religious music the effect produced by a movement for three
trombones, is grave and solemn, and when the three mighty in-
struments are employed untsono they are of most vehement power
(see Ex. 303). Scamusert produces a grand effect in the introductory
andante of his C-major Sympheny by his three trombones moving
at an octave apart.

310a. ! I | E |
Alto and Tenor

Trombone. 1

e

Bass Trombone.

But it is much too distant leading, when we employ only a
small number of such extraordinary effects, as the great masters
have used in trombone movements. We refer the student to the
scores of Mozarr, GLuck and BerrHovEN. From these he will see
how these instruments are employed, and how efficacious their tone
is in the portrayal of solemnity, seriousness, pathetic grandeur,
frightful horror (harrowing the soul), courageous combat and la-
mentable gloom.

The Saxaphone.

This instrument is at the present time, little known in Ger-
many: the pleasantness of its tone and its comparatively speaking,
easy management, has caused it to be universally employed in mili-
tary bands. The band of the 107t Regiment in Leipzig, has one
tenor saxaphone.

The saxaphones are four in number, — the soprano, the alto,
the tenor and the baritone saxaphone. The compass of each is
given in the following: —

Notated thus; with all inter- Real sound.
310b. mediate chromatic tones. a -

n

Soprano Saxa-
phone in Bb.

Alto Saxa-
phone in Eb.
3

Tenor Saxa-
phone in Bb.
BaritoneSaxa- s
phone in Eb,
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Some German cavalry regimental bands possess a double quar-
tet of such saxaphones. We must present the saxaphone as an in-
strument of the clarinet order, the body of which is of brass with
a mouthpiece similar to that of the clarinet, and a reed and keys
such as we find on the wood-wind instruments; its bell, however,
is turned over.

Chamber and Concert Music for Wind Instruments.

§ 34. Chamber music for the wind instruments is not very
plentiful. Under this heading we give a list of the most prominent
works of the classical masters. The pupil can from these select
those compositions which best answer his purpose.

We will name first the previously mentioned “Serenade” of
Mozart’s, for 2 oboes, 2 clarinets, 2 basset-horns, & horns (natural)
and 2 bassoons; another “Serenade” by the same composer, in E-
flat major and C-minor for 2 oboes, 2 clarinets, 2 horns and 2 bas-
soons ; and lastly his “Divertissement” in E-flat and B-flat for 2 oboes,
2 clarinets, 2 English horns, 2 horns and 2 bassoons. From Beer-
HOVEN We possess an “Octet” for 2 oboes, 2 clarinets, 2 horns and
2 bassoons (op. 103, Eb-major), a “Sextet” for 2 clarinets, 2 horns
and 2 bassoons (op. 74, EP-major), and a “Trio” for 2 oboes and
English horn (op. 87, C-major). In modern times this class of music
has been greatly enriched by the following most excellent work,
namely, an “Octet” for flute, oboe, 2 clarinets, 2 horns and 2 bas-
soons, by Taeopork Gouvy, op. 74 (Leipzig, pub. by F. Kistner). Still
better is the chamber music of the old masters which employed
both wind and stringed instruments simultaneously. Of this class
we name first: BeernovEN's well-kown “Septet” (op. 20 in EV) for
violin, viola, horn, clarinet, bassoon, ’cello and double-bass; also
Beeroven's little used “Sextet” (op. 84b in EP) for 2 violins,
viola, 'cello and two obligato horns. From the great number of
compositions by Mozarr for stringed and wind instruments em-
ployed simultaneously, the most prominent is the “Quintet” in A-
major for clarinet and string quartet. For incomparable richness
in florid melody and magnificent instrumental coloring, we call
your attention to Franz Scauserr’s celebrated “Octet” (op. 166, F-
major) for clarinet, horn, bassoon, 2 violins, viola, 'cello and double-
bass.
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Chamber Music for Pianoforte and Wind Instruments.

For pianoforte and wind instruments, we call your attention to
the two “Quintets” of Mozart’s, namely, E-flat major and C-minor,
the “Quintet” of Brermoven's (op. 46, EV-major), also the same
master’s well known sonata for pianoforte and horn (op. 47, F-major),
and the Trio for pianoforte, clarinet and ’cello (op. 11, B’-major).

Of the more recent works for pianoforte and wind instruments,
we mention the interesting “Septet” for pianoforte, 2 violins, viola,
"cello, double-bass and trumpet, by SaiNt Sains (op. 65), the beaut-
iful sonata “Undine” for pianoforte and flute (op. 467) by Cazw
ReiNecks, and the author’s “Concert Piece” for flute and pianoforte,
op. 97 (Pub. by Roserr ForsErG, Leipzig). Mozart has written con-
certos for the flute, the flute and harp, the clarinet, the bassoon,
and three concertos for the horn. From WEeser we have three con-
certos for clarinet (op. 26, op. 73 and op. 74), a concerto for bas-
soon (op. 75), and a concerto for horn (op. £5). Jurius Rierz has
composed a valuable concert-piece for oboe (op. 33); FEmrpINAND
Davip a concertino for bass-trombone (op. 4). To the student of
musical art who is interested in this branch of musical literature,
will find that we have mentioned above, many excellent works,
suitable for study.

CHAPTER VIL

PERCUSSION INSTRUMENTS.

The Kettle Drums. (Ital. Timpani; Ger. Die Pauken.)

§ 35. Of the percussion instruments, it is true that only the kettle
drums demand our interest in a high degree, for in the orchestra
they are indispensable. We always employ two: the larger is tuned
so as to produce any of the following tones — great octave F, F-
sharp, G, A-flat, A, B-flat, B-natural and small octave C. The
smaller drum is tuned so as to produce great octave B-flat, B-
natural, small octave C, D-flat, D, E and F. With the mechanical
kettle drum, which is in general use at the present time, the chang-
ing of one drum or of both, can be accomplished in a very short
time. But, when such a change is desired in the course of a move-
ment, we must always allow an adequate number of bars’ rest, pre-

ceding the change, so as to allow the performer ample time to alter
the tone and test its exactness.
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The kettle drummer uses many different kinds of drum sticks,
which produce either a hard, soft or dull tone. It is not neces-
sary that the composer prescribe whether the drum stick is to be of
leather, rubber, felt covered or of sponge, for the players ordin-
arily use a species of stick, which they handle with such aptitude,
that they can produce with one and the same stick, all possible
degrees of force, from the softest pp to the most powerful ff.

In most cases the kettle drums are tuned in the tonic and
dominant. It remains then for the composer to select one, of two

possible tunings for a composition in B-flat. Thus % or

In the first case the tension of the parc'hment is greatly dimin-
ished, and consequently it gives forth a dull tone which is only

suitable for grave and serious movements. But in the second

tuning % the tension of the parchment is augmented

and tﬁe same tones are essentially brighter and clearer.
Likewise, for compositions in the key of F, the composer has

the choice of employing E or % .
(4

We can also tune the kettle drums agreeably in other inter-
vals, as will be seen from the following, e. g., in % (minor

third) in the Adagio of the “Freischiitz” Overture; in %

—
(perfect octave) BErrHOVEN's (9t Symphony); in (dimin-

ished fifth) “Fidelio” and also in all the remaining tones, that the
notes of the large kettle drum

311a. 2 — i

and the small drum

311b. %W—bzﬁm
can give; therefore, it is. much better for the composer to give the
actual notes for the tuning of the drums at the beginning of a move-

ment, than to signify by written characters, as was the custom
formerly. Previously the kettle drums were considered as trans-

posing instruments, and the notes were invariably

written, no matter what the key of the movement may have been.
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This allowed the performer, for the key of B-flat, the free

i Si——ma- 5 : . in F-maj
choice of or QI_T—_', and in F-major ;E
] |

But there is all the less obvious reason existing for writing
the notes for the drums in such a manner, for they are not trans-
posing instruments in general, as their notes sound in the same
octave as they are written. As the tone of the kettle drum rever-
berates when not muffled, it becomes absolutely necessary to write
in the following manner, if we wish a short abrupt blow —

312. A

 — ——

or a long reverberating sound:

318. S

The kettle drum is essentially a rhythmical instrument: occasion-
ally the bass can be reinforced or strengthened by this instrument:

BeETHOVEN'S, Symphony No. 5. 415t Movement.
Allegro con brio. o = 108,

314.
Flute.
Oboe.
Bassoons,
—F—e—f—=—F ==
Timpani' ‘4 : Jl P | 1t

Sometimes three drums are written for, e. g., MEYERBEER, “Robert
The Devil” (No. 17), %; Ros. ScauMANN'S Symphony in B-flat

major, op. 38 I Movement %, and in the 3™ Movement

E ; #*® Movement same as in 1°* Movement.

MoscaeLes also wrote for three kettle drums in his “Second
Piano Concerto” (E-flat major).
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Various rhythmical figures can be executed upon the kettle
drum with facility —

815, TS e

and on the other hand, there are many such figures which are very
difficult and require great skill on the part of the player to perform
them, e. g.: —

816- o U—— = T I . . . . —

The roll is practicable on all the notes of the drum, from the
most delicate ppp to the most deafening fff, and can be continued
for a long time without fatiguing the performer. We refer here to
the well known “first movement” at the close of the developing
part of Beernoven’s &'t Symphony. From the most delicate “pp”,
gradually swelling to “ff” the kettle drum has a roll to perform
continuing for 25 measures (in Allegro vivace, o — 80).

817, fromrrecrnnren

The roll is indicated by — %g i I ji
318.
or:

N By P 1 & & _ -

o JU o & 1 & & ¥ F 1) .

2 Sz 1+ @ - JN& [N/ "1
% e U

The tuning of the kettle drum requires the most careful atten-
tion and its correctness depends greatly upon a cultivated ear, the
least deviation from purity of tone will bring forth the most dis-
agreeable effect. The 5t Scene of the Opera “Euryanthe” begins
in the following manner:

319. Vivace. ¢ = 438,
‘T t T s 11 1 1 | I . .
rumpets — —
n D, — I 1
. o mf
Timpaniin Solo, ¢ « » & « o e o * ¢ * *
s
. | ) | ) - |




284 CHAPTER VIIL

The pompous, festive tone at the beginning of the finale be-
comes really sad and gloomy when one or the other kettle drum,
or perhaps both drums are not perfectly tuned. We must always
consider the re-tuning of one or both tympanies during the course
of a movement, while the orchestra and chorus are in distant keys,
and not depreciate its difficulty under such circumstances. The
novice in the art of instrumentation will therefore consider that
when we desire a re-tuning of the drums in the course of a move-

ment, from to two such notes as %‘—“; the change

will be greatly facilitated by changing only the B-flat of the large

drum, upwards to the C one tone above, e. g.,

The effect produced by a muffled kettle drum (“timpani coperto”)
has never been heard by the author; therefore, he cannbdt judge
what the alteration of sound under such conditions would be.

The Bass-Drum. (Ital. Gran Tamburo; Ger. Die grosse Trommel.)

The pitch of this drum is dubious, therefore, we can only indi-
cate the rhythm with it, or strengthen a fortissimo of the orchestra:
under certain conditions in a piano passage, a definite effect can be
produced by the “after vibration” of the parchment (skin) in long
sustained notes.

In concert music the bass-drum is seldom used, and when
employed it is most frequently used in combination with other in-
struments of indefinite pitch, such as the cymbals, triangle, or with
cymbals alone: both instruments being written on one staff. Then
the composer must always signify whether the bass-drum is to be
used singly; likewise the cymbals, or if both are to be employed
conjointly. BeerrovEN writes for the bass-drum, cymbals and triangle
on three different clefs, in the finale of his 9** Symphony (Allegro
assai vivace, alla marcia). In the first twelve measures he uses
only the bass-drum, introducing the cymbals and triangle on the
thirteenth measure. MENDELsSOHN uses the bass-drum in “Walpurgis
Night” (No. 5), Ros. Scrumanx in the music to “Manfred” (No. 7). In
opera music we find the bass-drum only occasionally employed
e. ., Overture to “William Tell” by Rossixt. The bass-drum is in-
dispensable to the Military Band, for the kettle drum is lacking,
and the rhythm must be given by the bass-drum. In such music it
is mostly limited to single strokes.
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The Side-Drum or Military Drum. (Ital. Tamburo; Ger. Die
kleine Trommel),

is likewise mostly found in military band music, and is used for
giving signals and marking the rhythm in march music. Besides
the many different figures (rhythmical) we can also produce long
and short rolls.

