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FOREWORD

In presenting this “Practical Manual of Instrumentation,” my
object is to supply the long-felt need for a short, comprehensible guide
for the use of both professional and amateur musicians. As a text-book
it will be found valuable to advanced students in composition, who have
the technique of harmony and counterpoint, wherewith to treat the in-
strumental parts of an orchestral score in much the same manner as the
voice parts in a choral score, with regard to the “leading” of the parts,
the avoidance of bad intervals and “cross relations,” etc., etc.

The study of instrumentation—alike with all other branches of Mu-
sical art—is largely dependent for its mastery upon native talent and

- musical perception. Neither can its technique be entirely acquired

from the study of text-books alone, even though the subject may be

> treated thoroughly and exhaustively.

.

To attain technical skill for good orchestrating, it is necessary that

¥ the student study orchestral scores, and frequently hear good orchestral
“ music. Also, if possible, to have practical experience playing in orches-
_ tras. The latter is of inestimable value. Some of our greatest com-

. posers have never arisen above mediocrity in their orchestrations largely

because they have not mastered the playing of any orchestral instru-
_.ment, and, consequently, were unable to fill any place in an orchestra.
In view of furthering one’s practical knowledge of the details of
instrumentation, it were better to play the drums in an orchestra than

no instrument at all.?

¥

A

This “Manual” treats of every instrument actually used in the
symphony or grand-opera orchestras. Regarding the wood-wind in-

. struments, I have considered only those possessing the latest improve-

ments of the Boehm system.

The differently pitched French Horns are not included in this work
for the reason that modern orchestral players use only the Chromatic-
horn (Valve-horn) in F.—The E-flat Horn is sometimes employed in
Military bands.—Likewise with the Trumpets and Cornets: only those
in B-flat and A are considered, because of their almost exclusive use in
modern orchestras.—In the orchestras of some European countries, the
Trumpet in C is frequently found, but rarely in this country.

1Both Vincent d’Indy and Jules Massenet, during their student days, played the
drum in orchestras so as to obtain training in the technique of instrumentation.
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FOREWORD

In Appendix III will be found a table of transposing instruments,
giving the notation in relation to the key of the composition to be or-
chestrated. In selecting the pitch of Clarinets and Trumpets (or Cor-
nets) to be used in a composition, where B-flat or A instruments would
seem to be equally good (e. g., the key of C-major indicating D-major
for a B-flat Clarinet or Cornet, and E-flat major for the A instrument),
it is well to remember that the selection of Clarinets and Cornets may
be determined by the different modulations (or transitions from one key
to another) in the composition. Should the composition in C-major
contain several measures in the key of A-flat, it is obvious that the B-flat
instruments would be better adapted; whereas the A instruments
would have seven flats or five sharps to contend with. On the other
hand, if the composition in C should modulate into E-minor, then the 4
Clarinet, or Cornet, would be more suitable than the B-flat instruments.

The performer can exchange his instruments, but several measures’
rest must be allowed him for so doing. It requires about one-half
minute’s time for a clarinetist to take his other instrument and “warm
it up” to pitch,—still longer if the temperature is low.

With regard to the French Horns; it is not customary to indicate
their key by the usual key-signature at the beginning of each staff, but
instead, to use accidentals for each note, where required, throughout the
entire composition. An exception to this rule may be made when the
composition is very simple in its modulations, as for example, in the
ordinary military march and two-step.

Appendix II also contains a table showing the tonal compass of
every orchestral instrument; examples of scoring for various combina-
tions of instruments, and the disposition of different instruments in a
modern score for full Symphony (or Grand-opera) orchestra and Con-
cert (or small “American’’) orchestra.

By its necessary brevity, it is obvious that this Manual does not
undertake the study in detail of each instrument, describing all its tech-
nical possibilities, etc. For a complete description of each and every
instrument employed in the modern orchestra, the student is referred
to some modern edition of Berlioz’s treatise on instrumentation, or E.
Prout’s or H. Kling’s. Paramount to all text-books, however, I would
urge, as being the most helpful study in orchestration, the constant
reading of scores, beginning with Haydn’s quartets and symphonies,
followed by Mozart’s quartets and symphonies, and then the quartets,
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quintets, septets and symphonies of Beethoven. I also suggest that the
student re-orchestrate the full Symphony score and adapt it to the re-
quirements of the Concert or “American” orchestra. By so doing, he
will greatly increase his familiarity with any work which he is desirous of
memorizing. I know from my own personal experience, that a mental
visualization of the score is thus obtained, which will always [remain in
one’s memory.

This reducing of large scores for smaller orchestras is explained at
length in this Manual, and will be found of much practical value to
orchestrators and conductors of small orchestras.

Having set forth what is, or is not, to be expected of this little book,
it now remains for me earnestly to express the wish that it will prove all
that I intend it to be: A practical and comprehensible guide to the study
of tnstrumentation.

GasroN BorcH
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CHAPTER 1
STRING-INSTRUMENTS

The Violin.—For tonal compass, see Appendix II. Tuned in
perfect fifths: E-A4-D-G: % It would require a large volume in

which to explain the many different effects to be produced by the Violin.
Haydn, Mozart and Beethoven, in their quartets and symphonies, have
shown most of the possibilities of this “Queen of the Orchestra.”

As the ability of performers has greatly improved in the course
of time, so, also, have modern composers ventured to introduce new
effects, unknown to former generations. There are no positive rules
for the employment of the violin in orchestral scoring, except in regard
to arpeggi and chords, or double-, triple- and quadruple-stopping, which
are either very difficult, or quite impossible for the average player.

Ex2
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The use of the violin in orchestration must be left to the discretion
of the composer or arranger. It is essentially a melodic instrument, but
also very effective when several are employed together for the playing
of sustained chords, properly divided amongst their number.
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8 GASTON BORCH

In the orchestra there are 1st Violins (or Violin I), which usually
carry the melody, and 2nd Violins (or Violin IT) which, as a rule, belong
to the harmonic section, playing the unaccented beats or “after-notes,”
tremolo chords, broken chords, etc. But—especially now-a-days—the
2nd Violin should not be treated as a “filler in”. It is, or should be, per-
fectly capable of reinforcing the 1st Violins, occasionally, either in unison
with them or playing the melody an octave lower.

- ”L,,L_'nmhtgﬁ}?;\%@
e =

Violin1 [féh e

p | ——

ELLL'T’?:L ===

Viliz

In a string-quartet it is quite obvious that the 2nd Violin is fully as
important as the 1st Violin. There are passages for the 2nd Violins in
the modern scores, of greater difficulty than were formerly given to the
1st Violins.

Besides the division of orchestra violins into 1st and 2nd, it is some-
times necessary, for the obtaining of certain effects, to subdivide the Ist
Violin and also the 2nd. Good examples of such writing are found in
the Introduction to. “Lohengrin,”’s—Wagner; Overture to “Euryanthe,”
—Webeér; and countless others in “Das Rheingold”” and “Die Walkiire,”
—Wagner, ete.

It is unwise to overdo this subdividing of the 1st and 2nd Violins.
And it should occur only in scores written for full symphony- (or grand-
opera-) orchestra, where the extreme minimum in the number of all the
violins, should never be less than ten,—six 1st and four 2nd Violins.

The question of bowing is of the utmost importance in ohtaining
desired effects of performance. It is best, in the case of difficult passages,
to confer with an experienced, practical violinist, and accept his advice
in the matter of the bowing.

The Viola.—For tonal compass, see Appendix II.

Tuned in perfect fifths: 4-D-G-C: E; Musie for this instrument

is written in the C-clef, 3rd line; the high notes in the violin—or G-clef.
The yearning, somewhat sombre tonal-character of the Viola, has
a peculiar charm, especially in the middle register, but it should be
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sparingly employed as a solo-instrument. It is best adapted, in con-
nection with the 2nd Violins, for divided chords, either in sustained
notes or broken form.

Ex6
v ] P
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In passages where the 1st and 2nd Violins play in octaves, it is well
to reinforce the 2nd Violins with the Violas, so as to obtain a proper bal-
ance of tone. This applies especially to small orchestras.

Ex8
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All that applies to the Violin in regard to double stops, practicable
chords and bowing, is equally applicable to the Viola; that is, what-
ever is technically possible on the Violin is correspondingly practicable
on the Viola.

The Violoncello.—For tonal compass, see Appendix II.

