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INTRODUCTION.

AT no period in the History of Music has Tnstru-
mentation been more discussed than at the present
time. 'The reason is doubtless to be found in
the recent development of this branch of the Art;
and perhaps, also, in the maultitude of criticisms,
opinions, different doctrines, judgments, rational and
irrational arguments spoken or written, for which
the slightest productions of the most inferior com-
posers form a pretext.

Great importance seems now attached to the art
of Instrumentation, which was unknown at the com-
mencement of the last century; and the advance
of which, sixty years ago, many persons who passed
for sincere friends of Music endeavoured to prevent.
There is an effort, nowadays, to place an obstacle
in the way of musical progress upon other points.
It has always been thus; therefore we vught not
to feel surprise. At first, music was only acknow-
ledged a8 a series of consonant harmonies, inter-
mingled with discords of suspension ; and when
Monteverde attempfed to add the chord of the
seventh on the dominant without preparation, blame
and invective of all kinds were levelled at him.
But this seventh once admitted, in spite of oppo-
gition, to companionship with the discords of sus-
pension, there were not wanting those among so-
called learned authorities who held in contempt all
compositions of which the harmony was gimple,
sweet, clear, sonorous, natural. It was absolutely
requisite, to please these gentry, that music should be
crammed with chords of the second major and minor,
with sevenths, ninths, fourths, and fifths, employed
without reason or intention, unless that of being
as frequently as possible harsh to the ear. These
musicians took a fancy for dissonant chords, as
certain animals have a predilection for salt, prickly
plants, and thorny shrubs. It was the exaggeration
of reaction.

Melody was not to be found among these fine
combinations ; when it appeared, it was cried down
a8 the ruin of Art, the neglect of time-honoured
rules, &c., &e. All was apparently lost. Neverthe-
less, melody maintained its ground ; and a reaction of

- melody, in its turn, was not long in appearing. There

were fanatical melodists, to whom every piece of
music in more than three parts was insupportable.
Bome of them asserted that, in the majority of cases,
the subject should be accompanied by a only,

leaving to the hearer tha delight of imagining the
complemental notes of the chords. Others went
still further, desiring to have no accompaniment
at all, affirming that harmony was but a barbarous
invention.

Then came the turn of modulations. At the time
when modulation was only into relative keys, the
first who ventured to pass into a foreign key was
treated with contumely—as might have been ex-
pected. Whatever the effect of this new modula-
tion, masters severekv objected to it. The innovator
vainly pleaded :—* Listen to it; observe how agree-
ably 1t is brought in, how well worked, how adroitly
linked with that which precedes and follows, and
how deliciously it sounds!” « That's not the ques-
tion!” was the reply. “This modulation is pro.
hibited ; therefore it must not be made!” But as,
on the contrary, that is the sole question through.
out, modulations into foreign keys did not fail soon
to appear in high-class music, producing effects no
less felicitous than unexpected. Almost immediately
arose & new order of pedantry; some composers
thinking themselves degraded by modulating into
the dominant; and frolicking sweetly, in the smallest
rondo, from the key of C natural to that of Fi
major.

Time, little by little, has put each thing in its
proper place. A too rigid adherence to custom has
been distinguished from the reactions of vanity, ;
folly, and obstinacy ; and it is now pretty generally !
agreed, as concerns harmony, melody, and modula- !
tion, that whatever produces a good effect is good ; |
that whatever produces a bad effect is bad; and -
that the authority of a hundred old men, even if
they were each a hundred and twenty years of age, |
cannot make ugly that which is beautiful, nor /
beautiful that which is ugly. ~

As for instrumentation, expression, and rhythm,
that is quite another affair. Their turn for being
discerned, denounced, admitted, fettered, freed, and
exaggerated, not having come until much later,
they have not yet attained the point reached by
other branches of the Art. It may be said that
instramentation, as first in order, is at the stage of
exaggeration.

It requires much time to discover Musical Medi-
terraneans; and still more to master their naviga-
tion. .
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CHAPTER 1.