Occasionally this drum appears in opera music, e. g., BRETHOVEN'S
music to “Egmont”; Weser’s, Overture to “Preciosa”.

Cymbals, (Ital. Piatti; Ger. Die Becken),

are mostly employed for confirming the rhythm and strengthening
the fortissimo. Rica. WaeNEr employs them in an original way tow-
ards the close of the first prelude to “Lohengrin”, with some pp
strokes which produce among the other instruments of this passage,
a bewitching, fabulous coruscation.

The Triangle. (Ital. Triangolo; Ger. Der Triangel),

we find also in concert music as well as in opera, very frequently
employed. It is used very effectively in single strokes, and also in
piano, pianissimo and forte trills. (See Berrmovex's 9'* Symphony,
Bos. Scaumanx’s Symphony No. 4, Weser's “Zigeuner March”).

The Gong or Tamtam,

is a Chinese cymbal of metal, which possesses a horribly exciting
tone. It is utilized occasionally for gloomy effects. (See Ex. 295
MeverBEER’S, ,Robert The Devil”; Caerusint’s “Requiem”).

The Carillon or Chime of Bells. (Ger. Das Glockenspiel),

is only used in military band music. This instrument consists of
steel bars, which extend in compass from two-lined ¢ to four-lined
c: it is generally played with a brass hammer. While the bars are
long resounding, it is advisable to use only chord-figures. The notes
are written an octave lower than they sound.

The Tambourine

is without definite pitch, and resembles a half drum in shape. It
is used mostly in military band music, however, we find it in Weszz's,
»Zigeuner March” from Preciosa.
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The Bells and the Castagnettes,

are also without definite pitch, and likewise are mostly employed
in military music. The bells are also to be found in the “Zigeuner
March” by WesEs.

CHAPTER IX.

THE LESS FREQUENTLY USED STRINGED INSTRUMENTS.

The Harp. (Ital. Arpa; Ger. Die Harfe.)

§ 36. The harp has been extensively improved during the
present century, principally through the pedals. The solo instru-
ment used formerly in the orchestra, was the “Haken Harp”. The
actual compass of the double-actioned harp, will be seen from
(Ex. 320), as follows: —

320.

S+
Fbsp———
Y2 b T

)
—
-

L

EF:ﬂ-
|
1
|
|
|
|
|
|
|

From the above example, we will see that the natural key of
the double-actioned harp, is that of C-flat major. The pedal harp
formerly used was of very simple mechanism, and its natural key
was that of E-flat major, with a compass from great octave G to four-
lined c.

2

821a.

SRy
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The Gothic harp, invented and manufactured by Pierre Erard,
has a compass of six octaves and a half, from —

2

On this harp we will find that all the C-flat strings are colored
red and the F-flat blue. Music for the harp is written upon two
clefs, as in the piano. The lower being generally the F-clef, and
the upper the G-clef. Each note of the scale has its pedal: on the
left side we find the three pedals for D, C and B, on the right side
the four for E, F, G and A. The following illustrates their order: —

The eighth pedal which we find situated about the middle of
the pedestal, is used merely for strengthening the tone (swell pe-
dal). Each of the seven pedals when lowered one notch, raise each
string with which they are connected (through all six and a half
octave) one semitone. Thus, it will plainly be seen, that when we
lower the D-pedal in such a manner, all D-flat strings become D-
natural strings; likewise, C-flat strings become C and so on with the
remaining five pedals, when lowered one notch, they bring about
the same change. With the harp of the simple mechanism, each
pedal could only be lowered one notch, thereby, raising the strings
only one semitone; but with the double-actioned harp, each pedal
can be lowered two notches, by which means each string can be
raised a whole tone. Upon this principle the double-actioned harp,
stands naturally in that key which has seven flats for its signature,
namely, C-flat major.

By lowering all the pedals one notch, we transform the key
of C-flat or B-major, to the key of C-major; but when the pedals
are completely lowered (two notches), then the key of C-flat, becomes
C-sharp or D-flat major. By this process we can form all the twelve
keys with facility, as is shown in example 323.
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Without lowering the pedals, the harp stands in its natural
key, that of C-flat major: —
cb, db’ eb’ f” gb, “b) bb; cb

e

By lowering the F-flat pedal one notch (thereby raising all
F-flat stnngs a semitone to F-natural), we have a harp in G-flat or
F-gharp major: —

%L Mza;dﬁ &ec. Ped. F.

By lowermg the F and C pedals one notch, we have a harp in
D-flat major: —

g EEP : > ,ﬁ &ec. Ped. F and C.

By lowermg the F, C and G pedals one notch we have a harp
in A-flat major: —

&c. Ped. F, C and G.

By lowering the F, C, G and D pedals one notch, we have a
harp in E-flat major: —

&c. Ped. F, C, G and D.

By lowering the F, C, G, D and A pedals one notch, we have
a harp in B’-major: —

&c. Ped. F. C, G, D and A.
By lowering the F, C, G, D, A and E pedals one notch, we have
a harp in F-major: —

&c. Ped. F, C, G, D A and E

By lowering all seven pedals one notch, we have a harp in
C-major: —

g M_o_z—a—ﬂ'——;ﬁ&c. Ped. F, C, G, D, 4, E and B.
—tl
-
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By lowering the F pedal two notches (F? strings become F¥)
and the other six one notch; we have a harp in G-major: —

ﬁ - Mﬁﬂ &c.

By lowering the F and C pedals two notches and the other five
one notch; we have a harp in D-major: —

%?ﬂ'& rﬁ#d_—jt &ec.
o = ‘g; - = -

By lowering the F, C and G pedals two notches and the other
four one notch; we have a harp in A-major: —

s e

By lowering the F, C, G and D pedals two notches and the
other three one notch; we have a harp in £-major: —

We can have a harp in the following keys, in two distinct ways,
namely: the keys of B-major, F-sharp major, and C-sharp major
e. g., a harp in B-major, can be formed either by lowering the F,
C, G, D and 4 pedals two notches, and the E and B pedals only
one notch; or by using the harp enharmonically in its original key
of C-flat major, which requires no change in pedals. In the same
manner we can have a harp in F-sharp major by lowering the F,
C, D, G and E pedals two notches and the B-flat pedal only one
notch (the G-flat pedal remaining, and being employed enharmonic-
ally as F-sharp); or by using G-flat major (six pedals stationary)
enharmonically and lowering the F pedal (1°t pedal) one notch
(compare Ex. 323). In conclusion we can have a harp in C-sharp
major; by lowering all pedals two notches or simpler from D-flat
major, by lowering the F and C pedals one notch. With the old
harp of simpler mechanism, we could only lower the pedals one
notch; so consequently the following scales were wanting; C-flat
major (or B-major), G-flat major (or F-sharp major), D-flat major (or
C-sharp major) and 4-flat major. When in the course of a compo-
sition we are to retain the same key for any length of time; then,
it is better that we adjust the pedals to their definite notches (first

Jadassohn, Instrumentation. 19
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or second) in the pedestal of the harp (lower part of the resonance
chamber), to remain until a change as required.

From Ex. 323 we observe the following: —

1. That the flat keys are much more readily formed on the
harp, than those of sharps; with one exception, that of B-major (en-
harmonic change of C-flat major).

2. That we can write easier for major keys than for minor.

3. That the harp is essentially a diatonic instrument, and there-
fore chromatic scales or figures are not suited to it.

&. That we can with the double actioned harp, have the same
tone from two different strings at the same time, by lowering the
pedal of the underlying neighboring string, thereby raising it one
or two semitones, e. g.: —

Such double tones are known as “Synonymous” (gleichlautende
tones. But the three tones D, G and 4, we cannot have from two
strings as the strings C-flat, F-flat and G-flat when raised a whole
tone (i. e. by lowering their pedals two notches) only produce D-
flat, G-flat and A-flat.

5. That we must avoid sudden and remote changes of key, as
the lowering (. e. notching of the pedals) of the pedals cannot be
accomplished rapidly.

The harp is played with both hands, and the thumb and three
following fingers thereof are used, but not the little finger. There-
fore, chords which exceed an octave in compass are much more
difficult than those which keep within the octave.

Such chords as exceed an octave in compass are best played
as broken chords (arppeggiatura).

When chords are not to be played broken, they are designated
by a particular sign, such as the dot or staccato hook (or apostrophe),
e.g.: —

|

. . .I . 325bo n 1. A | !

325a. or:

[ '
) R |

- - 5 -
When such- chords are to be played as broken chords, we

place before them the same sign (}) as we find in piano music
(compare Ex. 228).
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The descending broken progressions are the most beautiful in
effect, e. g.: —

Parish Alvars, op. 58.
Moderato maestoso.

e

Arpeggio figures which pass through several octaves, are exec-

uted by the two hands employed alternately: —
R.
oL

nd

N

[
821.
. ) . |
L 4 1
- 3
H.
o=
== R H
I
— i
. 1
D 11
— o o
L. H. %3

When we wish arpeggio figures to be executed by the two
hands simultaneously, we must write them at the distance of an
octave or a tenth apart, e. g.: —

19*
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328.

- >y = ]
We must guard against placing the hands in too close proxi-
mity, therefore, arpeggio at the distance of a third must be avoided.
When the hands are brought in such close proximity in piano
music, the execution is greatly hindered and likewise with the harp,
for when the same string is plucked in such rapid succession it
has no time to vibrate.
The highest (shortest) string, which sounds delicate and soft
in p and pp, will in f or ff sound very cold.
The lowest tones are employed mostly for sustained bass notes,
e g.:—

R. H.
% ,——-‘___W;‘j
?29. ﬁ i.—ﬂ_/

R
R__
21
L

;;’ ;

hid

| 3
P

LLLL
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ing

ticable on the harp, in the follow

is prac

The tremolo i

manner: —

Executed:

330a. Written:

3

3

Executed:

i.

e

flageolet-) or “harmo-

E:

i'

j'

Of charming effect are the “flute-like”-

j'

#'

—

=

on of

(
rti

nic” tones (sons harmoniques) of the middle and above po
double-flageolet-tones for both the right and left

hand are well adapted to the instrument.

.
.

Such designated notes give a tone one octave higher

than written. Of course flageolet-tones should not be written in too

d succession

.

the strings. Flageolet-tones are designated by a small cipher above
rapi

the notes.
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The trill is possible by the alternate employment of both
hands: —

Reiterated notes are possible by adjusting the pedals so as to
give the same tone from two neighboring strings: —

== Rl e oo

By the simultaneous employment of more pedals the harp can
give forth several tones, each of which is sounded by two different
strings. In this manner the harp can be tuned to a definite chord,
e. g., the following tuning of the diminished seventh, e. g. b-flat
and d-flat can be given: —

e .l. |

A7 P T A - S—
Al -mr-'/-m
7 - S—

In this tuning each note of the notated chord is taken by two
neighboring strings, with the exception of the G, which can only be
had from one string.

By this means, runs — which is illustrated by the following
(Ex. 334), — are practicable in all degrees of pitch, ff as well as
pp, 8nd can be played with great rapidity by merely gliding the
fingers over the strings. Such passages are designated by the words
“glissando” or “sdrucciolando” (glide) or “glissez”: —

KarL REiNECkE, Concerto for Harp with Orchestral Accompaniment.
op. 183.
Allegro moderato.
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8 loco.

Such runs are also practicable with both hands in octaves.

When we use the notes % we can execute the

run of example 335, byu merely employing the thumbs of both
hands in descending, and the index fingers for ascending; and in
both cases by merely sliding the fingers over the strings.