Tuned in perfect fifths: A-D-G-C: ZEZE  Music for thisi nstru-

ment is written in the bass- or F-clef, the high notes in the tenor- or C-clef,
4th line. Occasionally the violin-clef is used for the highest notes—
sounding as written. (Frequently, one will find the Violoncello part
notated in the G-clef—violin-clef— with the intention that it sound and,
necessarily, be played an octave lower than it is written; but this custom
is practically in disuse, now-a-days.) It is best to use only the bass- and
tenor-clefs, having recourse to the violin-clef only when immediately
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following high notes in the tenor-clef for still higher notes in the violin-
clef.

x.Q“?}mc'“o P

The Violoncello is an instrument affording many and varied possibili-
ties for its use in orchestral writing. It is used to carry the melody, in
octaves, with the 1st Violins, in unison with the lower and middle register
of the same, or in independent counter-melodies.

Yiolin1

Violoncello

s saph feuk s AL Joncieres
’\" = d;fc.
S ~
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It is excellent for reinforcing the Bass (Contrabass) and also for
improving the tone-color or strength of the Violas.

Ex{2 Viola

ot 4 - ,,
Violoncello HAFHIE ¥ x FRY =
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Tt is a splendid solo-instrument, possessing many different tone quali-
ties; full of contrasts, and of great carrying power, especially in the
higher register. Sweetness, earnestness and sternness can be equally
well expressed by the Violoncello. Excellent illustrations of its use are
to be found in Beethoven’s string-quartets. .
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Double stops and broken chords are practicable, though in lesser
degree than on the Violin or Viola.

The Double-bass or Contrabass.—For tonal compass, see Appen-
dix IL.

Tuned in perfect fourths: G-D-A-E g; The Modern five-string

Double-bass possesses a low C-string ZE=  which may be tuned

down to B or A in order to produce some desired pedal-effect. Music
for the Double-bass in the orchestra is written in the bass- or F-clef, the
notes sounding an octave lower than written.

Double stops are to be avoided in orchestra playing, except very
simple ones, and these only for double-pedal effects.
Ex1a

The principal use of the Double-bass is so generally known as not
to require mention. As a solo-instrument it is rarely employed. Com-
bined with the Violoncello, Bassoon (and, at times, Trombone or Tuba)
it is given melodic passages and even quick runs, which if played by
Double-basses alone would not be clearly audible. This is not due to a

L A— 4
Bassoon T i P

Violoncello| -
e T
porS

Ci

Tt ae

E HHEE

lack of carrying power, but instead to the difficulty in producing the
tone, i. e., the comparatively long time needed to impart proper vibrations
to the heavy and long strings of this instrument.

Figuratively speaking, the Double-bass is the foundation or “base”
of the orchestra, and is as important as any other instrument. A poor
bass-section spoils an orchestra more than any other defect. It is best
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not to give the Double-basses very difficult runs. When such passages
are to be played by all the strings, in rather quick fempo, it is better to
simplify the Double-bass part by omitting certain notes of the figure,
or run, which will not be perceptible to the ear.

m e PRI FTL L
fFaf ZQ’LEU'E;U P

ﬁﬁ‘ﬁﬁ m Violoneellv and Lonlm uss 1 |olonwﬂonndCunlrahua
£ Yoo o000 p— |y

Wl 1, f
*3 g gy
L L e 1

U8 higher
If the run or passage is free from skips (wide intervals) modification
of the Double-bass part will then not be necessary—being as practicable
for this instrument as any other in the string section.

16
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Viola

The following excerpts illustrate different combinations for string-
instruments.
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CHAPTER 1II
THE WOOD WIND-INSTRUMENTS

The Piccolo.—For tonal compass, see Appendix II.

The Tones of the Piccolo sound an octave higher than they are
notated.

This little instrument well adapts itself to illustrating the elements
of Nature in melodramatic scenes, such as the whistling of the wind, the
lightning of the storm, etc.

It can also depict a jocular mood, the martial spirit, bird-songs, etc. It
should be used sparingly in the orchestra, and for special effects only.
Its higher notes are very piercing and harsh, while the lower ones have
very little power. It is essentially a solo instrument and should only
occasionally play in unison with the Violins, for example; far more rarely
one octave above. Tonally, it is extremely flexible and runs or arpegg?
can be played upon it with the greatest rapidity. Most skips are easy,
and also “double- and triple-tonguing,” so-called.

>—3

ete.

The Flute.—For tonal compass, see Appendix II.

This, also, is a flexibly tonal instrument, but possessing, besides
some of the characteristics of the Piccolo—brilliancy of tone, for ex-
ample,—many individual qualities, due to the various tone-colors of
its different registers. The lower notes have a grave, mellow character,
suggesting a religious spirit. The middle register is soft and dreamy,

[13]
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the upper one bright and briliant, but never shrill. It bears some
resemblance to the female voice, and has been successfully employed
in alternating with it,—as, for example, in the Aria from “Lakame,”
by Delibes. In the orchestra proper, it is sometimes used to follow and
reinforce the 1st Violins (frequently one octave above), or carry out runs,
embellishments, or answers (imitations of a preceding phrase), etc.

/ﬁ'-\' . BAllegretto

aate e peustet teay, telgle £ E& Y _p, Vidin
7 P I e
f Py o F Bedah o b Sadasss %“ —

% -

Violin [T ¥e ek e — 4 m:,,g,,' —e 13
Clninet-W = e v F P

Ex20
a)

Flute

NT$

As with the Piccolo, nearly all skips are easy upon the Flute, and
also double- and triple-tonguing. (See the Flute Solo in the Overture
to “William Tell.”).

S s o

The Oboe.—For tonal compass, see Appendix II.

The tone-color of the Oboe is of a nasal quality, and expressive of
sadness and complaint. It is well suited for the depiction of loneliness,
grief and suffering; also admirably adapted for illustrating rural and
mountain scenes—often in a minor key,—for example, Schubert’s
“Unfinished Symphony.”—On the other hand, it is also capable of
rendering humorous moods, especially if employed staccato.

Exz’Oboe .

oL ‘f’funwél—‘:\i ”.”v+ i} /,—-n\ -
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As the tonal quality of the Oboe is more penetrating than that of
the Flute and Clarinet, it is well to remember, when employing it in
chords, in combination with the latter instruments, to give the Oboe
either the principal note of the chord, or else indicate that it is to be
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played mezzo- forte (mf) against forte (f), or ptano (p) against mezzo-forte
(mf), or ptanisstmo (pp) against piano (p) of the Flutes and Clarinets.

am, L &z
r

ZFlutes
20boes 7
2Clarinets ff— —i-fe—
n B w ! e
by 7 5T

Of all the wind instruments, the Oboe is the least affected by changes
of temperature, and, therefore, is always depended upon for sounding
the “4,” or pitch, to the orchestra.

Thebestsoundingnotesarethose of the middle: register, the lowernotes
being “‘thick” and somewhat rough, and the higher ones thin and sharp

Skips, arpeggt and trills:

Ex23 . ;
@) B)difficult difficnit
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The English Horn.—For tonal compass, see Appendix II.

The tones of the English Horn sound a perfect fifth lower than they
are notated.

This instrument has many of the same tonal characteristics peculiar
to the Oboe. Its lower register is very sonorous and more powerful
than that of the Oboe. The fingering is also the same as that of the
Oboe; and all that is practicable upon the latter instrument is correspond-
ingly possible upon the English Horn.

.24
E:) Oboe

It is superbly adapted to the expression of sad or painful feelings or
dramatic situations. Also, for imitating the shepherd’s horn (Alpine
Horn), and portraying pastoral scenes, it is well adapted. (See Overture
to “William Tell;” also “Tannhiuser,” Act I, 8rd scene, and “Tristan and
Isolde,” Act III.) It lacks the humorous possibilities of the Oboe, as its
staccato is too heavy.

The best results will be obtained with the English Horn when using
it in cantabile passages and slurred notes.
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The Clarinet.—For tonal compass, see Appendix II.

The tones of the Clarinet in B-flat sound one whole tone lower than
they are notated; and those of the Clarinet in A sound a minor 3rd
(three half-tones) lower than notated.

This beautiful toned instrument possesses many and varied qualities.
Tenderness, sadness and dignity, and impulsive emotional feelings are
all within its scope. Its three registers are quite unlike each other in
character. The lower one (Chalumeau) is adapted to sadness and dra-
matic or religious moods. The middle register reflects happy, joyous,
tender emotions, and the higher register proclaims joy of a more boisterous
character. From thisit will be seen that it is an excellent solo-instrument.