Every sonorous body employed by the composer
is a musical instrument. Hence, the following di-

vision of the means now at his disposal :—
Violins
Their vibration | Violas
effected by the{ Violes d’amour
bow Violoncellos
Double-basses

H
Played by hand Gu“:gm
Mandolins
With keys—Pianoforte.
[ Hautboys o{rec ;
Corni Inglesi f.“) TR
Bassoons
Bassons de quinte
Double-bassoons
Clarinets
Corni di bassetti
Bass-clarinets
Saxophones
Without medo—l“futea, great and small

an

With keys gl;glodium

Concertina
Horns
Trumpets
Cornets
Bugles
Tromhones
Ophicleides
Bombardons
Bass-tubas
Voices of men, women, children, and
L artificial soprani.
[ Kettle-drums
Ancient cymbals
8et of bells
Glockenspiel
Keyed harmonica
Bells

Btringed instruments

With reeds

Wind instruments {

‘With mouthpiece,
and of brass

Of definite sonorousness

Instruments
p Drums
percaasion Of indefinite [Lon -drums

sonorousness, ; Tambours de basque (or Tam-
and producinglemboll bourine)
variouscharac- | Triangles

teristic noises | Gon

L Pavillon Chinois.

The employment of these various sonorous ele-
ments, and their application,—either for colouring
the melody, harmony, and rhythm, or for producing
peculiar impressions (originating or not in an in-
tention of expression) independently of all aid from
the three other great musical powers,—constitutes
the art of instrumentation.

Considered in its poetical aspect, this art is as
little to be taught as that of inventing beautiful
subjects; fine successions of chords, or original and
striking rhythmical forms. That which suits various
instruments, that which is practicable or not for
them, easy or difficult, dull or sonorous,—may be
indicated ; it may also be pointed out, that such
and such an instrument is more fitted than an-
other, to produce certain effects, and to express
certain sentiments; but as for combining them
in groups in small orchestras or large masses,
—as for the art of uniting them, mixing them,
in such a way as to modify the sound of some
by that of others, giving to the ensemble a
particular tone, which could neither be produced

- of the extent, and

by one of them singly, nor by joining it to instru-
ments of its own species,—this can only be done
by instancing the results obtained by masters in the
Art, and tracing their mode of procedure ; results
which, doubtless, will be again modified in a thou-
sand ways, for good or ill, by such composers as shall
reproduce them.

The object of this work is, first,—the indication
certain essential parts of the
mechanism of instruments ; next, the study (hitherto
much neglected) of the guality of tone (timbre),
particular character, and powers of expression, per-
taining to each of them ; and lastly, the best known
methods of proceeding, in order to group them
appropriately. Any endeavour to ste beg’ond this
would be an attempt to set foot on the dumain of
inspiration ; where genius alone is capable of making
discoveries, because to genius alone is reserved the
right of traversing it.

CHAPTER II.
INSTRUMENTS PLAYED WITH A BOW.
The Violin.
The four strings of a violin are usually tuned by
fifths ; thus :—
1st String. ————H-
2nd Btring.vvv-e rerar————H-

8rd String. 7vvsy TV _ERT
4th Btring. ¥ 7TV TTIVEVVIY O

The highest string, E, is also called the chante-
relle ; and generally known as such.

These strings, when the fingers of the left hand
do not modify the sound by shortening more or less
the portion set in vibration by the bow, are called
open strings : the notes which are played on an
:hpen string being indicated by an O placed above

em.

Some eminent composers and performers have
not chosen to hold themselves restricted to this
method of tuning the violin. Paganini, in order
to give more brilliancy to the instrument, oceca-
sionally raised all the strings half a tone :—

0.

G—po——
359

and, consequently transposing his part, he played
in DJ, while the orchestra was in Eb, and in AR,
while the orchestra was in BD, &c., thus keeping
the majority of his strings open—the sonorousness
being greater when open, than when pressed by the
finger—in keys where, with the ordinary method of
tuning, that would not have been possible.

De Beriot frequently raises merely the G a whole
tone in his concertos.

Baillot, on the contrary, sometimes lowers the G
half a tone, in order to produce softer and deeper
effects.

Winter has even employed FY instead of the G
with a similar intention.

Having regard to the degree of skill at present
attained by éur young violinists, this is about the
extent which may be assigned to the violin in a
well-constituted orchestra:—
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‘With all the chromatic intervals,

> th££g
§1fL~ -

H

rH

The great performers carry the range of the
vielin several notes higher; and even in the or-
chestra, a much greater degree of acuteness may be
obtained by means of Aarmonics—of which mention
will be made hereafter.

Shakes are practicable on all the steps of this
vast ladder of three octaves and a half; but the ex-
treme difficulty of those which occur on the three top-
most notes—A, B, C, is to be dreaded ; and, in the
orchestra, it would be prudent not to employv them.

The minor shake on the fourth _,__h¥» __ _
string, from G to Ab, should be E_ﬁ
avoided as much as poesible :~— =

It is harsh ; and its effect is scarcely agreeable.