335 = — ‘\
. - o |
P ~
b
A -
VyiZh
L4 0.
o/ - 00
sdrucciolando
- -9
Lo g rax — 0
O 710 i
A 0. - |
Ve Pt ol o/

It is also evident, that we can form runs in-other chords by
the proper employment of the appropriate pedals. As will be seen
from the following:

336. CA———
. 5 g . — qu—
. .
e p-h ¥ "
Y 17 b
L4 - 1
4 N < g~ Wy
sdrucciolando
0 1. - -9
Z b 1 e Y A ¥
) AW/ 4 b [}
Z h = L
Y. - . |
o st o/
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Parish Alvars, la danse des fées.
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Such glissando movements are possible for three voices with

three fingers, but only ascending, e. g.:

alNIL

839.

b=

Lo
-

| —

glissando

==

[}
J
|
¢
%’4
T
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It is quite evident that we can play scales both ascending and
descending, as easy as we can the double-stopped glissandos, e.g: —

-
. -
 Right Hand. Leztff E
| ¥ | N
340. = =
1 {
ghissando
Left hand. glissando.
o 1 '
5 —F
x5 = —f—
- 3 v 9 =

KArL REINECKE, op. 482.

341.

K —
L

¢

|

Veiled or Muffled Tones (sons étouffés) are written mostly for
the left hand. They are produced by muffling the vibrating string
and thereby hindering a longer sounding of the string. This is de-
signated by the sign ) - - - - %, or we merely write, “sons étouffés”.

Guitar-Tones and Zither-Tones are played with the nail, at
the tip of the finger and as near the resonance chamber (i. e. low
down on the strings, near the sounding board, “prés de la table”)
as possible. Both class of tones are seldom employed. The guitar
tones are designated by “sons .d’ongles”; but as soon as the notes
are to be played in the natural way, we must write, “s. n.” (sons
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naturels). For the zither-tone we have no particular sign; the com-
poser must, however, make a suitable remark therewith. Formerly
the harp was of seldom employment in the orchestra; and then,
only in exceptional cases. At present we find a harp in every large
(full) orchestra; MEVERBEER, MENDELSSOHN, BERLI0Z, GOUNOD, NIELS GADE,
SainT Saiins and others have occasionally employed in their com-
positions, one or two harps.

Through Rice. Wagner this instrument has maintained its full
rights in the orchestra. The harp is particularly adapted for accom-
panying a solo voice; but its sound blends most admirably with
that of the horns and wood-wind instruments, as already appears
in (Ex. 228, Harp and English horn).

Arpeggiare chords (i. e., the notes of which are played one
after the other) are well employed in combination with the pizzi-
cato of the string quartet as a support, but we must guard against
the single notes which are to be played pizzicato by the strings,
for they are not strengthened by the harp when they are to be
given in rapid succession, for the longer strings of the harp resound
for quite a long time when they cannot be muffled. Such a quo-
tation as the following —

342.
48t and 2nd
Violins.

looses its clearness and distinctness through the accompanying of
the harp. Chromatic scales must be entirely avoided on the harp;
as even in slow time, they are difficult, as it is necessary to change
the pedal constantly, and the effect is very poor. We know of very
few classical compositions for the harp, that are of much impor-
tance. In the catalogue of Mozart’s compositions, is named a Con-
certo for flute and harp, which unfortunately is unknown to us.
Besides the highly esteemed and moreover very difficult Saloon-
Composition for harp by OserTEUR, such virtuosi as ParisE ALvARs
possess a more modern composition and a very beautiful and
effective one, namely, a Concerto for harp with orchestral accom-
paniment by KarrL ReiNecke (op. 182), in which we take a special
interest and for the scholars instruction we present an extract,
therefrom: —
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KarL REinecki, Concerto for Harp with Orchestral accompaniment,
op. 182 (1st Movement).

348. Allegro moderato.
Flutes. g wr f - }'
1 ]
Oboe. LE':’], .{ ;J;‘. j
1 ]
P - -
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aw r wnw
1 1
— -
~ . | 1
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P T =
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o T ]
= J 1
o = !
{st and gnd - T - .|
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KanL Reinecki, Concerto for Harp, op. 182 (15t Movement).
Allegro moderato.
0 R R
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From this exercise it is evident that we can employ both hands
alternately for “flageolet-tones” (1t Measure). At NB., only the
highest note of the chord is to be a “flageolet-tone”, the underlying
tones are to be merely natural tones.

]

[ JNR S
(141
Lad
el
Dlay/|
=—a=

KARL REINECKE, op. 182 (2nd Movement).

845, Adagio () = 93.)
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The strengthening of the melody by the horn, is of most excel-
lent and beautiful effect.

The Guitar.

§ 37. Thisinstrumenthas six strings and was formerly, frequently
employed for accompanying the voice ; but generally in union with
other instruments, such as violin, flute, viola, ’cello, in duets, trios,
quartets &c., but singly for the execution of small dance composi-
tions. The resonance chamber of the guitar is flat on both sides
and its size is a happy medium between a viola and a (very small)
‘cello. The three lowest strings (e, a and d) are of silk, wound with
silver wire and the three highest (g, b and ¢) are of catgut. The E, A
and D-strings are played with the thumb, the G (fourth) with the
index finger, the B (fifth) with the third finger, the E (sixth) with
the fourth finger.

The guitar is tuned as follows: —

346.@ ::ﬂ

pe——
-

911

The notes sound an octave lower than written and music for
it is always written in the violin clef. In case we have a chord of
more than four voices, the thumb must then glide over the strings.
We must avoid such chords as require their two lowest notes to
be played upon the first and third strings by the thumb, leaving
the intermediate string (2" or A-string) unemployed. Four-, five-
and six-voiced chords sound particularly well, when one or two of

347.

their notes can be played on open strings, e. g.: —
=z
z

In the above chord, four of the six notes can be played on
open strings, namely; ¢, g, b and e. From the tuning of the guitar
it is-evident that the sharp keys are better adapted to the instru-
ment than those of two or more flats; for with the later, the open
strings cannot be employed.

In the orchestra, the guitar is not used: the author knows of
only one exceptional case and that is the “Vision Song” (No. 3) in the
first Act of “Oberon”, by Weser, which we quote in the following: —
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From the foregoing example the student will see the clever
employment of the open strings in the different chords. For those
that wish a more precise and complete knowledge of the guitar
we recommend the guitar instructors of GuiLiaNi, Samans, CARULLI,
WonLrarT, HARDER, GaLLY &c.

The Mandolin.

The author is not familiar with this instrument, which is only
employed in the southern European countries. Mozarr wrote the
accompaniment to the Canzonetta “Deh vieni alla finestra” (Act 2,
No. 3), for mandolin and string quartet (pizzicato).

This instrument has four strings and is tuned the same as the
- violin. ,

: The Zither
which twenty years ago was only used in Switzerland, is to-day to
be found in mest all European countries.

It appears in two principal forms, namely, as an instrument
played with a bow or plucked by the fingers, and of these two kinds
there are many varieties.

The number of its strings vary from twenty to thirty in number.
Leipzig possesses a zither club in which is introduced many kinds
of zithers.
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This instrument has never received attention from the com-
poser, and is never found in the orchestra or employed in combin-
ation with other musical instruments.

For those who wish a thorough knowledge of this instrument,
we recommend the study of W. Morarr’s “Zither Instructor”.

CHAPTERX.
THE ORCHESTRA.

The Grouping of the Orchestra.

§ 38. In general we understand the term “Orchestra” to be
the combination of the stringed instruments (in multiplicity) with
the wind (wood and brass) and percussion instruments. The mul-
titudinous employment of the stringed instruments is absolutely
necessary, for the great number of other instruments employed
and the excessive power of tone of each, would completely oblite-
rate the tone effect of the stringed instruments when only employed
as a quartet. The group of stringed instruments always forms the
main part of the orchestra: this group can only be placed opposite
the power of the wind instruments, when employed in adequate
mass. All of the most distinguished artists who have employed
these superior instruments as a single or double quartet (more
proper stringed quintet, as the violins are always employed as a
first and second), have found the wind instruments, to prove more
than efficient. The employment of the stringed instruments can
only be estimated or regulated by the number and nature of the
instruments used in combination therewith.

When we apply this to accompaniments, where only a few
wind instruments are requisite, only a limited number of stringed
instruments would suffice; otherwise they must be increased. So
we find that the following instruments which Beeraoven employs in
his G-major Pianoforte Concerto (op. 58), namely, six first vio-
lins, six second violins, four violas, four violoncellos and two
double-basses are sufficient, as the other instruments employed are
only one flute, two oboes, two clarinets, two bassoons and two
horns. The orchestral accompaniment to the Pianoforte Concerto in
E-flat major (op. 73) of Berrmoven’s, consists of two flutes, two oboes,
two clarinets, two bassoons, two horns, two trumpets and two tym-
panis in combination with the stringed instruments. This orchestra
is adequate to the character of the work; and the multifold employ-
ment of stringed instruments employed, is absolutely necessary.

20*
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In. symRhogies, the. anshestra. ik emplayed: independently-apd the
sipinged quasiet it ba- ampleyed: inisugh nuphers as silitgether
number and nature of wind ipsirumenis: vsads. and; m
P83 in, sugh, 8, maAnngr af the axacaiian of e Work TaqRires. But
in each. casg the, sitinged inekrmments shaeulds ben numearasISly o~

ployed, for this is necessary to orchestral accompaniments of con-
certos, arias, duets &c. And in such works, the stringed quartet
can be strengthened in mgny. differant ways.

Thus we find in the score of Mozar1’S8 G-minor Symphony —
consisting of one flute, twa ohoes, two hassoons, and two horns,
and the mass of stringed instruments — that a less numerous em-
ployment of this guertet is necessary, than in- the case of the C-
major Symphoeny, by, the same. master, where. he. employs in the
cloging, fugue, the same. ingicupents. ag.ip the G-minar,, with, tha
addition; of two. trumpets. apd, tywo, timpagis. Mezarr. employa, a
hrillian. instrumentation . to, spit. the, fasWive, natee of, hig, C-mpajor,

hony. Eor, the. propex. expcution of the symphonies.af. Haypx.

and- MozART,, We generally emplay a.siringad, quartet, consisting of
ten o, tyelve first,violing, eight: or. ten, secand vielins,, six. wiolas,
five or,six viglangellos, and.three or, fouy, dowhle-hesseg,, Of,mora
certpinty ig the, tope effect, when, thase ipsirupaents. are, empleyed.
in the mass; huk,of the greatest importance.ig. the, cpngideration, of
the size of, the.rogm in,which they are.te. be uged, angd employing,
them iy, proportion therewith, Mareaver, the.arrangement.of, the:
orchegtra is to he considered, The. qnmber of -instruments of. the,
stringed family emplayegd, for.the cancerts.ip-the “Old Gewandhaus”,
remained always the same for all orchestral. worke; namely, fifteen.
to sixteen firsg violins, fourteen. second viplins, nine violag, nine,
violoncellos and sizz double-hasses. The, orchestra, wag, axrapged:
on a semj-circular platform, in the form of steps —. th,e. en{ire; mass
of violins. bemg on the first or lowest.step; the, violas, vielopcelles.
and double basses, on the second next highest step; om the nexi:
the wood wind instrusents; ahove, thase the hrass; and om the next.
hlg];est apd last the trumpets, trombones-and.tympanis. were, situ-.
ated. On account of the great. difference between the, salgop-of the
“New Gewandhaus” apd that.of the “Old Gewandhays” especially.
in height and area, a reinforcement of the stnnged) 1nstruments
consigt of twenty-three ﬁrst violing, twenty second violing, twelve
violas, ten violoncellos, and. eight, (sometimes.. also, nine or ten)
double-basses. In this.large and very high room, the, great masgs of
stringed instruments. is not yet sufficient; also, the, tone.effect.is.
greatly inferior to that.produced. by the lesser .number-in,the
smaller saloon. The exuberant fullness which was so much ad-
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mired in the “Old &ewandhaus”, 6#fiits ‘no more'in'the same'ploastit
degree. Nutwithstending the fault of the-great height Yfthe saloon,
the arrenigément of the orchestra #s ‘not so effective 8s :in‘the old
Gewandhaus.