In the orchestra, manifold and diverse use is found for the Clarinet,
for example: in reinforcing the Violoncello in its middle register,—the
lower notes of the Clarinet, played in unison with the Violoncello pro-
duce a beautiful effect:—

Ex26
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in strengthening the Violas or the 2nd Violins in broken chords:—
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also, in sustained chords in combination with other wood-wind instru-
ments, or with the French Horns:—

i ® )
/ o L 99 L~ T
Custiontn 4 T S=Fae == ET e
s s> anng
P > ‘-\ i Bassoons | _————h} J/Tj
" TSR S e e
N P L qf>m '. N !
The tonal flexibility of the Clarinet renders arpeggi, runs, embellish-

ments, trills, etc., very easy of execution.

o e

ql
\
]
3

Ex.80"

Excellent examples of the employment of this instrument are to be
found in the Overture to “Mignon” by A. Thomas; Quintet by Weber,
and Tschaikowsky’s “Symphonie Pathétique.”

The Bass-clarinet.—For tonal compass, see Appendix II.

The tones of the Bass-clarinet in B-flat (the one most commonly
used) sound one whole tone lower than they are notated when writien
in the bass- or F-clef; and sound a major ninth lower than notated
when written in the G-clef. Occasionally, this instrument will also be found
in 4, or even C, but it is safe to say that everything written for it thus
far is playable upon the B-flat instrument, with the possible exception
of some of the works of Richard Strauss. Anything written for the
ordinary Clarinet could be played upon the Bass-clarinet (sounding an
octave lower), but the nature of the instrument makes it best suited to
cantabile passages. Its lower register is of wonderful beauty and will
greatly enhance the tonal color of the Bassoon or the Violoncello, when
a somewhat prominent effect is desired.

1
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o e o
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The Bassoon.—For tonal compass, see Appendix II.

This instrument is the bass of the wood-wind section. Notwith-
standing its size, it is tonally very flexible, and exceedingly helpful to
the Violoncello and Double-bass. Runs and passages played by the
Bassoon in unison with these instruments become much more clearly

defined.

Ex32

Allegro
Elopny, |
Bassoon gy e
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Detached and staccato notes are very clear and precise.

Vicloneello and [:6F
C. b

The lower register is very powerful, the middle register mellow,
and the higher, somewhat nasal in the French-made instruments and
more hoarse in those of German make. (This dissimilarity may result
from the different reeds used.)

The Bassoon is capable of rendering grave or mysterious effects, or
lamentation, and also, quite to the contrary, can easily be adapted to
humorous situations and become exceedingly comical in its depictions.
(See Humperdinck’s “Moorish Rhapsody” and the Overture to Wagner’s
“Die Meistersinger.”)

In the small orchestra the Bassoon will be found valuable in taking
the place of a 3rd Horn, where a complete chord is desired.
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Also, it will prove helpful in reinforcing pizzicati of the Violoncello
and Double-bass.

Y ST S ¥

Beseoon RERE e =

The Double-bassoon or Contrabassoon.—For tonal compass,
see Appendix II.

The tones of this instrument sound an octave lower than they are
notated,—one octave lower than the Bassoon. It is the double-bass of
the wood-wind section. Best adapted for sustained notes, its stupendous
low B-flat being the lowest tone in the orchestra. Owing to its great
size, it is not tonally flexible, and, therefore, not suitable for quick runs,
which should be avoided when writing for it. Staccato notes are not
effective, and arpeggi would be more out of place on the Double-bassoon
than on the Double-bass.

The following excerpts illustrate different combinations for wood-
wind instruments alone, and string and good-wind combined.
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CHAPTER III
THE BRASS WIND-INSTRUMENTS

The ¥French Horn.—(Valve- or Chromatic-horn). For tonal
compass, see Appendix II.

The tones of the French Horn in F sound a perfect fifth lower than
they are notated; and those of the Horn in E-flat sound a major sixth
lower than notated.—As stated in the foreword of this Manual, only the
Chromatic-horns in ¥ and E-flat are herein considered, the author’s aim
being to advise only in connection with the instruments used in orches-
tras of the present day. And the French Horns actually used in modern
orchestras are those in F and E-flat (the latter, in the Military band).—
For an extensive study of the Natural Horn, the student is referred to
the works of either Berlioz or Kling.

The French Horns are the principal and central support of har-
mony in the orchestra. They cannot be dispensed with. Their absence
creates a “gap” in the harmony which cannot be properly filled by any
other instrument. At least four French Horns are employed in the com-
plete, modern orchestra. In the author’s estimation there should be
three in a small concert orchestra, as no chord is complete with less
than three notes.

As a solo-instrument, the Horn is capable of being beautifully and
earnestly expressive. It is equally adapted to the depiction of forest
and hunting scenes, the martial spirit, or the expression of fear, horror
and passion, etc. (See Overture to “Der Freischiitz,”—Weber; “Tann-
hiuser,” Act I, 8rd scene,—Wagner; ‘“Till Eulenspiegel,”—Richard
Strauss; “Siegfried,”—Wagner.)

Ex37
Andante
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There is no wind instrument capable of greater contrasts in tone-
production, from the softest pianissimo, (pp) of organ-like character, to
the shrill, penetrating fortissimo (ff) of extraordinary brilliancy and
carrying power.

[21]
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Stopped tones can be produced so as to be scarcely audible; while
the open, fortissimo tones, carry better than those of the Trombones.
Hearing an orchestra from a distance, when nothing but occasional
tones can be heard, it is noticeable that the tones of the French Horns
will always be more distinct than those of any other instrument.

The “mute” on a French Horn is not adapted to soften its tone,
but to give it a distinct color, thin, nasal and very effective in forte (f) or
fortisstmo (ff), expressing horror, or imitating a chime. The author does
not approve of using the mute for echo-effects, but is in favor of produ-
cing such by “stopped” tones.

Better, if imitationbe ex-
Ex.38 ecuted by enother playcr.
o open o Stopped (Echo)
=y N S k

An echo reproduces the tone faithfully, only softer, but the mute of
a French Horn completely alters its tone-color.

The French Horn is quite flexible in its tonal-production, especially
when employed in figures or skips which do not require too frequent use
of different valves.

ix.40 .
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It 1s a “tricky’ instrument, and the least mechanical of all the wind-
instruments. Before the intonation of a note, it is necessary that the
player have the tone “in mind,” or, in other words, know exactly how it
should sound. This requires not only acute tonal perception, but,
more especially, innate musical aptitude at the outset. A master-player
upon the French Horn is, by nature, thoroughly musical, and endowed
with the necessary talent for his vocation.

Ex.41
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Some modern instruments possess an extra valve, thereby shorten-
ing the tube to B-flat, thus making it correspond in length to the B-flat
Cornet. This permits high notes easier of execution; the tones thus pro-
duced, however, have not the proper French Horn quality.

The Trumpet.—For tonal compass, see Appendix II.

The tones of the Trumpet in B-flat sound one whole tone lower than
they are notated; and those of the Trumpet in 4 sound a minor third
{three half-tones) lower than notated.

The tone of this instrument blends well with that of the French Horn,
but it has a more metallic quality than the latter. Its character is essen-
tially martial.

Ex. 42
Trumpet in 4

Occasionally, it may be employed in a melodic figure, either as a solo,
or one octave below the Violins, to reinforce the melody.

X
Trumpetin Bb “Trompeter von Sikkingen”
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Runs of all kinds are not especially difficult, but they do not suit the
character of the instrument. Military, or Bugle-calls, are peculiarly
suitable to the Trumpet.

As it is the upper voice in the brass-section, it will be given the
melody in passages for brass instruments alone, or in combination with
wood-wind instruments.
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One tone can be repeated many times, with extraordinary rapidity,
on the Trumpet, by means of double- and triple-tonguing.

Ex.A5
Alleg’ro
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In writing for the “American orchestra,” so-called, it is best to keep
the Trumpet within the range of the Cornet, as its place in such orchestras
(in this country) is frequently occupied by the latter instrument. The
full Symphony orchestra uses three and, sometimes, four Trumpets.

Trills rarely occur in Trumpet parts except in solo work.

Bx a8 eut
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The mute when used on a Trumpet causes it to sound like a toy-
trumpet. (See the ‘“Market Scene” in Puccini’s “La Bohéme.”)

The Cornet.—For tonal compass, see Appendix II.

The tones of the Cornet in B-flat sound one whole tone lower than
they are notated; and those of the Cornet in 4 sound a minor third
(three half-tones) lower than notated.