Chords of two, three, or four notes, which may
be struck, or played in arpeggio, on the violin, are
very numerous ; and the effects they produce ex-
tremely various.

Chords of two notes, resulting from what is called
the double-string, are well suited to melodic figures,
to sustained phrases either forte or piano, to accom-
paniments of all kinds, and to the tremolo.

Chords of three or four notes, on the contrary,
produce rather a bad effect when played piano ;
they seem rich and enmergetic only when played
loud and boldly; as the bow can then strike the
strings sufficiently together to make them vibrate
simultaneously.

It should not be forgotten, that, of these three or
four notes, two at most can be sustained ; the bow
being compelled to quit the others immediately after
they are struck. It is therefore useless, in a slow or
measured movement, to write thus :—

The two upper notes are alone capable of being held ;
hence it is better to indicate the passage in this
way :—"

- A2 -o-_._?.

—>-

—

= or

'r'
/ All chords contained between the low G and the
I lo

|
|
|
i

w D are evidently impossible; since there is only
a single string (the G) to produce the two notes.
When there is need of harmonxin this extreme point
of the scale, it can be obtained in the orchestra only
by dividing the violins. This division is indicated
by the Italian word divist ; or by the French words
divisés (divided), and @ deux (in two), written over
the passage :— Divit

g b gF * ;ﬂ:E

Theviolins are then separated, that one set may play

the higher part, and the other the lower. Beginning
with D (3rd string) all intervals of a second, a third,
a fourth, a fifth, a sixth, a seventh, an octave, are prac-
ticable. But they become more and more difficult
in proportion as they advance upon the high strings.

Eaay. .

More and more difficult.

O 4 |
Easy. More and more
diffcult. N

-

With the chromatic
intervals.

With the
intervals.

c.
\!’ith th?
= intervals.

More and more
difficult.

difficult.
-2 &

With the
chromatie
ntervals.

Easy. cult.

The unison is sometimes employed on a double
string ; but, although it can be done upon many
other notes, it is well to limit it to D, A, E; because
they are the only ones that offer, with the facility
necessary to good execution, variety of timbre, and
a sonority due to the fact that one of the strings is
open :—

oo ° 1
In the other ZR—— .
unisons

there being no open string, their execution becomes
rather difficult, and consequently, their strict intona-
tion very rare. )

A bass string can cross an upper open string, by
pursuing an ascending movement while the open
string remains as a pedal :—

0—0—_0—0——0 —— ‘With the
et I hromae

2 : tervals,
T r o ol o o o . *

Tt will be seen that the D, here, remains open,
while the ascnding scale is executed throughout upon
the fourth string.

The intervals of a ninth and a tenth are feasible,
but much less easy than the preceding ; it is much
better not to write them for the orchestra, unless
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the lower string is open, in which case there is no
danger :—

0o 0

Care should be taken to avoid, as excessively diffi-
cult—not to say impossible—such leape of a double
string as demand an immense displacing of the hand:—

=

In general, such leaps should not be written,
unless the two upper notes belong to a chord of
fonr notes which may be struck together :—

R

¥ =

This is feasible, becanse the four
notes may be struck at once >—

|
In the following example, however, though the
four notes can only be struck at once with some diffi-
culty (those of the last chord alone excepted), the
leap from low to high is not less easy,—the two
lower notes being on open strings, and the two
others with the first and third fingers :—

- _..‘_'

= .
O 'w r?rm PP o

Among chords of three, and particularly of four
notes, the best and most sonorous are always those
which contain mogt open strings. I even think that
if none of these strings can be had for a chord of
four notes, it is better to rest contented with a chord
of three notes.

Here are those most used ; the most sonorous, and
the least difficult :—

o o o ooJ_'..l

It is better in all the chords marked thus * to let
them remain with three notes, and to omit the
lowest sounds :—

FEYTTT

Easy i;x a movement of moderate speed :—

a2l _pahfy,

- 4=
All these chords linked in this manner are not diffi-
cult. They may be executed in arpeggio ; that is to '
say, by letting their notes be heard consecutively,
from which frequently results the most agreeable
effects—in a pianissimo especially : — .
_y ale= TeeTy
Er e mEmEroEe Se s %

“ppv -3 /_ \Gf d??

evertheless, there are designs, similar to the
preceding, of which the four notes cannot, without
extreme difficulty, be played at once, yet which are
easily executed in arpeggio, by means of the first
and second fingers passing from the fourth string to
the first, in order to produce the low note and the
high note —