‘FHie ‘hovns -are thot :alweys safficiertly effective in en Grehestra
tutti. We sre therefore ‘compelled ‘to emplvy 'fotit horws 'fur the
forite'and fortissimo pussages of thuse conipusitions which ave orchbs-
traded ‘for two horms; for, the Wriginal two horns of §htb scre, are
nbver safliciently emetm -bigeingt the mraMiplicity 'of strings. We
see- from 'this thut'a ntinerous employmért of sfiiirged HHstruinehts
may possess ‘grett ‘powdt - dnd -at the seme time be vory defettive
in‘bevuty of tdns; — thist ¥he -sugmented ‘employment of Stringed
imstruansnts has ‘a vertsth :JimM, ‘which we catinot exceed without
proporsionslly desrdasing he bffectiveness -of the ‘co-operating ‘in-
straments. /But, 'on the othur hand, ‘when bhesilles the ‘wbod-tvind
instrumerts, thehorns, srumptts, tyempani trombbnes, tuba or dotible-
bassoons, bass-dram, cytibels und triangle ‘are employed, we are
“conrpelled by neossity 'to gredtly itcresse fhe stringed quartet.
However, as previdusly mentioned, ‘the last haired instraments (per-
cussion) are:much less frequéntly amploYed in thie‘concert orchestra,
than in the opera. These two drchestras differin‘two ways; namely
~— in ‘Toepnér of drringement, as the thesitre orcheltra is ulways
found in-a lower position (1. e.'df less inclined plahe, or less elev-
ated platform), and ‘a ‘mere lithited ‘employment of ‘the stringed
quartet in the opera orchestra. These two orchestras, however, are
employed for entirely different purposes. The concert orchestra is
most invariably employed for the execution of purely instrumental
music, while the opera orchestra prevhils as an accompanying body
to solos and choruses. The eoncert orchestra is dmtmgmshed from
the ordinary large orchestra, in the following — in addition to the
stringed quartet, flutes, oboes, clannets, bassoons, two or four horns,
trumpets and tympani, it.generally employs a piccolo, English horn,
bass clarinet, a third bassoon or contra bassoon, a third trumpet,
three trombones, tuba, harp and besides the tympani, several other
of the percussion instruments. However, it is not Decessary that
all the above-named instruments should actually exist in the large
orchestra. The composer, however, must more or less emplay all
these instruments in order to represent the geneml tenor of his
work in an intellectual manner. The following will give you a-<clear
idea of the most usual method of arranging the instruments in score:

Piccolo. - 2 Claripets. 4%t and 22 Horn.
2 Flates. 4 Bass Clarinet. 30d and &'t Horn.
2 Oboes. 2 Bassoons. 2 Trumpets.

{ English Horn. 4 Double-Bassoon. 1 Alto and 4 Tenor
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Trombone (or two 2 Tympanis. Violas.

Tenor Trombones) 4 Harp. - Violoncellos.
1 Tenor Trombone.  4°* Violins. Double-Basses.
{ Tuba. 204 Violins.

The most practical manner of arranging the score, is to write
the flutes, oboes, clarinets, bassoons, first and second, third and
fourth horns, the two trumpets, the first and second trombones, the
third trombone and tuba, each on one system and all other instru-
ments on different systems, e. g., the harp on two systems. Respect-
ing-the combination of the horns — in case they represent different
parts — the higher should be written above the lower. In case
we have to write for other percussion instruments beside the tim-
pani, they should be written on one system directly under this in-
strument. In such compositions that include chorus and solo parts;
as the cantata, sacred and secular oratorio and other works of this
order, we generally arrange the score in such a manner that the
chorus bass is placed above the violoncello and double-bass system
and the higher voices arranged in the order of their pitch, directly
under the viola. Thereby giving the following arrangement of
the different groups of participating instruments in the complete
score: — above, we find the group of wood-wind instruments;
directly under and in the middle of the score we find the groups
of brass and percussion instruments; next in order, the group of
stringed instruments and voices, and lastly the bass instruments
(stringed).

§ 39. The simultaneous employment of all the instruments,
we call an

Orchestra Tutti.

In such an employment of the orchestra, the following general
valid principles are of special importance:

{i. Melody, harmony and rhythmical accompanying movements,
should be completely contained in the stringed quartet.

2. Each group, as far as it is possible, should contain the me-
lody and harmony. ’ '

" The most natural employment is that the highest pitched in-
struments of each group be given the melody; the next in pitch
the middle parts; and the lowest the bass.

Occasionally, we may employ many instruments for doubling
a certain voice, either by the instruments of one special group or
of several groups; this method of employment adds to the effective-
ness of tone effect. By considering the following movement — the
introduction to the finale of BeernovEN’s fifth Symphony — we will
find the above principles varified: — '
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The above (Ex. 349) requires no further explanation; however,
for the benefit of the pupil we will mention the following: In the
third measure marked N. B.

———

==

we find that the notes C and E cannot be played simultaneously
on the C-string, for the C is the lowest possible note which can be
played on'the viola and must be taken on the C-string and the E
must be stopped and taken also on the C-string — this is impos-
sible. Furthermore, in measures 8, 10 and 12, the following figure

for the double-bass

must be played as written here, for the lowest note on the double-

bass is the great octave E

E &

In the following (Ex. 350) for {utti orchestra, we observe that
the sustained harmony of the wind -instruments, for several meas-
ures, produces a powerful tone effect; also, that the moving figures
executed by the stringed instruments — especially the quaver notes
of the second violins — more equally balance the excessive power
of the wind instruments, than could suitable sustained notes: —
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ano;m. Symphony No. 4, 4st.Movement.

350.
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In the following (Ex. 354) we have two different motives, —

the sustained. notes of the wood-wind instruments and the first
violins, and the moving passages of the strings.

The horns strengthen and replenish the sustained harmony of

the. stringed instruments, while the trumpets and timpani reader
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the rhythmical accent more acute. In the veryrapid tempo, BeErEOVEN
prefers to lead the violoncellos and double-basses in quarter notes,
while the violas and second violins move in eighth notes.

The passage is thereby given more vigour and stability, than
if the violoncellos were lead with the more rapidly moving violas
and second violins. In a slower tempo the violoncellos may move
with the violas and second violins, but the double-bass is invari-

ably given a slower motive: —
Beernovex, Symphony No. 4, 44 Movement.
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Rapid tremolo chord movements of the violins and violas are
most efficiently strengthened by the vicloncellos and double-basses,
when given notes of longer durstion; as shown by the following
extract: —

BeetHOVEN'S, 304 Symphony, 4% Movement.

354.
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The Various Arrangements of the Instruments in the Tutti
Orchestra.

§ 40. As was previously remarked, the doubling of the several
voices, through many different instruments, is very advantageous
for the total tone effect. We must pay attention to the proper distri-
bution of the instruments for melody, middle harmonic (filling)
voices, and bass, so that they are properly balanced, receive their
full value, and are employed to the best advantage. We must.also
consider if two or four horns are to be at our disposal, and if the
rombones are to be added to these instruments, for the orchestra
tutti.

In a rapid moving melody of allegro tempo, the powerful toned
brass instruments including the trumpets, should only be employed
for strengthening the melody and rhythm ; the third (Bass) trombone
for strengthening the bass, — providing it is not of too rapid tempo
— and when the brass is employed in this manner (for harmony),
particular attention must be given to the combined employment of
the violins, flutes, first oboe and clarinet, for strengthening the
melody; and the bassoon (and sometimes the viola) for strengthening
the bass. In such an arrangement the voices are doubled through
two, three and in some cases more octaves.

In the following (Ex. 355a), we quote a fufti passage from
BrerHOVEN'S Overture No. 3, to “Leonore”, in which all instruments
with the exception of trombones, trumpets and horns, double the
melody through four octaves: the tympani reénforce the bass: —

21*
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In the above example we see that the harmony of the prin-
ciple mévement, is only shared by one group (the brass instru-
ments). All the other participating instruments — with the ex-
ception of the horns in C, which take the melody only in the first
measure — take the melody Beginning with the second measure
we find that the brass instruments take only the harmony and
strengthen the rhythmical accent: the bass is strengthened by the
tympani. In this exceptional case Beeraovex requires all the other
instruments for melody, in order to counterbalance in proper pro-
portion, the harmony of the powerful group of brass instruments.
All the melodic instruments are placed as high as possible; the
second violins move in unison with the first, as high as three-lined

;—; the violas totwo-lined 7; and the flutes, oboes, first clarinet and
first bassoon are employed in their highest registers. Also, the
accompanying harmony of the brass instruments is placed as high

as possible: —

==

All is calculated to give a powerful, triumphant fortissimo.
The melody is written for the stringed instruments as double bowed
eighth notes, by which employment is developed the greatest pos-
sible power and fullness of tone*). By the repetition of this same
movement, directly following this first performance, the instrumen- -
tation is slightly altered. We find the harmony in the stringed
quartet given by the second violins; and in order to balance this,
the melody of the first measure is given by four horns and two
trumpets.

The double-bowed eighth notes of the second violins, together
with the double notes of the harmony, are of great value, as the
tympani do not take the eighth notes (of Ex. 355a), but, single short
strokes for marking a more acute rhythm. The violas are greatly
strengthened by the clarinets moving in unison: —

355b.

*) We must consider that in this case, the harmony is indicated by the
notes of the melody.
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The Sopara.hon of the Different Groups of Instruments in the
Orchestra Tutti.

§ #1. Many different groups of instruments can be rhythmwally
distinguished from one another in the orchestra tutti; also, in
various ways they can be-employed simultaneously, as will be seen
from the following extract of Berrmoven’s Fifth Symphony (4** Mo-
vement). In spite of the combined tone of the wind and stringed
instruments, the continual changing of the same motive, can readily

. be d}stmgmshed in both groups.: —
Allcg'ro com brio. d = 108.
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A very interesting and varied employment of the wind and
stringed instruments, is likewise found in the first movement of
Beeraoven's Fifth Symphony, as shown in the following: —-
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We will not omit calling your attention to the high pianissimo
tones of the bassoon in the above (Ex.358); as they give to this pas-
sage a characteristic tone-color.

Tone-Color and Movement of the Tutti Orchestra.

§ k2. It is quite evident that definite applicable rules for the
instrumentation of a tutti orchestra cannot be formulated. For in
writing for a small or large orchestra, each instrument can be em-
ployed in many different ways. We can employ the bassoon, viola
and sometimes also the violoncello, both for representmg a tenor
voice and strengthening the bass.

‘When the tone-color of a tutti (minor mode) in unison is to be
very gloomy, it is necessary to place the voices low; on the other
hand, when the tutti is to be bright and brilliant, we must treat it
in another manner. i

The student may compare for this purpose, the allegro mo-
vement in the overture to “Der Freischiitz” and “Euryanthe”.
We should always pay particular attention to the mode (key)
we employ for the instrumentation of our composition, as each
is of different character and not equally applicable to the same com-
position. In C-major, G-major, D-major, A-major and E-major, the

ged instruments, which form the most puissant part of every
orchestra, have more open strings at their disposal. The employ-
ment of these modes give especially to the chord movements of the
stringed quartet, a more vigorous and brilliant tone-color, than the
flat modes in which less and frequently not even a single string can
be employed open. This is illustrated by the opening chords of
Beernoven's Overtures op. 145 and 42&; CmEruBiNI’s “Anacreon”
Overture; and many others of the master works.

_ Another very important consideration is the selection and posi-
tion of the instruments of a movement.

The vigorous, strong, bright, cheerful and joyous opening of
the first movement of the fourth symphony of MenpELSSOEN (0p. 90),
is depicted by the tremolo movement of eighth notes for the wood-
wind instruments and horns: —
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From the introduction to 8rd Act of the Opera “Lohengrin®, by
Rica. WAGNER.

Seﬁrlobhaj}. . (Very lively.) T
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We see an entirely different movement in the first great fuits
of Beernoven's “Egmont” Overture, in which he places the violas,
violoncellos and tympani very low, for the purpose of imparting a
gloomy, passionate and stormy character to the movement.

The violoncellos cannot strengthen the bass in this case, therefore,
the double-bass is strengthened by the two bassoons and tympam

360a. Allegro__ ; itt ‘t —~
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Prom the foregoing (Ex. 5604), the student will see to What
degree a strong employment of the stiihged instirumeits i deces-
saty. The melodic movement of the violins in the first eight
tneasures of this exdmple would be completely obliterated by the
powerful mass of other insttuinents (although ho trombones take
patt), if the stringed ifistruments were not greatly augmented. It
is finpossible in the lithited 8pace alloted to an fhstruction book, to
discuss the different effects produced by the various ways of idstru~
mentating an orchestra tufti. We must refer the studenit to the
works of the masters for this knowledge. By the propet effort on
the part of the pupil, both in the study of these scores atid féHec-
tion thereon, he will conclude that the n4ture of evéry compasition
is as a four-voiced one, and that such a treatment theredf, is the
most natural and simple. In the stringed orchestra give the first
violins the first part; the second violins the sécotid. The violas
should be employed for representihg the tenor pait in a suitable
manner; the violoncellos ahd double-basses for giving thé bass.