The Cornet is a brilliantly toned instrument, possessing an ex-
ceptionally bright, metallic timbre. It is a very important instrument
in this country, especially in small orchestras, where it is used in solz and
generally as a melodic instrument, playing one octave below the 1st Vio-
lins. As there is nothing harsh in its tone quality, excepting in the low
register, it well answers this purpose. As before mentioned it can, and
often does, take the place of the Trumpet. Technically, both instru-
ments are played exactly alike, and can be substituted for each other in
every way, with the exception of a slight difference in range. But in a
Symphony orchestra the Cornet is rarely employed. Gounod makes use
of it in his Opera “Faust.”

Trills should not be written for the low notes of the Cornet. Double-
and triple-tonguing is the same in ease of execution as on the Trumpet.
Also, the use of the mute is the same in its effect as upon the Trumpet.

Ex 47
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The Slide-Trombone.—For tonal compass, see Appendix IT.
The tonal quality of the Trombone can be, if well played, heroic and
noble, martial, emotional or grave,—according to the treatment of its
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part. A cantabile passage of sustained notes, played piano (p) or pian-
issimo (pp) will be expressive of a serious or religious mood.
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It is a good melodic instrument, but not very flexible in its tone pro-
duction. Runs or scales in quick tempo should be avoided in its use. In
rapid passages, where the Trombone will seem necessary to impart added
tonal strength, it is best to simplify the passage by omitting certain notes,
—in the same manner as with the Double-bass, in similar passages.
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Played forte (f), or fortissimo (ff), the Trombone can express awe,
terror and other dramatic moods.

Ex.49
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In the “American orchestra’ the Trombone is the bass of the brass-
section, and also a valuable solo-instrument. In small combinations, it
- is often employed in place of the French Horns, and sometimes even in
place of the Violoncello. In the Symphony orchestra three Trombones
are generally used and with admirable effect in special passages. (See
Tschaikowsky’s “Symphonie Pathétique.”)

Trills should not be written for the Trombone, as only a few can be
produced on this instrument, and then only by very skilled players.

The Valve-trombone, rarely used in this country, is almost as
flexible in its tonal production as the Cornet, and can replace a Slide-
Trombone,~—the range being the same. The tonal quality, however,
is less noble than that of the Slide-Trombone.

Mutes can be used with much the same effect as upon the French
Horn.
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The Bass-tuba.—For tonal compass, see Appendix II.

This instrument is the double-bass of the brass-section. Its tone
is penetrating and serious in character. It is equally effective when
played either pianissimo (pp) or fortissimo (ff). Owing to its size it is
not flexible in its tone production, and, therefore, quick runs should not be
written for this instrument. In combination with three Trombones,
the Bass-tuba produces the most grandiose and astounding effects. (See
Tschaikowsky’s “Symphonie Pathétique;” Wagner’s “Lohengrin,” and
modern scores in general.)

In the Concert or “American” orchestra, deep notes that should
be played upon the Bass-tuba, can be imitated by the Double-bass, and,
also, by the pedal-notes of the Trombone.



CHAPTER 1V
THE HARP

The Harp.—For tonal compass, see Appendix II.

When used as an orchestral instrument, the Harp is best adapted for
passage work, arpeggi, glissandt and large chords. As it is not a chro-
matic instrument, but one whose half-tone intervals are produced by
pedal changes, runs with chromatic progressions must therefore be
avoided. Scales (diatonic) are not easy, except when performed very
quickly as glissandi; chromatic scales are practically impossible, unless
played in very slow tempo.

Andante
1 e
i e
3‘. e PAR
o 3 F—°¢

To be able to write well for the Harp requires a thorough under-
standing of the mechanical construction of the instrument with regard to
its pedals. There are seven of these pedals (one for each note of the
scale) for shortening the strings by tension-action. They can be placed
in many different positions, or combinations, as illustrated by the
following examples:

With all the pedals “up,” the strings are in their natural position
for producing the scale of C-flat major.

With all the pedals set in the middle notch, the strings are thereby
shortened (raising them one half-tone) for producing the scale.of C-major.

With all the pedals set in the lowest notch, the strings are thereby
doubly shortened (raising them one whole tone) for producing the scale of
D-flat ( or C-sharp) major.

With the F-pedal set in the middle notch, thereby raising the F-flat
to F-natural, and all the remaining six pedals “‘up,” the scale of the strings
will then be that of G-flaf major.

[27]
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With the F-pedal set in the lowest notch, thereby raising the F to
F-sharp, and all the remaining six pedals set in the middle notch (thus
raising six of the scale-tones to C-major), the scale of the strings will then
be that of G-major.

A thorough study of this pedal-system will make clear the many
different combinations obtainable and suitable for glissandi and arpeggz.

Simple accompaniments written for the Piano can be played fairly
well upon the Harp. But this instrument is utterly lacking in sustaining
power and should not be used except as mentioned, in the orchestra, or
in solo-work written especially for it. A fine example of the use of the
Harp is found in the Overture to “Mignon,” by A. Thomas.

A Symphony orchestra is not complete without a Harp, and fre-
quently two or three are employed.

The harmonic tones of the Harp sound one octave above the written
notes,—the latter should be marked with this sign o over them. They
possess a beautiful, ethereal quality of tone, but they are weak. Not more
than two harmonic tones can be produced simultaneously.

Lento (diffsculf)
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CHAPTER V
PERCUSSION INSTRUMENTS

The Timpani or Kettle-drums.—For tonal compass, see Appen-
dix IT.

The Timpani are used to accentuate the rhythm or to give tonal as
well as rhythmic emphasis to the bass. There are generally two em-
ployed in the orchestra, and modern scores have necessitated the addi-
tion of one or two more in the Symphony orchestra. As they are gen-
erally tuned in the tonic and dominant of the composition, and should
be very carefully used for the playing of any but the bass-note of the
chord, it is very difficult to perform the Timpani parts of modern com-
positions upon only one pair of timpani. The latter would require
constant change of pitch and a very clever performer.

A fortisstmo (ff) roll on the Timpani, gradually diminishing to
pianisstimo (pp) will fittingly imitate thunder. The reverse dynamic
effect, from pianissimo to fortissimo, is also excellent. (See the “Sym-
phonie Fantastique” by Berlioz.
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The Snare-drum (Small or Side-drum).—This is a military
rhythmic instrument, and its proper place is in the military band.
Its use in the orchestra should be restricted to compositions of a martial
character, or to dance music.

[ tas Bass-ar
gl

The Bass-drum.—With this instrument a good imitation of a
cannon shot can’be obtained, with its subsequent reverberations (roll)
or distant echo. It is also very effective when played pianissimo (pp).
But its principal use is in accentuating the force of a climax. For dance
music, or in military marches, it is used on practically every “down-beat.”

Ex 53
8
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The Cymbals.—These are usually employed together with the
Bass-drum, but certain effects can be obtained with one or both of the
Cymbals alone. One Cymbal, struck with a soft Kettle-drum stick,
produces the effect of a Tam-tam. When vigorously clashed together,
they well depict a stroke of lightning.

The Triangle.—This little instrument is very effective in pianissimo
(pp) or fortissimo (ff), and is capable of an excellent crescendo or de-
crescendo. A tremolo on the Triangle played pianissimo together with
a chord on the higher notes of the wood-wind instruments, or divided
Violins, produces a beautiful effect.

Violtn
e
5 L

The Bells, or Glockenspiel.—For tonal compass, see Appendix I1.
This instrument should not be used too frequently. In a response
or answer to a foregoing figure, it is effective in employment.
E:‘ :?legreuo Betts (orin ‘&‘”:'?,
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The Xylophone.—For tonal compass, see Appendix II.

Many showy soli have been written for this instrument. Its use in
the Symphony orchestra is restricted to certain characteristic effects.
(See “Danse Macabre” by Saint-Saéns.)
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CHAPTER VI
ORCHESTRATION

Having given a description of the instruments used in a Sym-
phony orchestra, indicating their respective characteristics and the best
use to which they can be put, 1 will proceed to advise how to write
for the orchestra, giving examples to illustrate the different points as
they occur.

As heretofore stated, and now again emphasized, the study of
orchestral scores will prove more helpful than all else; but that requires a
long time, and, in the meanwhile, this Manual will serve as a practical
guide to the end desired.

Instead of taking up much space in reproducing parts from the
Master-scores, 1 shall use my own illustrations as they are needed, and
only occasionally have recourse to borrowed excerpts; at the same time
indicating, as much as possible, whatever Master’s work will verify the
fitness of my own illustrations.

In composing for the orchestra, after having your themes, counter-
themes and modulations well fixed in your mind, make a “sketch” on
four staves, more or less, according to necessity. This sketch will usually
be playable on the piano with two (or four) hands.