—

1 1

. b . -
= ey
1

=) e

1
By omitting the high note or the low note of the
preceding examples, so many chords of three notes
arc obtained. There must be superadded these which
result from the various notes produced by the E
string above the two centre strings, or by the
E and the A, above the open D only :—

e te ol e fe 28 EH S
AidRinditAAAs
ek

-

:
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If 1t be required to strike an isolated chord,
in D minor or major, the disposition of the A
should not be made too difficult when not led up

to; it is better to take the following,
which is quite easy, and more sono-
rous, on account of the effect of the

two open strings : —
It may be seen by the preceding examples that
all chords of three notes are possible for the violin ;
(if care be taken, in those which contain no open
string, to spread the parts sufficiently to allow an
interval of a fifth or sixth between them. The
;i:ttil: may be found either above or below, or
. sixth {£ pirn, (St {2

th.

. Qertain chords of three notes being practicable in
{ two ways, it is always better to choose that which
‘contains an open string :—

E be. . or
-
| ]
Double shakes in thirds may be made, beginning
with the first BP below :— v

E b b b
, b b i b

But as they are more difficult of execution than

simple shakes, and as the same effect may be ob-
_ tained more neatly by means of two separate violin-
| parts, it is better, in general, to abstain from them
( n the orchestra.

The tremolo, simple or double, by many violins,
produces several excellent effects; it expresses
trouble, agitation, terror, in the respective shades of
piano, mezzo-forte, and fortissimo, when it is placed
on one or two of the three strings, G, D, and A, and

when it is not carried much above the middle BP:—
Doubie cord. )

§ i o] _ﬁff%ﬂ

It has something of a stormy, violent character,
in the_fortissimo on the middle of the first or second
string :—

/

LR

i .f%
It becomes, on the contrary, aerial, angelic, when
employed in several parts, and pianissimo, on the

. high notes of the first string :—
a b =
lat Violina. = = ¥
-g.
-
3rd Violins. —
or Violas. \ ———E

Occasion may here be taken to mention that the\
custom is to divide the violins into two sets; but
there is no reason why they should not be subdivided
into two or three sets, according to the object which
the composer has in view. Sometimes, it is even -
advantageous to carry the number of violin parts np
to eight, either for the sake of isolating from the
grand mass eight single violins (playing in eight
parts), or in order to divide the whole of the first
and second violins into four equal portions.

To return to the tremolo. The chief point, in
order to ensure its complete effect, is that the move-
ment of the bow shall be sufficiently rapid to produce ,
an actual tremulousness or quivering. The composer
must therefore write it with precision, keeping in
view the nature of the movement in which the
tremolo occurs; for the performers, delighted to
avoid a mode of execution which fatigues them, will
not fail to profit by any latitude allowed in this
respect.

us, in an Allegro assas, if the following were
to be written for a tremolo—

Which ’ v
R PP sPPIIIPe pPPOs]
produces Ty bty

the tremulousness would certainly exist; but if the
tremolo of an Adagio were indicated also by semi-
quavers, the performers would strictly keep to semi-
quavers; the result of which would be, instead of
tremulousness, an effect of heaviness and flatness the

most detestable. In such a case
the composer should write—

and even, if the movement be slower
than an Adagio :—

The tremolo on the lower and middle notes of the ;
third and fourth string, is much more characteristic
in fortissimo if the bow strike the strings near the
bridge. In large orchestras, and when the per-
formers take pains to give the full effect, it produces
a sound like that of a rapid and powerful cascade. .
This mode of execution should be indicated by the |
words : near the bridge. J

A fine application of this kind of tremolo occurs
in the scene of the oracle, in the first act of Gluck’s
Alcests.

- The effect of the tremulousness of the second vio- _
lins and violas is there much enhanced by the grand =~ /
and emphatic progression of the double-basses, by -
the blow struck from time to time by the first violins,
by the successive introduction of the wind instru-
ments, and lastly by the sublime recitative which
this surging of the orchestra accompanies. I know
nothing of this kind more dramatic or more terrible.