It is never advisable to leave the representing of the bass-part
entirely to the double-basses, for even when these instruments are
employed in great number they are always weak.

If, as in the above (Ex. 360a) we do hot wish to strengthen
thé bass by the violoncellos, then we should always suffidiently re-
8nforoe this part through the other bass instruments. In the chorus
of the wood-wind instruments, we fiad that these instruments are
employed in the same natural mahner: certain instruments bding
employed to represent the melody; certain instriumeénts for the
middle voices; and certain insttuments for the bass voice. The
wood-wind instruments are always employed in the score, in their
proper order of pitch (i. e. high above, low below). Of coutse it is
hardly necessary to remark that the flute should represent the first
part, the oboe the second, the olarinet the third, sand the basseon
the bass. '

The last-named flistfument is quite frequéntly employed for
representing the tetior or middle voice, especially so, wheh the
trotnbone and tiba are etiployed a8 bass instruments. The second
flute, second oboe and second clarinet are frequently employed as
a middle voice; the flute doubling thesé two last-named instiu-
nients, in the higher octave. With thé brass instriments we prefer
to write the three trombones as three voices; thé horns (imost
frequently employed as four) as four voices; and the first trumpet
and first horn as melodical instruments. But of course it it self-avi-
dent that these instruments should not be required to execute
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such passages as are played with facility, by the more nimble in-
struments, such as violin, flute &c.

The doubling of a single part is therefore absolutely necessary,
in order to prevent the gaps which would occur by a too distant
placing of the voices. By the proper consideration of classical mo-
dels and experience by the proper kind of work, the student will find
to be the best method of acquiring a knowledge, which can never
be expressed by words and the general demonstration as we find
in text-books. The beginner must keep experimenting; first gain
experience by imitating others, before he ventures to treat his own
independent ideas.

The teacher often hears the expression — “I have written this
purposely so for the orchestra” — but this is absurd, for the pupil
can never make apology for ignorance and lack of ability. We
will also advise the student not to employ ell the instruments, in
his early practice; but to learn first to write for a well sounding tutt,
without trombones, tuba, harp &c.: including only the stringed in-
struments, wood-wind, two horns, trumpets and tympani — as we
find employed in the symphonies of the greatest classical masters —
which is much better for the pupil, than employing all the instru-
ments, at his disposal in the present day. But without exception we
find the orchestration of the tutt: orchestra, the first, most necessary
and most important exercise in the art of instrumentation. Regarding
the greatest orchestral forms such as the “overture” and “symphony”,
we cannot give others here, than can be found in §§ 10, 14, 12, 13
and 1 4, under the explanation of the sonata form. The more ability
is required in the representation of a musical work of art, as a single
movement can be represented in so many different ways. The
overture and symphony is no more than a sonata form in greater
extension. Naturally such a work displays more of an intellectual
tenor and can be expressed in so many more various ways, as the
works of the great masters illustrate. In a lengthy movement for
orchestra, we should by no means in the tutti orchestra employ
each instrument always in the same manner. By the gradual
changing of single groups of instruments; the mixing of the diffe-
rent tones of the same; the many different tone-colorings of a single
passage; the representation of a theme through many different in-
struments ; and the possible gradations of tone, from pp to ff, either
by one, some or of all instruments in a tfutti orchestra, — cause
the rendering of a composition, to be of more charming color, than
when the same is rendered by a one or several instruments of a
home circle or chamber orchestra.
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The Double and Unisono Leading of the Melody.

§ 43. We will not fail to treat of the p;)ssible effects produced,
by doubling the melody through two or more instruments. In the
following we distinguish between:

1. Doubling of the Melody in Unlson.
2. Doubling of the Melody throl;gh Two or Three Qctaves.

Only those instruments whose tones blend well, should be
doubled in the unison. Such instruments as those that differ greatly
in character and strength of tone, should only be employed occa-
siopally for doubling the melody in unison. The flute and oboe;
flate and clarinet; violin and trumpet; violoncello and trumpet; are
from the very first principles of instrumentation, ill adapted to
doubling in unison. The instruments of the stringed quartet, all
blend well in unison; likewise the wood-wind instruments with
the horn. We must also consider the harmonious blending of the
wood-wind and the stringed instruments when doubled in the
unison.

The violin mixes well with the clarinet and oboe. The tone
of the oboe adds to the tone of the violin, more precision, sharpness
and force of character; on the other hand, that of the clarinet, gives
a fuller, rounder and richer tone to the violin.

This is the same in the case of the flute, when the violins are
employed, either sxngle or double, in unison with the flute. The
flutes when employed in their low register, (pp) in unison with the
violins, seem to greatly veil the bright tone of the strings; as was
already said in connection with example 203.

, The viola is best doubled in unison with such instruments as
he clarinet, bassoon and the horn; the violoncello with such in-
struments as the bassoon, horn or with both of these wind instru-
ments. The bass instruments are little adapted to doubling the
melody in unison. When the flute and clarinet are doubled in the
same octave — although the character of tone of the two are not
wholly different — the far superior strength of tone of the clarinet,
covers that of the flute. This instrument only appears as a shadow,
alongside the powerful tone of the clarinet and when so combined,
the clarinet never strengthens the tone of the flute, but moreover,
is more injurious than beneficial in effect. The oboe on account of
its characteristic tone, should only be employed occasionally, for
doubling in unison, the melody of the other wood-wind instruments.
The following instruments do not mix well (in unison) with the
oboe: oboe and flute; oboe and clarinet; and oboe and horn. The
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ombination of horn and bassoon in unison is much b etter, espec ially
when the violoncello, or viola is combined with the bassoon.

We quote first, a movement in unison for violins, violas and
" violoncellos, from the first movement of Louis Sromx’s Symphony,
in C minor (Op. 78): —

SroEr’s Symphony, Op. 78.

Larghetto. g == 80.
360b- Imo. a -
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This extraordinary charming, rich fullness of tone effect, pro-
duced by the stringed instruments in the above (Ex. 360b), has
been previously little used. But in most every orchestra, we find
employed besides the double-bass and bassoon, such instruments
as the third trombone and tuba as bass instruments.

In the following (Ex.360c) we quote a passage of most beauti-
ful tone effect, produced by the combination of the body of violins
“con sordini” with one horn; the violas and bassoons joining in the
seventh and eighth measures, on the words:

“Night oh how calm; the moon is spreading
her light o’er the lonely hedge.”

These instruments being most admirably adapted to the accom-
paniment of such an exclamation: — :




360¢.

3 Flutes.

8 Clarinets
in Bb.

2 Baésoons.

2 Horns in C.

48t and 2nd
Violins.

Violoncellos
and Double-
Basses.

3

THE ORCHESTRA. 347

GapE, “Erlking’s Daughter”, Op ao from No. 4.
Andantc con moto.
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From the Overture “Der Freischiitz".
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Wae find that the melody can be doubled in the octave, by the
following instruments: flute and oboe; flute and clarinet; oboe and
bassoon; clarinet and bassoon; flute and violin &c — a doubling
in the octave of the English horn and bass clarinet, has already
been illustrated in example 258.

This doubled employment of instruments is of so common use,
that we deem it unnecessary to deal with more examples. Doubling
the melody through three octaves is equally very frequently used.
The most appropriate illustration of this, we find in the doubling of
the flute, clarinet and bassoon throughout three octaves; as the
following (Ex. 360c¢) illustrates: —

From the second movement of BEETHOVEN'S, C-minor Symphony
(Op. 67).
360e. Andante con moto, N = 03,
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CHAPTER XIL
THE ACCOMPANYING ORCHESTRA.

The Orchestral Accompaniment of Church Music.

§ ii. Under the title “Church-or Religious-Music” we do no
only include all such compositions as are used in the divine service-
of different creeds, as the hymn, mass, lamentation &c. but also
such works as are of religious purport, which do not form a neces-
sary part of the divine service, and are permitted to be performed
in the church, such as hymns, cantatas, psalms, oratorios, passion-
music &c. Such compositions are also performed in theatres and
concert halls. In all such works, the centre of gravity lies in the
voices, particularly in the chorus.

The orchestra is mostly employed only for the accompanying
of the chorus, arias, duets &c; it seldom moves independently. In
the older religious compositions of Baca’s, HinoeL's &c; we find
that the organ is included in the instrumental accompaniment.
This was necessary, as the orchestras of those times, consisted of
— besides the strings — only a few wood-wind instruments. The
- string quartet was also but sparingly employed; when this is actu-
ally the case, the various voices of the organ complete the wood-
wind instruments; and its complete mechanism is sometimes
(especially in England) employed for strengthening the mass of
chorus. But in those works there exists no actual organ part.
Whether Baca and HinpEeL executed an organ part in the performance
of their works; whether, those that came after them, verbally in-
timated that such was the case; whether a carefully worked out
organ part was written thereto; or whether the organists of those
days executed a difficult improvised part for organ: we must leave
undecided. At all events the organ accompaniment must contain
more than the mere figures which stand above the notes and indi-
cate the harmony. We cannot think that the tenor aria “Patience”,
in the second part of the Matthias Passion, is only accompanied by
the chords and bass of the organ. Just so little in the aria, “I will
watch o’er my Saviour”, accompanied without a technically correct
middle part. Therefore, the organ must take an essential part of
the work, as it is absolutely indispensable. The few orchestral

Jadassohn, Instrumentation. 23
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instruments as flute, oboe and string quartet (in the Matthias Pas-
sion) are led mostly with the voices of the chorus.

The orchestra gives the prelude, interlude and postilude to the
several music-pieces and only occasionally executes an accompani-
ment or perhaps the chorus figures of the final chorus of the first
part (“Oh, bewailing man, thy great sins”) or by the arias. As an
exception, we find that the recitative of Jesus, is accompanied by
the string quartet. The violins and violas are always placed high
(in this work), and their tone encircles the voices, as the luminous
circle does the head of Christ. The rich movements of the or-
chestral accompaniments in the Matthias Passion, become frequently
covered by the motion contained in the voices and organ.

This is especially the case, when the organ, to the passage
— “Open thy fiery abyss, O Hell”, — moves with full accompani-
ment. It becomes more and more the case in the present day, as
the orchestral accompaniment is used merely for the purpose
of tone colouring. We find this to be the case in Mozarr's, Requiem ;
Crerusint's, Requiem ; and the great Mass (G minor) of Morirz Haupr-
MANN; in the Psalms and Oratorios of MenpeLssoBN; in the “Missa
solemnis” of Begrmoven; in the Requiem of Berrioz; and also the
case with the compositions of the later masters. We advise the
beginner in his first attempts in orchestral accompaniments of sacred
music, to work as simple as possible. As far as possible, we should
always treat the accompaniments of sacred works, as of secondary
importance. In the choruses of the fugue style, the stringed in-
struments are led but seldom with the voices. However, this does
not prevent the execution of a movement in the stringed quartet;
the wind instruments can partly go with the voices and partly
strengthen the harmony, as the following (Ex. 364) illustrates: —
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CreruBint, Requiem, Fugue.
361. Poco Allegro. | — 120.

3 Oboes. %; x — =

2 C Clarinets. #1! »— " "= e e S
o

2 Bassoons. Bt — —— = — —
2 Horns in Eb. & — — S == —
2 Trumpets s — o w - - — ]
in By, Ry
i
3 Trombones. : "“ —— ——= —— E e
|
I
18t Violins. | [ = - — —

:
:

gnd Violins,

PRTEetEamta e mie i

Violas. 5 o :
s ‘ ,
: | ——T ¥ ——w——F—w—F——w——
Soprano. i = —t— } ¥ 3
t
|
2R Lo o~
e e e e e
Alto. o IS 3 } ===
ol > et se . mini
=i S i n o
Tenor. © fHEFpEa——F—f———H e F |
i ° .