Indicate on your sketch not only the solz for different instruments,
but make this sketch a complete score in reduced form.

Ex.58 Violin I&IT: Viola
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Give special attention to the treatment of your string-section,
whether it be alone, in places, or combined with the wood-wind, or in
“tutts” (whole orchestra). Even a large body of strings will fail to assert
itself adequately if improperly matched against the other sections of the
orchestra. This being true with regard to a Symphony orchestra, it is
all the more applicable to smaller combinations, as, for example, the
average ‘“‘Comic Opera” orchestra, where three Violins, one Viola, one
Violoncello and one Double-bass must contend with two Cornets, two
Horns, Trombone and Drums! In writing for the strings, therefore,
remember that difficult double-stops and chords always sound weak;
that tones on open strings always sound more brilliant than the artifical
ones; and this is true to such an extent that it is best to avoid entirely
the use of open strings in soft, legato passages. But this, of course, must
be left to the discretion of the player.

For brilliancy of tone inthe string-section, including theeasiest double-
stops and chords, the best keys are those of 4, D, G and E. (E-major
is difficult for Violoncello and Viola.) B-majoris of great brilliancy, but,
owing to technical difficulties, is more adapted to broad, majestic move-
ments than to allegro or quick tempo. It is well here to remark that its
enharmonic key, viz., C-flat major, has an entirely different tone-color,
and its use in a quick movement would be both difficult and absolutely
without brilliancy. In connection with this, a few words about the
much discussed subject of enharmonics will not be out of place. On the
keyboard of the Piano, F-sharp and G-flat are one and the same note,
but not so on the Violin, or any instrument for which the ear determines
the pitch to be imparted while playing. F-sharp, considered as a major
seventh, or leading note, progressing to G, will always be played some-
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what sharper than G-flat—the latter note considered as the minor third
of E-flat.

B, as the leading note to C, is sharper than C-flat, the latter note
being the minor sixth of E-flat. This infinitesimal difference of pitch is
mathematically determined by the division of a diatonic degree (whole
tone) consisting of nine “commas,” intoe half-degrees (hali-tones) of five
and four commas each.—For a thorough understanding of this subject
a special study of acoustics is necessary.

Whether Tschaikowsky, in his “1812” (Solennelle) Overture, used
both keys of B-major and C-flat major simultaneously (in different in-
struments, of course) for some special effect, or to point out a disbelief in
any difference, I do not know, but I can give an instance of a great com-
poser changing from D-flat major to C-sharp major, very evidently to
alter the tone-color from that of a plaintive lullaby to that of the joyous
song of birds,—viz., Antonin Dvo¥ak in his “New-World” Symphony.

For “andante,” or “adagio,” of a serious character, or dreamy mood,
the keys of D-flat, E-flat and B-flat-major, together with their correspond-
ing minors, will be found to possess the appropriate and true tone-color;
also the keys of G-flat and C-flat, likewise. For slow movements of a more
hopeful, brighter character, the key of F-major (see Schumann’s ‘“Traii-
merei” and Bizet’s “I’Arlesienne’) is very good, also C-major (Wagner’s
“Albumblatt’) and G-major (Massenet’s “Le dernier Sommeil de la
Vierge’’) sound appropriately well.

(later)
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Some of our modern composers seem to forget that the players of
wind-instruments are physically dependent upon breathing for the neces-
sary “wind.” The author has seen score-parts, especially for the Horns,
which scarcely allowed a moment’s rest for the player. Remember that
diversity of combinations enhances the interest of a score, and unless
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such diversity is present, the sameness of tone-color will finally become
monotonous. On the other hand, do not “chop up” your score into
varied examples of a few measures each, for different combinations of
instruments, but lead the instruments to take their right place at the
right moment, according to their respective tonal character. A most
remarkable example of the adding of one instrument to the other and one
section to another, is found in the Introduction to “Lohengrin.”

In the accompaniment of a Solo, make your orchestration rather
“thin” than too “thick.” One of the finest models for the orchestra ac-
companying a Solo Violin is that of Mendelssohn’s Concerto. It could
be done differently, no doubt, but certainly no better.

It is possible to find the proper use for three Trombones, Tuba and
even Bass-drum in accompanying a Violin, but—be careful!

Ex.62 Yiolin
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In accompanying the Voice, even greater care should be exercised in
order not to cover either the vocal tones of the singer or the words being
sung. Many singers give all their attention to the tone-production, at the
expense of the enunciation of the words. In the author’s opinion, the
tones to be produced, and the words to be sung, should be so closely
allied that the vocal production of the former will not interfere with the
attention necessary for the distinct enunciation of the words.

The balance of orchestral tone is a matter that must not be neglected.
A chord for full orchestra, with every instrument mark mezzo0-forte (mf)
has not the right balance, for the reason that the mezzo-forte is stronger
in some instruments, and weaker in others. Similarly, with regard to
piano (p) and pianissimo (pp) it would be very incorrect to mark all the
instruments with the same dynamic degree. Example 63 shows the
right dynamic balance for the instruments in each section,—unless it
were desired that some special instrument, or instruments, predominate.
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In forte (f) or fortissimo (ff) passages, the differences in the dynamic
degrees to be indicated for individual instruments depend, for their
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correct proportional balance, upon the tonal strength and character of
each instrument.

Ex 64
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The distribution of the notes of a chord among the different instru-
ments is also of great importance. It is obvious that the middle note,
G, in Example 65a, would be too weak if played by the Clarinet; better,
if played by the Horn, as indicated in ¢ of the same example.
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In writing for four Horns, it is customary to cross the parts in
such a way that 1st and 8rd Horns play the high notes; the 2nd and 4th
taking the low ones.

Ex.68
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This custom is probably derived from old compositions, scored for
two Horns, where the 2nd player was entrusted with the low notes. The
custom has influenced the players, and, now-a-days, a 4th Horn player,
even when a virtuoso, does not like to play high notes. Neither does
a 3rd Horn player care to play low notes.

In fact, though not for the same reason, a score written in proper
manner will show crossing of the parts from top to bottom. This is for
the purpose of a better blending and a more even distribution of the parts.
And another reason ‘is that certain intervals are more agreeable than
others to two musicians playing similar instruments. If crossing of the
parts was not permissible, the intervals of a perfect fourth would often
occur between two Oboes, or, for that matter, any two instruments of a
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kind. Now, the interval of a perfect fourth is not an agreeable one, and
a major seventh is still less so.

e A Fxlfpad 4 getter ‘
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The rule of crossing is a good one, but it cannot always be followed,
though it is observed, when feasible, between the 2nd Violins and Violas
in chord-playing.

A counterpoint or counter-melody should be treated in such a man-
ner as to be duly prominent. Next to the theme proper, it is of the
greatest importance that the counter-theme should stand out distinctly.

In commencing a counter-theme, be sure that the intonation notes
are not made indistinct by interference with the notes of other instru-
ments.

ExT =" e
e = et i e
Violin SRR i====sz-==
. ® le:fve:!n’vo ol
Horn) i = 7 >
= ST =S
e A

sl R T e b,
SRS s S ==sii,

Violoncell —
Contrabass EPir—

I
pizz.

To work three or four themes simultaneously and give them all their
proper balance so that each single theme is clearly discernible to the ear,
is not an easy task. One of the master-examples of such workmanship
is found in the Overture to Wagner’s “Die Meistersinger.” The scores
of Richard Strauss are well worth studying in this regard. His contra-
puntal work and excellent balance of his orchestra (mostly colossal) is
unrivalled.

In orchestrating a composition written for the piano, several facts
must be borne in mind.
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Usually, a composition for the piano does not contain sufficient
material from which to make the orchestration interesting (unless it has
been composed and written for four hands, or better, two piancs). It
then becomes necessary to add counter-themes to “fill in the gaps,” or to
extend chords, add here an octave, or the third or sixth to a run or figure.
It is largely a matter of artistic perception and inventive genius.

Ex72 a) Piago
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Then again, frequently the notes in a piano composition are not
written, or indicated in time-value, for the sustained effects which they
are intended to produce with the aid and proper use of the damper-pedal.
The neglect to “fill in” such omissions when scoring, would result in very
thin and poor orchestration.
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In many instances, a bass note indicated for the piano as a quarter- .
note should be sustained in the orchestra throughout a whole measure,
or even longer,—as illustrated in Example 74a.

This applies also to harmonies in the right-hand part of a piano
composition, as shown at b and ¢ in the following example.