However, the idea of the tremolo near the bridge,
not having been expressed by Gluck in his score,
cannot be ascribed to him. 'lzhe honor of it reverts
entirely to M. Habeneck, who, when directing the
studies of the Conservatoire pupils in this stupendous
scene, required the violins to try this energetic style
of execution—the advantage of which, in such a case,
is incontestible :—

s
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/ For certain dramatic accompaniments of an agi-
/ tated character, advantageous use is made of the

broken tremolo, occagion- @
P @ F

‘\ ally upon one string—

BERLIOZ' TREATISE UPON

force and agitation to the sound of the violins, and
suit many orchestral effects,in all kinds of nuances:—
__Altegro.
I JE S e S o 3 TS

Abbreviation.

sometimes upon two strings : @
i

Lastly, there is another kind of tremolo, never
employed nowadays, but of which Gluck has made
admirable use in his recitatives. It may be entitled
the undulating tremolo, and consists of a not very
rapid utterance of bound notes on the same tone;
while the bow never quits the string.

In these non-measured accompaniments, the per-
formers cannot precisely hit the same number of
notes in each bar,—some playing more, others
fewer; and from these differences results a sort of
fluctuation, or indecision in the orchestra, perfectly
adapted to express the uneasiness and anxiety of
certain scenes. Gluck wrote thus :—

f—
S - e
P P -

The different kinds of dowing are of great im-
portance, and exercise a gingular influence on sonority
and on the expression of peculiar features and*melo-
dies. They should therefore be carefully indicated
—according to the nature of the idea which is to be
conveyed—Dby the following signs :—

\

For staccato, or lightly detached notes, simple or
double, which are to be executed during a single
drawing of the bow, by means of a succession of
small strokes that move it as little as possible :—

For markedly detached notes, which are to give
to the string all possible sonority, by permitting
it to vibrate alone after the bow has vigorously
struck it, and which particularly suit pieces of a
haughty, grand character, and of moderate move-
ment :— :

SEEtt e
ntt—

Notes reiterated two, three, and four times (ac-
cording to the rapidity of the movement), give more

!
I
|
i

e e p—— —a=
g 3 ——H:=
—p -9

Nevertheless, in a phrase of broad movement and
vigorous character, simple notes markedly detached,
produce a much better effect, when a true tremolo
is not employed upon each note. Thus the following

passage—
. &

would be,—taking into consideration the slowness
of the movement—of an incomparably more noble
and more powerful sonority, than this one :—

Largo. m.m

——

Composers would be considered too minute, pro-
bably, were they to indicate the movements of the
bow in_their acore; still, it is well, when a passage
demands lightness or extreme energy or amplitude
of sound, to indicate the mode of execution by these '
words :— With the point of the bow;” or * with
the heel of the bow;” or “with the full length of
the bow, upon each note.” 8o the words—*On
the bridge,” and “ On the finger-board,” designating i
the spot nearer or farther from the bridge, where,
the bow should strike the strings, might be used in
the same manner. The metallic sounds, slightly
rough, which the bows draws forth when near the
bridge, differ greatly from the soft veiled sounds
which are generated when it is passed across t
finger-board.

In a symphonic piece, where the terrible mingles
with the grotesque, the back of the bow has been
employed in striking the strings. The use of this
whimgical means should be very rare, and have
a decided purpose; moreover 1t has perceptible
effect only in a large orchestra. The multitude
of bows then falling precipitately on the strings,
produce a sort of snapping noise, which would be
scarcely noticeable if the violine were few in
number, 80 weak and short-lived is the sound thus
obtained.

Harmonics are those sounds which are generated\
by touching the strings with the fingers of the left :
hand. so as to divide them in their length, yet not |
with sufficient pressure to place them in contact with |,
the finger-board, as is the case for ordinary sounds. /

These Harmonics possess a singular character of
mysterious softness ; and the extreme acuteness of
some of them afford the violin, in the upper part, an
immense compass. They are natural, or artificial.
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Natural harmonics are those which are produced by touching certain points 05 open u)trings. Here)
are some which may be produced most surely and with the greatest sonority. upon e g.
The black notes represent the real harmonics; and the white notes indicate the notes touched upon

the open string :— tve. . gve. f:.:‘ Sve. - - - - - =
g J é ol e E ) o) e %J
First string, E. i i 4@
8ve. 8v6. - = = = - =
8ve.  gee. .J. 8ve. 8ve. é -oJ- '2; -g_J- _g_:'[
Second string, A. ,,_E_-OJ-__;_#% =d f’gé- — =3 = =d — __:E
ve, Bad. 8ve. - - - - - - -
e 4 < ﬁé- é ;- od | el -i'l- '%_'J' g
] = = i
Third string, D. ﬁ:& — = F ﬁi fe E
Difficult. _‘_J_ -eJ-
R d 4 ) ol od B EE

- |

&

] 1
Fourth string, G. % = ——3
—

Artificial harmonics are to be obtained very distinctly throughout the extent of the gamut by mean

of the first finger ; which, firmly pressed upon the
movable nut.