Bass, R H—— - kg I =|
olim _brabaepro_mi . si . . sti
'Cellos and o t———+ gL P g LIS g g ]
Double- N T EEE ST AR STt eI 2
Basses. 1 T — H



356

CHAPTER XI.
-
— — = ——— s e |
8
w — —w — > -]
LY
. w - - w )
="
A
 — . — = w = > —w
{
4
i._——__!__._.! - —w > = ———
J
S ———w—t—» = e e e — -—
=2
. e 1, 1
—r— —p
, e ey
| f T 1™ T
. S L}t .t
s —— T w n s Y o1t F+
o1+
L) T
1 - 4 1]
2 9T T+ = r—Hr——t—T +
P EEEecicsc
f o~ o

et se . mini

=y
et se . .- mini e . _ jus,
ddd 4 4 B 4
I F I E =t



THE ACCOMPANYING ORCHESTRA. 357

LR 1 1 ' LR 1

n
|
i
i

b
ni
1444
lj

- T . 5 X 4 —
4 3
- mini e. . jus, et
|| S TS E e
= — T —p T g — s =
A ——F—tP—&—+ ¥ gt =
4 : . ini
pro.mi - 8i. . sti et___ se. . mini e. .
P 2
HE T T — pa———f
H————— — T pr—]
— } } 1 ——— o o 1

T T

. quam olim A.brahaepro.mi ..si. .

31’; e o0

5 -
el w g Tt e
P o T 1 e X |

et se. mini .e_ jos,

1

ddd )l ) .
e = —

I &

b1




CHAPTER XI.

358

o

L]

et se.mini, se.mini e.

o~

et se.mi. m,

- mini

et

- jus,

so . mini, se. mi . ni

et

[




359

THE ACCOMPANYING ORCHESTRA.

e

‘ﬂv
e mem——

-

I

Qe

" —

quam olim, quam olim A . brahae,quam o

lim,

quam olim,

A er.lme. quam o . li

L4

+—

o - lim

ejus,quam 'o - lim,

T
T

A _ bra . hae,

1m

ov'.l

quam o - lim,

ra
3
-




mint

P N

Sn—

p—3
-
1

[
==
> wms

CHAPTER XI.

360

4

————

:‘i"

T

2

2=

B

s

A . brahae pro.mi . si. sti,

o . lim

T

LY
bra.hae promi.si. sti

T

quam olim A .

et

o.lim A_bra_ hae

quam olim A. brabae pro. mi o




361

THE ACCOMPANYING ORCHESTRA.

—

:ﬁ::?
1)

3

-~y

S

-

a1

L}

quam oum.A.bral;aepro . m

-

1. sio

i

s m— = i

mini

13

€ jus, €




o
e e e e e
- mini e . . jus

sti et —_ se .

e «

—— ——=F
quam olim A_brahaepro. mi . .o . otfi et__

g
t ]

se . mini .o-jns, §uam olin

2N

P =]

»

s6.mini o .jus, et so.mini e. -

Ih 4 L .

—




THE ACCOMPANYING ORCHESTRA. 363

it
i
it
H

- ] 1.1 pug
- 1t
o — —— -
P —g—4
Ty —

b o & e,
b e —f——f = = = Tr——
: oy + = I 1t — |

0

= 7~
IS eIy e ——w—f= P
- y . ¢ - —
™ T L
% — 8e. . mini e . - Jjus. et.
| a1 Il o * ok N
o9 Fa St s e
; == ¥ t + = ==:===
i A, bra_hae pro. mi. . si. sti et se .mini e, jus,
- A
Cns F— — PR+ T 1% 9]
EER $ + = ==l o= ==

jus, quam olim A . bra_hae pro. .mj . l.sti




364

CHAPTER XI.
w = S ——r—
o — v - -
[
B — —w— —wr ——t—w——————————
=
y .
i = = o - — = = =
- w— — = —_— —r———
S ————a———t———+——— == ———w e |
—_————r—=r pke
T+
7 o
s
fnrEisidiiesee L ga g i
™ T ™71 T T
+ -+ Tttt  —— T 4
==== =2 E=zT===
1] ] g
— b/‘\
1 , .
1r 1 - 1 w—tm—1—t+ 1t
» } ¥ ¥ ¥ ¥ o |
et se. .mini e . .
~ L o~ bey o~
P—+ 3 = +=H ¥ + =
— se. _mini e . _ jus, et se. . mi.ni e.
b r ey T '
EE ===
} ¥
P | . LIV
et s8¢ . . mi.ni e_ _ jus, et se. .mi.ni e
B e .
¥ } 3
= — } 5 1 } 1 —
et se . _ mi-ni e. . jus,
.
= ¥ ¥
! } } |




365

THE ACCOMPANYING ORCHESTRA.

T
T

—

1
T

I
y c— i ——
>4

e )

£ |fee,

be

-y -
) 4

'f!' R

b

T
X

1
T

Comn )

g [2peer

o

-

-

¥4

a2.

 —— o v

=
1

Lam ) 2

b# Ere,

I

mi . -

8e

- mi . ni

et

o.lim A

-

bra.bae . pro .

ﬁg =

- amt—

T




366 CHAPTER XI.

8 —7
» .- ¥ '
- £ 4
1
= o— h 8- ' F
» a2 ﬁ = +
- ;. g \f apontf i
P e =
”~~ E 1 } n 1
=z == %
oy —
== 3 ——
- ‘ - ! g
= = e
3 :
~ ~
fetehier s2issdisssiiiizii
e iiididdnii i ars
3 3 | -
S=E=cr———i——rc—i==——
T - |‘ 1
— P e
quam o . lim A. . . bra . hae
e
e. . . . . -'n. quam o . lim
A
= et et
e. . jus, quam_____ o.lim A brakae

f o o erle
F—F—F+—+—F—F - H =|

Note: Particulars regarding the vocal fugue with orchestral accompani-
ment; the independent figured orchestral accompaniment to the vocal fugue ;
the double-fugue for chorus and orchestra; the eight voiced (double choir)
lugue &c. we find in the Author’s “A Course of Instruction in Canon and
Fugue”, Chapters XIV, XV and XVL
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In ‘the”sustained movement of the four pure harmonic voices,
the orchestral accompaniment must have a movement of directly
opposite nature which is best given by the stringed quartet. In the
following (Exs. 362a and 362b.) we see that frequently, merely
simple chord figures suffice: —

CaEnusini, Requiem.

Largo | = 84.
362a. / —
3 Oboes. M i =
F4 4
2 C Clarinets. W ===
F 4 (of
al.e
2 Bassoons. ":?’?,R: :
7 o
2 Horns in F. = o ——=—
v f
2 Trumpets e 2 = : =
in C. ) ;
4st and gnd § —— 3 : —
Trombones. = -
J,
8rd Trombone. :ﬁﬁ:!r L= ; =
S
48t and 2nd
Violins.

4%t Violas,

2nd Violas.

Soprano.

Alto.

Tenor.

Bass.

’Cellos and
Double-Basses,
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Allegro maestoso (

é!!(—\!

Mzxpiissorx, “Paulus”, Chorus (No. 3).

. e
4

ettt |

o

~

362b.
2 Flutes.

2 Oboes.

e —

2 4 Clari-

nets.

2 Bassoons.

18t Violins,

|

Lord!

Lord!___
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In a characteristic manner Caerusra forms the accompaniment,
in “Recordare” of the “Requiem”, of which we give the beginning
in the following: —

Caerusini, Requiem.
Allegro maestoso o == 88,

363. ~
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o - |
4 Violins. | {63 1 = |
rr
9
b — ™ .
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v 7 .
e
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Y ! J 1 ! |
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The orchestral accompaniment in CmErusmvi’s Requiem con-
tains no organ part, and also in most of the late compositions of
religious character we find this also to be the case. The rich abi-
lity of the modern orchestra renders the organ unnecessary for
completeness. BxerHOVEN writes in the “Missa solemnis” (op. 123),
an organ part, which he only allows to be introduced in the fuit:
orchestra, for the purpose of strengthening the forte and fortissimo
passages of the chorus and orchestra; but, in the solos it remains
silent. The organ is employed in this mass wholly as a secondary
instrument and becomes efficacious only when employed in the
mass of instruments and voices. :

In the Old Gewandhaus, FerLix MexpzLssonn performed a single
movement of the “Missa solemnis” without employing the organ.
We can see from this how little such a great master, deemed the
employment of the organ necessary.

Regarding the combination of orchestra and organ for accom-
paniments, we will make a suitable objection. Besides from regard-
ing that comparatively few of the new concert-halls possess an
organ, and that compositions which are necessarily to be accom-
panied by both orchestra and organ, can mostly only be performed
in the church, must be consequently considered. The mechanism
of the organ is variously different in magnitude, extent of registers,
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tone-color and richness of tone. The large organ completely drowns
the combined effect produced by both orchestra and chorus. Its
- powerful mass of tone, stifels the other participating instruments,
for it is practically a large instrument in itself. The composer
cannot accurately estimate the registers, as they differ considerably
in the various kinds of organs. In case, — as in the old composi-
tions of church music — the organ part is not worked out by the
composer, and is left to another to conceive, he must be qualified
more or less to meet this requirement.

The Accompaniment of the Solo in Sacred Music (Church Music).

§ 45. The organ is not suited to the solo, for it cannot instan-
taneously follow the gradations of the accompaniment of the solo,
with the equal agility and nimbleness as can the other instruments
of the orchestra. It is self-evident that the orchestral accompaniment
of arias, duets and ensemble movements must be weaker than for
chorus and moreover they take a greatly different place in the
theatre than in the church and concert-hall. But there is no reason
existing for excluding this most powerful instrument, provided it
can be employed in a suitable manner and in a suitable movement,
as shown in the following: —

MENDELSSOHN'S, “Paulus”, Aria (No. 47) with. obligato for oboe
and bassoon.
Allegro maestoso (g == 100).

364.
4st and gnd
Violins.
Violas.
Bass Solo.
I%err thu-e mei - ne Lip - pen 4:.1‘11(', dass mein
hen open Thou my lips, o Lord! and
Violoncellos . 1 : " Y f’ T n:y ]
and Double- = > — —+ 1 X |
Basses. ‘ L= = }Wtj
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The accompaniment can more or less, be arranged in many
different ways; but no rules can be formulated which are applic-
able thereto. However we will recommend to the beginner, that in
striving to make the accompaniment characteristic, he should not
go too far. The soul of every musical composition is found in the
melody, and this belongs to the voice. The accompaniment is to be
secondary, for strengthening and for improving. But when the
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composer misplaces the center of gravity of the accompaniment, it
is not so interesting and becomes a great blunder.

Every genuine art-work is not merely for the artist and con-
noisseur, but also for every one who has the proper perception and
feeling of such a work; but even when we are not qualified to
understand a delicate execution of the whole work, we must feel
and be affected by it. So we find that many of the arias and songs
of the great masters are firmly set in the hearts of the people, and
that they always possess the best meaning of the words of the
“Volkslied” (i. e. a well-known song or people’ssong). A special kind
of accompaniment remains yet to he mentioned, it is the orchestral
accompaniment with obligato instrument. This instrument then steps
from the more ordinary employment of the other instruments and
appears as a distinct solo voice to the other voices which it partly
accompanies and partly varies with. The obligato instrament more-
over, gives exactness to the voice and is of prominent characteristic
value to the accompaniment. We find that the classical masters
frequently employed the violin as obligato instrument, but princip-
ally with arias, of which we name “Pity thee, my Lord” from the
second part of the “Matthias Passion” by Sks. BacH. BrRTHOVEN
has also arranged a violin obligato to the ensemble movement of
chorus and solo voices of the “Benedictus” in his “Missa solemnis™.
We also observe that the accompaniments of arias in secular music,
especially opera, frequently contain an obligato instrument which
give a special coloring to the voice.

In the above extract (Ex. 364) from “Paulus”, we find that in
the first part are employed two obligato instruments, which are in-
dicated in the heading. This exceptional case explains the close
relationship of the two instruments (oboe and bassoon). Two like
instruments are often employed simultaneously as obligato instru-
ments; e. g., two basset horns in the aria of Eleazar, in the fourth
act of the “Jew”, by Harkvy, and the two horns in the aria of Alice,
in the first act of “Robert The Devil” &c. In the religious oratorium
the orchestra only moves independently, in the instrumental intro-
duction. In this work we find the large symphony movement for the
orchestra alone; frequently it begins with an overture in fugue
form. Mozarr has also selected this form for the overture to his
opera “The Magic Flute”.