Ex 74 Piano
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The accompaniment figure of broken chords (for piano) as shown in
Example 75a, sounds, if played right, as illustrated at b, in the same
example. In the orchestra version, therefore, some instruments must
be given sustained notes whereby to obtain the desired effect, and avoid

thinness in the harmony.
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In Example 76, note for note of the piano score can be copied in
transcribing for the orchestra.
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Example 77 illustrates chords in tremolo for piano, and ways of
writing the same for orchestra.
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Example 78 illustrates figures for piano and their practical trans-
cription for orchestra.
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CHAPTER VII

THE REDUCING OF LARGE SCORES FOR THE
CONCERT OR “AMERICAN ORCHESTRA”

Nearly all compositions written for Symphony orchestra can be
successfully reduced so as to be playable for the Concert or “American”
orchestra, the latter consisting of the following instruments, viz., one
Flute, one Oboe, two Clarinets, one Bassoon, two Horns, two Trumpets
or Cornets, one Trombone, Timpani and Drums, etc., and at least two
1st Violins, two 2nd Violins, two Violas, two Violoncellos and one Double-
bass. Of course, such works as the Symphonies of Richard Strauss or
Gustave Mahler had better be left alone. But examples of what can be
done are to be found in Charles F. Roberts’ transcription of “Caucasian
Sketches,” by Ipolitow Iwanow, also in the author’s own arrangement
of Tschaikowsky’s “Overture Solennelle (1812)” and Richard Strauss’
Serenade, op. 7.

The main point is to know kow to dispose of large chords intended
for a full section of a Symphony orchestra, and produce as nearly as
possible the same effect (only weaker) with, for example, five instruments
in place of eight. (A Symphony orchestra has at least eight wood-wind
instruments—the Concert orchestra, five; and in the Brass-section the
proportion is eleven to five!) Illustrations of the “thinning out” of such
large chords will be found in the following example.

Ex 79

Symphony American Symphony American Symphony  American
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As there are very often only two 1st Violins, in certain instances it
will be best to reinforce the 1st Violins with the 2nd, in unison, whenever
possible. This will be found excellent in a “tutii,” where a passage or
figure for the 1st Violins should be prominent. The 2nd Violin can be

[42]
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replaced by some other instrument, and its “helping out” of the 1st
Violins need leave no “gap.”

Where there is an important passage or figure for the 2nd Violins or
Violas, and where the 1st Violins are occupied, it is well to reinforce the
former with one of the Clarinets.
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Passages for the Harp are difficult to treat in reducing from full
orchestra to the Concert orchestra. The Harp cannot be properly re-
placed by any combination of instruments. Example 81 illustrates
chords, originally written for the Harp, replaced by the strings, played
pizzicato. Not a note is missing, but the smoothness and roundness of
tone, peculiar to the Harp, is lacking. Nevertheless, it is the best that’
can be done in instances of this kind.
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Arpeggi of the Harp, if not too fast, can be treated in the same
manner, but, again, they lack roundness of tone.

Ex.82

Harp

Violinl

WVoliniI

Viola

Of course, the evenly and broadly broken chord (the final one in the
above example) of the Harp cannot be imitated by the strings. As al-
ready stated, however, the Harp cannot be replaced in the orchestra, un-
less a Piano is used for that purpose. When there is a Harp-cadenza, the
only thing to do is to substitute for it a cadenza by some other instru-
ment, e. g., the Clarinet, or a combination of Flute, Clarinet and Strings.
This will require composing; but a good arranger should not be found
wanting in such instances.

It is the habit of some arrangers to “simplify”” the master-scores, and
one of the means frequently adopted by them in this connection is that of
transposing the composition to an easier key. Their argument for so
doing is, that otherwise the composition would prove too difficult for the
average musician. The reply to such an argument is, that a “musician’
who is not at ease in every key, has no place in an orchestra! Moreover,
it often happens that a composition does not become any easier when
‘transposed, though it may seem so at a superficial glance.
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CHAPTER VIII

THE REDUCING OF SCORES FOR STILL SMALLER
COMBINATIONS OF INSTRUMENTS

In this country, most Theatre orchestras are smaller than the Con-
cert orchestra. They exclude one Clarinet, the Oboe, the Bassoon and

the Horns; also, the strings are
reduced in number to two 1st
Violins (often only one), one 2nd
Violin, one Viola, one Violoncello
and one Double-bass.

Example 85 illustrates the
average Theatre orchestra, which
is sometimes still further reduced
by excluding the 2nd Violin,
Viola and either the Flute or
Clarinet, one Cornet or even the
Violoncello, and substituting the
piano inlieu of all these missing
instruments. But, rest assured
that the drumsareneverexcluded!

Now, only certain composi-
tions can be played by such small
“orchestras”’—save the name!—
the Piano filling in the “gaps.”
If the pianist is a clever per-
former almost anything can be
attempted! But let us consider
for the present the unreduced
Theatre orchestra and its pos-
sibilities. This orchestra does
without a Piano, as a rule, using
the parts from the “American
orchestra” score. As certain in-
struments belonging to the Con-
cert orchestra are missing, the
score for the same orchestra has
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been made in such a way that in the absence of the Oboe, 2nd Clarinet,
Bassoon and Horns, the composition can still be played acceptably by
the employment of the small notes or “cue-notes,” written into the score
parts.

In writing for the Concert orchestra, with the purpose of rendering
a composition playable by a smaller combination, one must treat the 1st
Clarinet like the 2nd of a full score, that is, not for melody, but for har-
mony,—and be very careful to “cue in” (by means of small notes) in
other instruments (which for the moment are not occupied) the parts
originally intended for Oboe, 2nd Clarinet, Bassoon and Horns; and to
select for such substitution an instrument whose tone-color most closely
resembles the instrument it is intended to imitate.
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In the Theatre orchestra, the closest imitation of an Oboe will be the
Clarinet. Should the latter instrument have an important part of its
own, then the Flute may be used in its stead. The Viola, also, will do,
or the Violin, but more often than not each of these instruments is en-
gaged with its own part, and, therefore, not available.

The Bassoon finds a good substitute in the Violoncello; occasionally
the Trombone can take its place or even the Clarinet, if the passage (for
the Bassoon) is within the tonal compass of the latter. The Viola will
also prove acceptable, as substitute for the Bassoon, with the same pro-
viso, as regards tonal compass. And the Double-bass can be used for
substituting the low, sustained notes of the Bassoon.

The substitutes for the Horns are found in Cornets and Trombone,
the latter instrument sharing the honor with the 2nd Cornet. As for
the 2nd Clarinet, it must travel, more than any other instrument, from
one substitute to another, and often does not find any. This, however,
is of minor importance, as the 2nd Clarinet in the Concert orchestra is
used very often to reinforce the melody, while the 1st Clarinet is being
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employed in the harmony. Of course, in passages for wind-instruments
alone, this difficulty is overcome by having the Viola, or a Violin, play
the 2nd Clarinet part. Careful “cueing-in” of a Concert orchestra score
will result in a fairly good orchestration for a Theatre orchestra. Natu-
rally, the cueing-in can be carried still farther, so that even a smaller
combination than the Theatre orchestra can render the composition, but
the cueing-in should not be overdone. It is best, however, to have all the
wind-instruments cued-in to the string-instruments, when these latter
are not occupied with their own parts. The result will be, that the
strings alone can render the composition.

To a Concert orchestra score also belongs a Piano part, to be used
by the Conductor, or by the pianist of a smaller orchestra. This piano
part should be written upon three staves, the upper staff containing the
melody and counter-melody—written in small notes;—the notes on the
two lower staves are to be playable upon the piano in substitution of
any missing instrument, or of all instruments with the exception of those
which carry the melody. This Piano part should also indicate the in-
tonation of each instrument as originally written in the Concert orchestra
score, not its substitute in the Theatre orchestra.—With this Piano part,
one 1st Violin part and a Violoncello part, a fair rendition of the com-
position as a trio may be expected.

To this can be added a Violin-obbligato part, made from the score,
and containing counter-themes occurring, for example, in Clarinet, Horn
or Flute parts,—in short, anything of interest besides the melody proper;
sometimes the melody in octaves with the 1st Violin.