8
string, while the other fingers touch it, serves for a)

Here is the table of touched intervals, and of the real harmonics which they produce :—

Real harmonies.
T

—

— ¢
"
1

T
-

f_ﬁ With the chromatic intervals.

The touched octave gives its unison:

4th finger touching the -tﬂnc‘.

4

This fingering is little used,

‘4 . 8 ]
_aﬁ_ excepting for the 4th string, on
F v 5 v account of its inconvenience.
1
O1nt finger pressed.

¥

This fingering is more easy

The touched fifth gives its

g 4th finger touching the string.

than the preceding, and less

octave above :

] go than the following.
: 1
°m||ngorpr:uod. Bves. - <« o+ - =
ez e 2 & F :_Ef_&_f_;‘t‘_f_g

The touched fourth gives Real X

its twelfth above :

Fingers touching the n‘rlng.

4
by

.
1 m‘“
This fingering is the most easy, and is that which
should be preferred for the orchestra, when the object
is not to obtain as a real harmonic the twelfth of an
open string, for in that case the fin-
gering by fifth is preferable. Thus,
in order to sound singly a B in alt:

L.

it is better to employ this position :

on account of the open E, of which the touched

fifth (B) gives its octave above; and is more sono-

rous than a string upon which the first finger must

be pressed ; as for example: — -
4

==y

The fingerings of the touched major third and

—fFEwhich gives equally :

3 4 4
4 4 4
4 3
i S . S _-aL
ﬁgﬂg——’
1 1 0 1 1 1 o 1 1

prossed.
minor third, are very little used; the harmonics
being thus produced much less well :

 E £
The touched major g Real harmonica E
third gi::)s its double 8rd fnger tauched,
octave above: . I
4%%:?: .
3rd finger touched,

T

¥ £ EE

? Real harmonics.

l:lnxen touohl'ng;'

.The minor third
gives itsmajor seven-
teenth above.

- 0,

|
1st finger pressed.
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The touched major _f f rF_F
sixth gives its twelfth E
above. This fingering Real harmonics.
is less used than that 4th finger couohln.f.
of thefourth ; it is never- _!n{._‘ _$
theless tolerably good e
and often useful :— ' 4 N fi—H

Finger pressed.
The positions of touched fourth and fifth are un-
doubtedly the most advantageous.

Some performers sound double strings in har-
monics ; but this effect is so difficult to obtain, and,
consequently, so hazardous, that composers can never
be advised to write it.

The harmonics of the fourth string, have some-
thing of the quality of a flute ; they are preferable for
delivering a slow air. Paganini employed them
with wonderful success in the prayer of Moise.
The harmonics of the other strings acquire more
delicacy and tenuity in proportion as they are higher;
it is precisely this character, and their crystalline
quality, which renders them appropriate to chords
that may be called fairy-like,—that is to say, to
those effects of harmony which inspire brilliant mu-
sings, and carry the imagination towards the most
graceful fictions of the poetical and supernatural
world. However much they may have become fa-
miliar, nowadays, to our young violinists, they should
never be empluyed in a lively movement; or, at

No. 2.
1mo.—AUegro. —
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least, care should be taken not to give them rapi
successions of notes, if their perfect execution is to
be ensured.

It is lawful for a composer to write them in two,
three, and even in four parts, according to the num-
ber of violin parts. The effect of such chords, sus-
tained, is very remarkable, if it be warranted by the
subject of the piece, and well mingled with the rest
of the orchestration. I have employed them for the
first time, in three parts, in the echerzo of a sym-
phony, above a fourth violin part not in harmonics,
which shakes continually on the least high note.
The great delicacy of the harmonics is still more
enhanced in this passage by the use of mutes;
and thus deadened, they issue from the extreme
heights of the musical scale, which it would be
impossible to reach with ordinary sounds. .

It would be well, in writing such chords in har- \ -
monice, not to neglect designating by notes of dif-
ferent shape and size, placed one above another, the
note for the finger touching the string, and that of -
the real harmonic (when touching an open string) !
and the note of the finger pressing, that of the |
finger touching the string, and that of the real /
harmonic, in the other cases. It is therefore some-
times necessary to employ three signs together
for a single sound ; as without this precaution the
execution might become an inextricable muddle, in
which the author himself would have difficulty in
recognizing his own production.