The Accompanying Orchestra in Concert and Opera Music.

'§ 46. The accompaniments performed by the concert orchestra,
we find to be of two different themes: namely, the accompaniment

[




THE ACCOMPANYING ORCHESTRA. 377

of the secular oratorio and cantata; the accompaniment of the concerto
and concert pieces, for one or more instruments. Also—as with the
church music — we find that the religious contents of the secular
oratorio, is chiefly expressed by the voices of the chorus and solo,
thereby, opening alargerfield forthemany different expressions which
may be produced by various tunings of the accompanying orchestra,
than is possible in the case of sacred music. In the latter class prevail
three pre-dominant moods, that of penance, entreaty, and grateful
prayer. Only occasionally perhaps, may the oratorio possess another
mood. The secular oratorio can on the contrary convey to us many
pictures of the emotions of the soul, which cannot be presented by
religious music. When we compare the two celebrated oratorios of
Havow’s, “The Creation” and “The Seasons”, we find that in the last
named work is contained many details of tone coloring in the in-
stramental accompaniment of the death scenes of the supporting
text. The orchestral accompaniment is of a more prominent cha-
racter than that of the “Creation”.

Likewise, we find that the modern composers provide for
a richer orchestral part, when writing these works for concert per-
formance, than is necessary for compositions of a religious charac-
ter. This is verified in the following works: Ros. Scaumany’s, “Para-
dise and Peri”, “The Rose Pilgrimage”; Gape’s “Erlking’s Daughter”;
RusinsTEIN'S, “Paradise Lost”; Max Bruce’s, “Odysseus”, “The Bell”,
“Achilles” and many others. We find this likewise to be the case in
the male chorus with orchestral accompaniment of Max Bruce’s
excellent work, “Scenes from the Frithjof-Sage” which marks the
creation of a new class of compositions.

The orchestral accompaniment of the concerto and concert-
pieces up to the time of BeernovEN, were of very simple character.

The orchestra usually gave an introduction in which the essen-~
tial substance (i. e., the principal theme of the first movement) was
contained. Immediately following was the “first solo” to which
was connected a second full “Tutti”: in the second and third mo-
vement of a concerto- the “full orchestra tutti” does not appear.
The accompaniment of the “solo” was very simple; they arranged
the concert instrument entirely below. Brermoven was the first to
arrange the accompaniment of his concertos in a more symphonic
manner; after him followed MeNDELSSORN, RoB. SCHUMANN, RUBINSTEIN,
REINECKE, SAINT-SAENS, Max BrucH, BramMs &c. In the works of
these masters the orchestra is not so empty in the secondary
accompanying: it takes a more important place and a greater
share of the work in the performance. In the French and German
opera, always from the earliest times we find the accompaniment to
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be of a more prominent character than the mere secondary and
empty one. Such a work is generally introduced by a large sym-
phony-movement known as an “overture”, and before single acts we
find a long instrumental prelude known as “entr’acte”. . In the
midst of an act is' executed “ballet music”, which is character-
ized by nobility of invention and refinement of instrumentation.
The endeavor to produce characteristic effects by the instrumental
accompaniment of the opera has been brought about by the intro-
duction of many of the concert orchestra instruments, which were
hitherto foreign to the opera orchestra.

The English horn, bass-clarinet, tuba and harp are at present
of permanent employment in the opera orchestra.

Rice. Waener has otherwise enlarged the opera orchestra
through the triple employment of the wood-wind instruments and the
trumpets. Examples of the instrumentation of orchestral accom-
paniments of the opera, besides those which have appeared in the
previous chapters of this book, could not be given as they would
carry us entirely too far. This is also unnecessary, for the scholar
has besides the opportunity of hearing in all places the operas of
the classical masters, such as Mozart, GLuck, BeerrOVEN, CHERUBINI,
Weser, Sporr and the works of MenuL, Auser, BoigLpigu, NicoLa,
Manscaner, Lorrzing, Rossini (“Tell” and “Barber”), Hartvy, Gounop,
Bizer &c. Rica. WaGNeR's operas have triumphantly captivated the
stages of all civilized lands.

The scores of most of these works exist in inexpensive editions
and are accessible to the earnest endeavoring art student.

The Forms of the Music Pieces of the Oratorio and Opera; the
Music of Dramas and Tragedies.

§ 47. The forms in the oratorio and opera are by no means as
broad as those of the symphony or sonata of the home-circle, chamber
and concert orchestra. The simple and compound arrangements of
the song-form prevails. Accordingly as the supporting text per-
mits, we find in many arias also the small rondo-form, in ensemble
pieces, sometimes we find a short form of the sonata-movement.
In the oratorios the composer cannot strictly follow the forms of
pure instrumental music, as the text often offers sufficient cause for
deviating therefrom. This is more often the case with opera music.

Also when the song form of the arietta, ariosa, ballad, cava-
tina, retains its form, we must then in the ensemble movements
and finales through the progress of the performance arrange these
forms to conform to the supporting text. By the combined effect of
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the two arts, poetry and music, as is the case in opera, the perfect
and patural governing of the art becomes limited.

By way of exception the music should be subordinate to the
poetry, in the case of the recitative and melodrama; nevertheless
in lyrical and dramatic motives, we must regard the combined
effects of the sister arts.

Therefore, we see in the largest operatic ensemble movements
mostly, only small musical forms placed next to one another.

These are obliged to be interrupted often by long or short
recitatives. Not always is the unity of the tonality prohibited; one
of the most beautiful movements in “Der Freischtitz”, the trio with
chorus in the first act (No. 2) begins in A-minor and ends in F-
major. But in spite of this we see that the classical masters and
also the modern writers, strive to retain the close of the single in-
strumental forms, as far as the text allows.

Then, where the poet in drama or in tragedy wishes music, it
is mostly in the form of the overture, entr’acte, songs, marches,
dances, and occasionally only an accompaniment to spoken words
(in'melodrama).

We refer you to the excellent music of Beernoven’s “Egmont”,
“Ruins of Athens”, overture to “Coriolanus”, to MENDELSSOHN’S
music to “Midsummer Night's Dream”, “Athalia”; and Ros. Scau-
mANN'S music to “Manfred”. The most beautiful of all theatre-music
is written in the form of concert music and is much oftener per-
formed in the concert saloon than in the theatre.
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CHAPTER XIL

THE MILITARY MUSICAL CORPS.

The Military Band Music (Infantry Music). .

§ 48. As well as in different countries, also in the different
branches of every army, the military bands differ.

The infantry music is however of the fullest arrangement; the
employment of the instruments of military bands in Austria and
Germany, are pretty much the same in regard to number, kind and
nature. The following instruments, which compose the bands of
infantry regiments, have been described in chapters V1, VII and VIII.

Piccolo in C or D-flat, 2 Bass Trombones,

2 Flutes in C, 204 and 3™ Clarinets in B-flat,
2 Oboes, Alto Clarinet,

4 Small Clarinet in 4-flat or G, 2 Bassoons,

2 Clarinets in E-flat, Double-Bassoon,

4 Clarinet in B-flat, 2 Soprano Cornets,

2 Tenorhorns, ) 2 Tubas (Helicon),
Baritone, Military Drum,

4 Horns, Bass-Drum and Cymbals,
4 Trumpets, Triangle,

2 Tenor Trombones, Carillon.

In addition to these, we find that in several cases the following
instruments are also employed:

Piccolo Cornet, Alto Clarinet and
English Horn, Bass Clarinet.

The arrangement of the score can be made in many ways; in
the following (Ex.365) we give a fully employed score, suitable for
the purpose in view. —
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Piccolo.

Flute.

Oboes.
Clarinets in Eb.
48t Clarinet in BY.
and Clarinet in Bb.
3rd Clarinet in Bb.
Bassoon.

Double-Bassoon.

Soprano-Cornet *
in Bb. )

Alto-Cornet in Eb,

Tenorhorn in Bb.
Baritone.

4%t and gnd
Horns in Eb,
3rd gand ith

4%t and 2nd
Trumpets in Eb,
8rd and 4th

Military Drum.
Bass-Drum and
Cymbals.

2 Tenor-Trombo-
nes.

2 Bass-Trombo-
nes.

Tubas.

THE MILITARY BAND.

Alla marcia. A ..2:"" ~
Ta b lesetf (e ee|eeefes,
- gf'ra:;t-_uﬁ:#’

LY E‘ ~
' S=cco=—
S e

Lﬁ ====: L +

EEEEES === ==l

A A E.gg E !§ EE.EEAE
Vg A &o.;
= @A . e
A_A o A A

A— i

- sESScies s ss
, =]
RN 77

% ‘.']':4 A




382 CHAPTRR XII.

In the above score (Ex. 365) of MzwpmLssomn's March, the
student will see how the military band instruments — which he
studied in the previous chapters — may be practically employed
as soprano, alto, tenor and bass voices. Special delicate fine effects
of orchestration cannot be brought about in this definite class of
music. “In this matter there is no artistic struggle, for they only
proceed in suitable masses.” This leaves it to the student to reflect
upon the instrumentation of military music; it permits the given
means to be employed in an intelligent and suitable manner,
aiming to instrumentate as full and well sounding as possible. The
military band leaders bring forward such musical compositions, as
were originally arranged and composed for piano or orchestra, e. g.,
as selections from the operas.

Brass Band Music (Horn Music).

§ £9. This generally derives its name from a special troop, it

is of much weaker instrumentation than the “infantry music?, and
without exception consists of the following brass mstruments.

Piocolo Cornet in EY,

4** and 2 Soprano Comet in B? (mostly employed double),

Alto Cornet in EY,

1% and 2% Tenorhorn in Bb,

Baritone,

1*t and 2°d Trumpets in F or E7,

2 Tenor Trombones,

Bass Trombone,

4*t Horn in B’ (High),

gnd
” n N ”»

4¢  , For E’, | These five horns are most invariably
e s employed double; likewise the second
3“ " ” ”n » tuba'
§tb

” ” " ”
1*t Tuba,
Qnd 9 e

Cavalry Band Music (Trumpet Music)
consists of the following named instruments:

1 Piccolo Cornet in E?, Baritone,
1stand 2°4 Soprano Cornetsin B, | 1+, 204 3t and 4** Trumpets in E,
Alto Cornet in EY, {st and 20 Tuba,

1% and 2% Tenorhorn in B’, | Tympani. -
The students who wish to enter into the instruction of the
military music, will do better when they frequently visit the exer-
cises and rehearsals of the different “military bands”. There they
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will best learn the forms, power of tone, and the employment of
the respective instruments, than in any other way.

Of the chief compositions, we recommend FeLix MENDELSSOBN'S
Overture for Brass Band (Op. 24), to be studied.

This little known work is instrumentated for piccolo, flute, two
clarinets in F, two Clarinets in C, two oboes, basset horn, two
bassoons, double-bassoon, bass-horn, two horns in F, two in C, two
trumpets in C, three trombones, xmhtary drum, trmngle, bass—drum
and cymbals.

As this work was written in 1826, it is quite evident it was
written for natural instruments; we feel authorized to take for
granted that the Prussian Infantry, in the music of those times em-
ployed such instraments.

CONCLUSION.

METHOD OF REHEARSING THE CHOIR, HOW TO LEAD THE
ORCHESTRA, CHORUS AND SOLO VOICES IN REHEARSALS
AND PERFORMANCES.

The Choir Practice.

§ 50. The first and most essential requirement of a musical
director or conductor of orchestra, is a good musical ear. Not every
one, when in other respects properly qualified, has been bestowed
by nature and from youth with so fine an ear that they are able to
recognize each separate tone, or each agreeable group of tones, of
either consonant or dissonant chords, and in their correct pitch, so
that they can place each tone in its proper position and give the
prevailing tuning, also actual sound. The author knows very ta-
lented musicians, whe of course know instantaneously each barmony,
whether given from the piano, or from voices, or from horns, and
know the correct situation, but still cannot say whether the above
mentioned chord be

Z . T e be ' be
FZ=] o SERES o T o

Still less is he prepared to give such a chord or another to
your liking, or even a single tone, in its actual pitch, accurately
and immediately from the head.