A combination much in vogue now-a-days is the above together with
an Organ or Harmonium (Reed-organ) part, also made from the score
and containing mostly sustained notes belonging, in the score, to the
Horns, Cornets, Clarinets, Bassoon or strings. (See illustration a in
Example 88.)
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In writing for the Harmonium, avoid large chords and quick passages.
The large chords can be produced by the adding of stops, whereby every
note struck will also sound its octave. Quick, or staccaio passages (es-
pecially the latter) are not suited for the Harmonium.
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CHAPTER IX
“CROSS-CUEING”

When reducing a score to make it playable by small combinations,
you will be tempted to “cue-in” the notes of a missing instrument to the
parts of several other instruments, not occupied for the moment with
their own notes.
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In the instance of an Oboe solo or passage, for example, you will
naturally cue-in this Oboe part to the Clarinet, then to the Oboe’s next
best substitute, and finally to the 1st Violin,—always provided, of course,
that these substituting instruments are not otherwise engaged with
their own particular parts, for the time being.

Make it a rule to cue-in all Soli to the 1st Violin part, using an extra
staff for the cue-in notes, lest they should otherwise interfere with the
notes of the Violin part.
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This cueing-in to different instruments is practical and good on
condition that you “cross-cue.” Example 91 is an illustration of cross-
cueing. The solo is for the Oboe, and it is cued-in to the 1st Clarinet,
Flute and 1st Violin. The substitute which you would naturally prefer
in this instance is the Clarinet. Write, then, over the small notes of the
Clarinet part, “Oboe.” Over the same small notes given to the Flute
(in case the Clarinet is missing) write “Clarinet,” not “Oboe;” and over
the same solo passage cued-in to the 1st Violin part, write “Flute.” If
for some reason you should prefer the Viola as substitute for the Oboe,
then the first cue-in will be to that instrument (Viola) with ““Oboe”
written over it; then it may be in the Clarinet, marked “Viola;” in the
Flute, marked “Clarinet,” and in the Violin, marked “Flute.” If you
do not proceed in such a manner, you will hear the Oboe solo simultane-
ously palyed by all the instruments to whose parts that solo has been
cued-in!

This procedure entails much work, but it is certainly worth the
trouble; and if your “cross-cueing” is good, you will find yourself con-
siderably in advance of arrangers who are not familiar with the system.



52 GASTON BORCH
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In conclusion, let me repeat that orchestration cannot be learned from
books. Listen to orchestral music and try to remember the tone-effects.
First, write simple things for string-instruments alone; slow movements
(with sustained notes) at first, then more complicated and varied move-
ments, followed by the addition of several of the wind-instruments; then
take, for example, a Mozart piano sonata, and transcribe it for ‘“American
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orchestra,” excluding the drums, but not the Timpani. Follow this
with the reducing of some good work, from the full Symphony score, to
Concert orchestra score; then reduce this latter score, by cross-cueing,”
to the Theatre orchestra.

It is experience, in unlimited amount, that makes the master in
everything! .

Until you feel reasonably sure of the technique in your work, use a
lead pencil in writing: and last, but not least, write distinctly and legibly,
making your ordinary notes not too small, so that there may be a marked
difference between them and the “cue”-notes.



APPENDIX I

THE GROUPING OF INSTRUMENTS IN A

MODERN SCORE

For Full Symphony Orchestra

For Smaller Concert Orchestra

1st Staff [ Piccolo 1st Staff
2nd Flutes I and IT ~
3rd “ Oboes I and I1
4th * English Horn 2nd “
5th “ < Clarinets I and II 3rd “
6th * Bass-clarinet 4th
7th Bassoons I and 11 5th
8th Contra- (or Double-) | 6th *
L Bassoon mth
oth “ (HornsTand II 8th
10th Horns IIT and IV 9th *
11th * Trumpets, or Cor-
nets, I and II 10th “
12th “  { Trumpets, or Cor-
nets, IIT and IV .
13th * Trombones I and II 11th
14th Trombone III and .
. L Tuba 12th
) g 13th “
15th {Tlmpam or Kettle- | 14th
. drums 15th
16th { Snare-drum and Bass- [ 16th
~ drum, ete.
17th
18th “ Harp
19th Solo-instrument,
20th * Voice or chorus
2lst Violin I
22nd “ Violin I
2%rd “ J Viola
24th “ |} Violoncello
25th Contra- (or Double)-
~ bass
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(or “American Orchestra”)

( Flute (s)—when Pic-
colo, use separate
staff.
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3 (13 [ II
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drums
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APPENDIX II

TONAL COMPASS OF INSTRUMENTS WHEN USED
IN ORCHESTRA
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APPENDIX III

TABLE OF TRANSPOSITION: SHOWING RELATIVE
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A TREATISE ON HARMONY

y
J. HUMFREY ANGER

IN THREE PARTS

Parts I and II, ea. 1.25; Part III, 2.50
Key to Part I, 1.25; Key to Part II, 1.50

Part I: Major Diatonic Scale; Intervals; Minor Diatonic Scale; Common Chords; Har-
monic Progressions; Cadences, Sequences, etc.; Chord of the 6th; Chord of 6-4;
Dominant 7th; Inversions of V7; Natural Modulation.

Parr II: Secondary 7ths; Chords of the gth; Derivatives of Vg; Simple Suspensions;
Compound Suspensions; Auxiliary Notes; Extraneous Modulation.

Parr III: Chromatic Concords; Chromatic Discords; Diatonic Modifications; Chro-
matic Modifications; Enharmonic Modulation; Contrapuntal Harmony; Basses and
Melodies; Five-part Harmony; Instrumental Harmony; Additional Melodies; Ap-
pendix (Harmonics, etc.).

The author has succeeded, in his treatment of the subject, in being as simple, as
concise, and, at the same time, as thorough as possible; simplicity being a necessity for
the beginner; comnciseness, a necessity at the present day, when {armony is but one of
the many studies which claim the attention of the student; while a thorough explanation
of the subject is not only absolutely necessary, but this, indeed, must also be on some-
what original lines. The many appreciative testimonials that this work has received,
prove its rapidly increasing popularity among teachers and students of harmony.

KEYBOARD HARMONY

A PRACTICAL COURSE FOR USE IN CLASS
OR FOR SELF-INSTRUCTION

By
USELMA CLARKE SMITH
Cloth, n. 1.25

Sent postpaid on receipt of 1.00 per copy

Only to the chosen few do the usual methods employed in the study of Harmony
yield the desired results, and in order to impress upon the student the vital and practical
importance of the study, it should be taught directly at the piano, so that the various
combinations and successions may be appreciated through the ear and hands, and not
simply be obtained by slavishly following a long list of prohibitions.

In the treatment of the subject, and in the point of approach, the author has departed
from traditional methods. Instead of words, it has been his endeavor to treat of sounds,
and in the conviction that it is only at the Keyboard that the rudiments of Harmony can
be adequately impressed in their true importance upon the pupil’s mind, he has succeeded
in presenting the subject from a point of view adopted by no other treatise.

Prof. PERCY GOETSCHIUS lavishes praise upon Mr. Smith’s “Keyboard Har-
mony” in the following words:

“I have read Mr. Smith’s book, and I have done so very thoroughly, and with keen
interest. In my opinion this is a truly valuable book, and one which ought to become
very useful to the student. The musical illustrations and examples are excellent through-
out. Not only faultless in technique, but really good music. This is refreshing!”




NEW BOOK PUBLICATIONS—THE BOSTON MUSIC CO.

A STUDY OF MODERN HARMONY
By
RENE LENORMAND

English Translation by HEBBERT ANTCLIFFE
Price 2.00 n.

Sent postpaid, for 1.60

Mr. Lenormand’s **Study of Modern Harmony"' is an exhaustive presentation of the latest phases into which
the art of composition has developed in France. His book is replete with musical examples, taken from the works of
Louis Aubert, Bruneau, Chabrier, Chausson, Debussy, Dukas, Dupont, Fauré, d'Indy, Ravel, Satie, Florent Schmitt,
and others. He shows that the many harmonic innovations of these men, which might seem at times to be discords rather
than to merit the term of ‘‘harmony,” can still be explained, and have their roots in established and recognized chord
forms. They follow an underlying principle as closely as did the music of older masters. It must be acknowledged that
Mr. Lenormand has solved the problem in the most interesting manner, and that his lucid exposition forms highly en-
lightening material. It was not the author’s plan to write a treatise upon how to write modern music. Nevertheless
one cannot but feel that this subject, so succinctly treated, teaches an inspiring lesson to every musician actively in-
terested in composition, and that it will dissipate many erroneous beliefs with regard to supposedly arbitrary practices
of modern French writers.

Particularly instructive chapters are those dealing with chords of the seventh and of the ninth, with the pre-
paration of discords, and with the novel devices for ending a piece. It is only natural that in this book the whole tone
scale receive its due consideration, as it was mainly through the Neo-French School that its legitimate effects and usage
have been introduced. .