Romeo and Julist.—BxriIOX.
P

S — — —
Plutes. i . . " ' S
Solo. Lo
Corno Inglese. == = e
pm— — = ~——— ¥
I I I » . o
Clar. in Bb. + e — s e e e e
+ t 3 —+ ¥ = = — 1 —
3 ————— ——F—+
t 3 T 3— T T +
1st Harps.
— — — — ¥ s—
F —1 1 F =t —F.
— e e e e e e e
t 3— l — 1 £ S ¥
2nd Harps.
- —F —— I - i - 1 ——— o — — — ]
. I 3 1 . f 1 +
t t 3 } 1 —F 1 o
r B . B B .5 3 B
~ 11 —3 ¥ 1 = —3— 3 . -
k2 1 = 3— — 1 - + T t
Real harmonte. - - - 8ve.
1st Violins o o — sve.
divided. Pinger touching the string. d .= 4~ 8 3=
E 4 — + ~-—% —~r——— —-—ringer ’“‘“"FE; T = 1 F
ot o T— + —t  qem— - o —T . o
N 1 T X 1 1 —3=
. Harmonics.
Real harmonic. - - 8ve,
a4 8ve.
¢ Pinger touching the nri.:g.- P — . &=
FE—r - - e
== t 1 i ——= = et ——t
Harmonics.
2nd Violins Real harmonic. - - 8ve.
divided. : Pinger touching the open string.—0 o 0 [
T T T Y T * ————
Lg'f'i*%—t—'——#:—*—?e". ] EE——FF
Harmonics, 8oli.
——— - ——r e e— ~r j‘:#E—[—-—r——I—v——F
Violas. } 3 ¥ 1 1o 1 1 —t
P—

—ame
W.-
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Sordines (or mutes) are little wooden implements
which are placed on the bridge of stringed instru-
ments in order to deaden their sonorousness; and
give them at the same time a mournful, mysterious
and softened tone, which is frequently felicitous in

[ all styles of music. Sordines are most often used
in slow pieces; but they serve scarcely less well,
when the subject of the piece admits it, for rapid
and light designs, or for accompaniments of hurried
rhKﬂun. Gluck has effectually proved this in his
sul li.mia& monologue of the Italian (*“.dlceste”) « Chi
mi Pai, ”

The custom is, when employing sordines, to cause
them to be used by all the band of stringed instru-
ments ; nevertheless, there are certain circumstances,
more frequent than is generally believed, under
which sordines placed in a single part (the first
violins, for instance) will colour the instrumentation

-

in a special way, by the mixture of clear sounds
and veiled sounds. There are others also, where
the character of the melody is sufficiently dissimilar
from that of the accompaniments, which render the
use of the sordine advisable. -

The composer, when introducing sordines in the
middle of a piece (which is indicated by the words
“ con sordint™), should not forget to give the per-
formers time to put them on; consequently, he will
be careful to arrange a previous rest for the violin
parts about equivalent to the duration of two bars
in four time (moderato). 3

A rest of such length is not necessary, when the
wordel;l “gsenza sordini” indicate they are to be re-
moved ; this operation uiring much less time.
The sudden tral.):siﬁon frr::il: sounds deadened in a
mass of violins, to sounds clear and natural (without
sordines), is often immensely effective.




Tutes.

Hautboys

MODERN INSTRUMENTATION AND ORCHESTRATION.
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Alceste. (GLUCK.)

No. 4.

Con Sordini.
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pRZnt day

This instrument is obsolete and quite unknown at the

Viola.

Violoncellos.




MODERN INSTRUMENTATION AND ORCHESTRATION.

’  The Pizzicato is still in general use for instru-

moents played with the bow. The sonnds obtained
by vibrating the strings with the finger produce
accompaniments approved by singers, since they do
not cover the voice; they do well also for symphonic
effects, even in vigorons orchestral sallies, either in
the whole band of stringed instruments, or in one or

two parts only.

Here is a charming example of the employment
of the Pizzicato in the second violins, violas, and
basses, while the first violins are playing with the
bow. These contrasted effects of sound blend here,
in a truly marvellous style, with the melodious sighs
of the clarinet, the expression of which they serve to
heighten :—

No. 6.
s Adagio. a Symphbony in B flat.—BxrrROVEN.
Flute. e — R - =3 —— =3 — E
PP
Hautboys. &g:—;:p P E — '_L— — E
4 /_\
lo Imo. , 1 _ F-—.q | J‘ h )
Clar. in BD - = + F———>r ——F
’ P Cantadile.