This knowledge of the absolute pitch, is perhaps not always
positively possible, particularly as the tuning in different countries
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is not always the same, although they vary but little; however, this
talent of every highly musically cultared person is only gradually
acquired by attentive listening.

As an auxiliary means thereto, we recommend thorough vocal
studies; also the study of a stringed instrument or wind instrument.

Moreover, we require, that the musician who will rehearse a
musical composition, must previously learn it thoroughly, have a
perfect knowledge of all its particulars, and also an actual mastery
of its theme, before he can instruct and impart it to others. The
gennine artistic conscientiousness, allows no one, — no matter how
skilled in confidence of his self-possession, in his quick survey, in
his excellent reading and playing at s:ght when at rehearsal — to
conduct an art-work, without a previous preparatory rehearsal.
Although, this can well be permitted in the practice of an approved
and fully qualified director, for it is of absolate necessity; but the
beginner must not draw the conclusion from this exceptional case,
that a scrupulous preceding information of the rehearsal work in
all its details is not always of absolute necessity.

The quickest, surest and best method of studymg a chorus,

when it is only a polyphonic composition of slight difficulty, is to
rehearse each part separately at first. We find in each division of
the chorus, frequently both male and female singers who are pro-
vided with excellent voice material, but cannot sing true at sight
even though theystand next to trained and musicallytalented pupils.
When such members of a chorus are obliged to learn their parts
rapidly and thoroughly, the single practice of the voice parts,
spoken of above becomes most essential.
"~ We recommend the single part practice as being most pro-
fitable for certainty of entrance, correct and distinct pronunciation
of the text, purity of intonation, breathing and elegance of exe-
cution, — all of which are requisite for solidity and strength. But
it is not necessary to employ so much prudence in practice and
that the chorus be of such remarkable strength, in the simpler,
child-like movements of this art. The chorus conductor must know
precisely his strength, so when he becomes aware of what is to be
required of him, there will not be that unnecessary loss of time.

When beginning immediately from the first with the study of
the separate voice parts, all delicacy and elegance of execution
should be left until the very last. Before having the whole chorus
sing together, we must take care that all the intervals are purely
intonated; that all entrances of soprano, alto, tenor or bass, are given
— by all the voices comprising that part — simultaneously, firmly
and positively; that all passages, the progression of the intervals of
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which are of difficult intonation, should be studied singly and prac-
ticed carefully. The purity and acuteness of intonation of the lead-
ing tones and altered tones deserve to be all the more considered,
for they can never be given by the pianoforte, as a good chorus can
give them.

When the chorus movement has a written pianoforte or or-
chestral accompaniment, it is best only to employ this when the
chorus has mastered its exercise completely and can sing it with
certainty.

With the separate practice of special voices, it is best to play
as an accompaniment thereto, only the fundamental harmony; but
with the first ensemble singing of the chorus, we may in case of
necessity employ the pianoforte for calling special attention to the
difficult entrances.

It is very foolish to combine the chorus with the orchestra, be-
fore it has completely studied its part and can render it with cer-
tainty, for most frequently the accompaniment contains difficult
figures which more often hinder than strengthen the chorus. In
works which contain a double chorus such as Bace’s motet in the
“Matthias Passion” and HinpgL’s “Israel in Egypt”, we should study
at first each chorus separately. For when the two choruses are
combined with the orchestra, in rehearsal and performance, they
are generally separated.

In the Leipzig “Gewandhaus” we find that the first chorus is
placed to the left of the conductor (r. e., with the first violins), and
the second chorus to the right.

The Orchestra Rehearsal.

§ 54. Here must the conductor manifest the greatest possible
repose and prudence, for he must accustom himself to hear all
things in the orchastra. It is not unusually the case that superior
musicians and composers when seated at a distance from the or-
chestra, both in rehearsal and performance, can hear and follow
with excellent exactness; but on the other hand when called to the
directors stand, they will at first, — as not being accustomed to
stand so near the orchestra — find much difficulty in hearing as
well and will be little able to superintend the execution. Also in
regard to the pitch, they must first learn to find the right degree.

Moreover, bere lies the difficulty,that the sound of the orchestra
in rehearsal, which generally takes place in an empty saloon, is
greatly different than in the principal rehearsal (¢. e., the one pre-
vious to performance) or performance, which takes place in a well
filled saloon.

Jadassohn, Instrumentation, 25
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All these difficulties, however, are overcome in a very short
time by the true and qualified musician. If he was previously a
member of the orchestra and he only at times co-operated there-
with, then the previously mentioned difficulties are absolutely
nothing to him or only exist in a slight degree. If he has had the
advantage to play underthe direction of a very excellent, orchestral
conductor, he will then have observed how the orchestra should
be conducted. He will also know what the orchestra requires, to
overcome rapidly the difficulties of his exercises and in what
manner the time must be given, so as to enable the hody to follow
with certainty his leading.

Whether the stringed quartet or the wind instruments should
be rehearsed separately before brought together for the full rehear-
sal, depends partly on the nature (make-up) of the orchestra, and
on the other hand, whether great or small difficulties be cantained
in the work or not. The superior private royal bands of Germany
and also their excellent orchestras, in the most difficult of exer-
cises, scarcely ever find it necessary to have separate rehearsals of
the above-named instruments. In the student or amateur orchestra,
such rebearsals are found to be of much benefit.

It is quite different when in a great work for chorus, solo voices
and orchestra, a single rehearsal for the orchestra precedes the
complete rehearsal. Such a proceeding is indispensable, when a
new and very difficult work is to be performed for the first time.
When the respective work is not printed, and the single parts are
in manuscript, then such a previous rehearsal is to be all the more
recommended, as the parts may contain mistakes due to rapid
writing.

Conducting (Beating of the Time).

§ 52. The exalted conductor in giving all the necessary signs
and signals to the orchestra, should always have courteous consider-
ation for the audience, but should never allow this to cause him
to take a position by which his back will be continually turned
towards the orchestra. The signs given for two beats in a bar are
very simple.

The conductor must give the down-beat of the first measure
of every piece, in such a manner, that a short and quick upward
motion is allowed to precede the down-beat, to which it must be

bound ia the manner as shown in the following (Fig. a): —
13

The first (a) or down-beat, a ‘ b ' and the second or up-beat
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(b). The following measures are illustrated in the following simple
manner, consisting of the following short down and up movements :
124 21

[ITiT

The four-part measure is illustrated as the following shows:

1

In a very slow tempo, the eighth notes of a measure must be
given in the following manner:

12

The three-part measure is designated by three beats, in such a
manner that the second beat is given to the left:

we
L}

. N

XY

r) 1
In a slow tempo the six-eight measure is designated by six
beats, in the following manner:

1
L 3
“
»

[

In a rapid lempo it is given as a two-part measure, by a down-
and up-beat.
The nine-eight measure is designated by nine beats in the
following manner:
[ 4

A\

a5a 123
In a rapid tempo this is given by three beats, as in three-four
time.
25*
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The twelve-eight measure is given in the slow tempo, in the
following manner:

oo te

an

123

In rapid tempo it is given as the 4/, time. ‘

The conduetor must always give the beginning of each move-
ment with certainty and vigour and likewise the change of a tempo
within a movement. If a movement in a rapid tempo begins with
an up-beat, then it is not sufficient to designate the beginning, by
the value of a short up-beat, for in 3/, time the whole measure
should be signified by three beats, with the orchestra beginning
without further notice, on the third quarter beat. In the following
time we designate all the measures by down-beats. Therefore, we
must begin the Symphony of Ros. Scaumann’s, in the following

manner: —

41238

see. | 1|1
S EEE T ae s e s e

> M L -
Upward beat.

In the two- and four-part measure we give the up-beat in a
similar way. In the “Quasi Presto” of the above scherzo, Ros. Scuu-
mANN makes the following remark: “To facilitate the simultaneous
beginning of the instruments in this movement, the conductor may
before beginning the “Quasi Presto”, give two beats. ‘

By this method Ros. Scaumany knew with what certainty the
simultaneous entrance of the instruments on the up-beat would be.

It is frequently necessary, in a very slow tempo, to give the
small parts of the measure also. Therefore, every intelligent con-
ductor will give at least six beats in the first measures of a Largo
movement of 3/; time. Also the ritardando and ritenuto movements
are much facilitated when the value of the smaller parts are repre-
sented by augmented beats. At the end of a pause () the con-
ductor must give a short, quick side-movement with the baton,
whereby all engaged in the execution of the pause, may sustain
‘and end simultaneously.

In this case as well as in all other similar cases, the conductor
must accustom the singers as well as the performers to look at him.
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It is no difficult task to give the tempo of a movement, when it
continues for a long time without cessation, as in the symphony,
overture and musical compositions of other forms.

It is however, very difficult where we find in the opera short
movements of different tempos, such as arioso-recitatives, when at
the same time, the measures of the recitative retain the same time-
signature. When the last is only accompanied by sustained or
tremolo harmony through many measures, the conductor only de-
signates the beginning of each bar by a down-beat. When the har-
mony changes in the middle of a movement, then must the parts of
the movement be designated by frequent accurate beats, e. g.: —

H-

367.

In the above the conductor must give each quarter of the
measure a definite beat; in the second, third and fourth measures
only a down-beat should be given. In the following (Ex. 368) the
first three quarters should be given definite beats.

Y iiEr

- ._# [ 4 LY :tt
In the following example, the first four quaters of the first
measure must be given on aecount of the movement of the viola;
and in the second measure, the first three beats precisely: —
369.

48t Violins.

368.

2nd Violins,

Violas.

Violoncellos. &)i—ge——
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In the recitative, the conductor must always attentively follow
the voice, for this by no means always strictly follows the time.
Also he must continually and strictly follow the concerto or concert
piece of a professional artist, and comply with his fine execution al-
ways in such a manner that his accompaniment is secondary. In
this case the conductor is not the leader of the work, but only the
mediator between the executing virtuoso and the accompanying
orchestra. The student who has had no opportunity of assisting
in the orchestra, will do well to observe the movements and signs
of an excellent conductor. Although by a first class orchestra, the
sign for the introduction of a single voice, after many bars of rest
is unnecessary, and the conductor most invariably leaves it to the
intelligence of the performers, who hardly ever fail at the correct
time, but of course in some cases this sign of introduction is to be
recommended. This is of especial value in the case of the entrance
of the tromboenes and tubas. With these instruments it is necessary
to take a great deal of breath, and when the breath is not taken at
the right time, these instruments always enter a little late. It is
sufficient then when the conductor, shortly before these instruments
are to enter, merely looks in the direction where they are arranged
and designates their entrance by a strong and wider given down-
(or up-beat). All the signs should be given at the performance, in
such a manner that they are not disagreeable to the audience and
do not divert their attention. The conductor who in the previous
rehearsals has filled and performed his duties in a professional and
intellectual manner, will at the performance not make more remarks,
than the least possible which are absolutely necessary for success.
When failures and omissions occur, which in rehearsal he has re-
peatedly corrected, he should allow these to quietly pass by, and
not disturb the impression of the whole. During the rehearsal he
should not tolerate interruptions which are caused by each small
omission, but should, with over-scrupulous severity see that each
single movement is repeated many times (when it is in any way
possible). And moreover, the conductor should in the performance,
give the time with the greatest possible quietness and self-posses-
sion, which is all the more advantageous for the success of the work.
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Voice, Baritone 8.

— Bass 2.

— Registers of 8.

— Tenor 3.

Voices 1.

— (Organ) 97.

— Chest 4.

— Head or Falsetto &.

— Medium §.

Volkmann, Rob. 470. 484, 485. 487

Vox Angelica (Organ) 99.

— Humana (Organ) 99.

Wagner, Rich. 90. 136, 159. 488. 18. \
4190. 194, 206, 244. 332, 238, 48—
250. 369. 285. 304, 335—3888. 378.

Weber, Karl Maria von 94. 456. 438. |
477. 188, 189, 194—192. 196. 199
200. 202. 208. 242. 244, 846—249.
221, 232, 237--229. 238. 243. 246.‘
256—288.277. 280. 284, 288. 285.
286. 804—306, 333. 349. 378, 379.\

Wilke 104.

Wind-Chest (Organ) 97.

Wood-wind Instraments 488—242. l

Zither 806—307.

Zither Tones (Harp) 299,
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