MODERN HARMONY

ITS EXPLANATION AND APPLICATION ,
By
A. EAGLEFIELD HULL
Mus. Doc. Oxon., F. R. C. O.

Price 3.00 n.
Sent postpaid, for 2.40

This work is intended, not to supplant, but to supplement the existing Harmony books. Teachers, students
and musical amateurs will welcome this book, which is the first of its kind, dealing comprehensively with both the technical
and aesthetic elucidation of modern music. It contains 400 examples from the works of Richard Strauss, Debussy,
Stravinsky, Scriabine, Ravel, Schonberg, Albeniz, Dohnanyi, Korngold, Reger, Sibelius, and of many other modern
as well as earlier composers. In order to make the book interesting to the general reader, as well as useful to the student,
a glossary of technical terms has been supplied for the convenience of the former, while the practical student may like
to try his hand in the working out of some of the exercises appended to the volume. The book is attractively bound
and contains 219 pages of actual text matter, besides handy indices.

I had occasion strongly to recommend Hull’s ‘Modern Harmony' in connection with a paper which I have just
read at the M. T. N. A. meeting in Pittsburgh.”—(Signed) Geo. Coleman Gow

‘‘Please accept my sincere thanks for the copy of Dr. Hull's ‘Modern Harmony’ which you kindly sent me.
My admiration is very great, and grows with every page.”"—(Signed) Percy Goetschius

MELODIES AND HOW TO HARMONIZE THEM

With illustrations from ancient and modern sources
By
EDMONDSTOUNE DUNCAN

Price 1.25 n.
Sent postpaid, for 1.00

The aim of this book is chiefly practical. An average student finds it difficult to begin harmonizing melodies,
and he is usually left to pick it up by himself, with what aid he may derive from counterpoint and occasional remarks
from his teacher. To such an one, the present treatise should appeal, while to the really gifted student (who finds melodies
and basses offer no difference in degree of difficulty), benefit may accrue from a perusal of the examples, some of which
are rara. Doubtless the most sensible method of employing the work will be to use it concurrently with a Manual on
Harmony. As the best and most up-to-date in this line may be recommended the ‘“Treatise on Harmony'' by J. Humfrey
Anger, with analytical keys for self-instruction.




NEW BOOK PUBLICATIONS |
oN PIANO TECHNIQUE By

TOBIAS MATTHAY

MUSICAL INTERPRETATION

Its laws and principles, and their application in teaching and performing
n. 1.50

From the author's preface:

“It will be found, that while this work deals with the subject mainly from the pianist’s
point of view, nevertheless most of the principles here formulated apply with equal force
to all other forms of musical performance. Many of the same laws of interpretation
which apply to pianoforte playing also hold good whether we are players of stringed in-
struments or wind instruments, or are vocalists or organ-players or conductors. We cannot
play even on a penny whistle without coming under the sway of such laws! Hence I hope
that this little volume may prove helpful to all music-teachers, to all artists as well
as students, and whatever their specialty; helpful even to the operators of machine pianos!”

PRESS REVIEWS:
MUSICAL COURIER

“This work is so full of useful advice and helpful explanations that we should like to quote
it in its entirety. . . It seems to us that the two chapters on rubato and pedaling are in
themselves enough to make the book of the utmost value to all teachers and students of the piano.”

MUSICAL AMERICA

“This little volume s at once erudite, surprisingly interesting and valuable to a degree.

The author covers his ground in a peculiarly concise manner and all of the subject matter is
soundly expounded. . . wundoubtedly a little volume of tmmense value. . . treatment

throughout is masterly.”
HARVARD MUSICAL REVIEW

“The chief excellence of the book lies in the quality of its subject matter. The author has
eliminated vague generalities and platitudes. . . one can but admit the competent way in
which the points dealt with are covered.”

THE FOREARM-ROTATION PRINCIPLE
IN PIANOFORTE PLAYING

Its Application and Mastery

L n. .50

ﬂ The time is ripe for crystallization of the abstruse research and conjecture relating to
this subject, into tangible and well-tested particulars. This function Mr. Matthay (him-
self a pioneer in the field in question) is eminently qualified to perform, and he has done
soin an explicit and practical manner that safeguards the student against any misapplication
of the newer method.

THE CHILD’S FIRST STEPS IN
PIANOFORTE PLAYING

(On the Forearm-rotation Principle)
n. .60
This is a manual for the teacher, or for the adult beginner. Its teachings are not merely
convincing in a theoretical sense, but stand self-demonstrated. The substitution of atotally
new body of exercise material is not requisite—rather, the new principle will be used to
facilitate mastery over exercises selected from the usual sources, since this is a method

of playing normal and typical piano idiom by more normal and advantageous means
than have obtained in the past.

THE BOSTON MUSIC COMPANY
L 26 & 28 West St. Boston, Mass.
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| THE COMPLETE WORKS OF ENGLAND’S

FOREMOST MUSICAL THEORIST

EBENEZER PROUT

HARMONY

Its Theory and Practice. 28th Impression, Revised and Largely Rewritten, with
Analytical Index
net, $2.00

ANALYTICAL KEY TO THE EXERCISES
in the 16th and subsequent editions of ‘“‘Harmony: its Theory and Practice.”
net, $1.50.

COUNTERPOINT, STRICT AND FREE
net, $2.50.

‘ ADDITIONAL EXERCISES

to “Counterpoint, Strict and Free,”” with Melodies and Unfigured Basses for
Harmonizing.
net, $1.25.

DOUBLE COUNTERPOINT AND CANON
net, $2.50.

FUGUE
net, $2.50.

FUGAL ANALYSIS

A Companion to “Fugue.” Being a collection of Fugues put into Score and
Analyzed.
net, $2.50.

MUSICAL FORM
$2.50.

APPLIED FORMS

A Sequel to ‘“Musical Form.”
net, $2.50.

THE ORCHESTRA

Vol. I..—“The Technique of the Instruments.”
Vol. II.—“Orchestral Combination.”
each net, $2.50.

Ebenezer Prout is known throughout the entire musical world, and particularly in the
English speaking part of it, asthe author of themost authoritative and most comprehensive works
on musical theory. It is no longer necessary to extol the merits of his teachings; they have
found general acceptance, and their thorough, and yet elastic course, has formed the basis
1 upon which many a musical career and reputation have been founded. At the present time,
] when “innovations” are so rapidly succeeding each other in the field of musical composition,
it is doubly important that musical education be launched from a theoretical system that
will at once explain the fundamental principles upon which the art of the classic masters was
based, and at the same time offer a methodic plan, by which even the most modern harmonic
experiments can be plausibly explained. This, Ebenezer Prout’s works do better than any other
books on these subjects. All the works listed above are solidly and attractively bound. They
contain a vast number of musical examples.

THE BOSTON MUSIC COMPANY, BOSTON, MASS.




HOW TO PASS
MUSICAL EXAMINATIONS

BY HERBERT ANTCLIFFE
n. .50 "

As examinations enter so largely into the life of the musical student of to-day, the
advice given in this little book will be found most valuable. No specific examina-
tions are recommended or considered; but the whole aspect of preparing for exam-
ination work, and particularly for that of teachers and older students, has been
reviewed. Without going into detail, the book will be useful alike to those who
themselves enter for examinations, and to those whose business it is to assist others
in their preparation.

THE DEVELOPMENT OF
SYMPHONIC MUSIC

BY THOMAS WHITNEY SURETTE
n. 1.25

“This work deals in a critical but not over-technical manner with the highest
branch of pure music, which, in.the opinion of some, is tantamount to saying with
the highest branch of all music. To trace the development of this class of composi-
tions, therefore, means to follow the high-water mark of music since the middle of
the eighteenth century.

“Only the most representative works are analyzed—those which do something
more than merely add new examples of an already existent type. In the first three
chapters of the book the beginnings of music and the tendencies leading up to the
symphony are briefly considered, then eleven standard works in this latter form are
discussed in detail as to their content and style—their spirit, if that can be mentally
apprehended : that which is expressed rather than the means of expression. The
student is to have before him a copy of the work analyzed, with the measures num-
bered, and references explanatory and commentatory are then plentifully furnished
by the author. For the concert-goer such a method of imparting intelligent ideas
concerning the standard material of the numerous symphony orchestras of to-day
‘will be both beneficial and interesting to a high degree.

“A writer of the wide experience of Mr. Surette is so conversant with all that
has been said and written about standard musical works that the braodest insight
is imparted, to which each individual hearer is at liberty to add his own impres-
sions.”—The Musical Monitor.
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