Horas in £ g = =——F = E
Bassoons. E
Violins,

Viola. ‘TRE = _——
e — o= e
ncello. 5 = T : .':
P
Double-bass. % 1 s 1
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If the piszicato be employed in a forte, it should
be written, generally, neither too high nor too low;
the extreme upper notes being shrill and wiry, and
the deeper ones too dull. Thus, in & strenuous
ﬁ tutti of wind instruments, a remarkably striking

, effect will result from a pizzicato like this, assigned
\ to all the stringed instruments :—

Violins together,

Violas and Basses.

=
Pizzicato chords of two, three, and four notes, are
equally valuable in a fortissimo; the single finger
which violinists use, then traverses the strings so
rapidly that they seem struck altogether, and vibrate
almost simultaneously.
[  Figures of accompaniment, pizzicato piano, have
" always a graceful effect; they afford a sense of
repose to the hearer, and impart—when not abused
| —variety to the features of the orchestra. In future,
doubtless, more original and striking effects will be
\ secured from pizzicato than have hitherto been ob-
tained. Violiniets, not considering pizzicato as an
integral portion of violin-playing, have studied it
but little. Even yet, they have only cared to use
the thumb and forefinger in playing pizzicato; so
that they have never been able to execute passages
or arpeggios more rapid than the semiquavers of a
bar in four-time of very moderate speed. Whereas,
if, laying down their bow, they were to use the
thump and three fingers, letting the little finger
support the right hand, by resting upon the violin,
as when playing the guitar, they would soon obtain
facility in executing passages such as the following,
impossible at present :—

The figures placed above the notes, show the fin of the right hand
that are omploy«ll; ’n+’lnglmlin¢ themmb. e

+
Aliegro mon = = bt
Py Fai:r—'zri— ==———F
Pisz. =+ 3
p+231+21 4814314231 ¥

21

The double and triple iteration of the upper notes,
in the two last examples, become extremely easy,
by the successive use of the first and second finger
on the same string.

Small bound notes are not impracticable in
pizzicato. The following phrase from the Scherzo

-] of Beethoven's S8ymphony in C minor, containing

some of them, is always well executed :—

_&_—FQ:H—';E%-
y o
oa—— v = ¥ —— = =

Some of our young violinists have learned from
Paganini to execute descending scales in rapid piz-
zicato, by plucking the strings with the fingers of
the left hand resting on the neck of the instrument ;
and pizricato passages ’(still with the left hand), with
& mixture of strokes from the bow, even serve as
accompaniment to an air played by the bow. These
various feats will doubtless become, in course of
time, familiar to every violin-performer; and then
will be available in composition.

Violins are able, nowadays, to execute whatever
they will. They play up to the extreme height
as easily a8 in the middle; passages the most rapid,
designs the most eccentric, do not dismay them. In
an orchestra where they are sufficiently numerous,
that which one fails to perform is done by others;
and the result is that, without any apparent mistake,
the phrase is delivered as the author wrote it.

In cases, however, where the rapidity, complica-
tion, and height of a passage make it too hazardous,

\

or if only for the sake of greater sureness and neat- |

ness of execution, it should be dispersed ; that is to
say, the mass of violins should be divided, and one
part of the passage given to some, the rest to others.
In this way the music of each division is sprinkled
with little rests unperceived by the hearer ; allow-
ing, as it were, breathing-space to the violinists,

and affording them time to take carefully the diffi- -

cult positions, and thus to obtain the necessary firm-
ness for a vigorous attack :—

. N N P
—— — e — — T— b — - f— ——
I8t Violins, ' —_—
divided. s — A Pyl ‘\'_..\ —
o ' TITre @& w ] )
e Lot o e e o e e 1?3 o i
7 = o

bep
| e

» >
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ting no dificulty, dispersing it would only weaken the general effect of the vicilne
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If it be desired to have a similar or still more
difficult passage played by the whole mass of violins,
it will be always better, as in the preceding example,
to divide the first violins into two sets, and the second
violins also, causing these latter to double the two
parts of the first violins, than to allow all the first
k violins to play one portion, and all the second violins

another; for the distance of the two points of de-
parture of the sounds, will break the unity of the

/

passage, rendering the join too apparent. Wherens,
the same division occurring on both sides among the
two sets of violins, and between the two performers
who read from the same desk, one playing the fir«t
part and the other the second, it follows that the
divided sets are 8o near each other that it is impon-
sible to perceive the dispersion of the passage, and
the hearer may imagine it to be executed entire by
all the violins. It should therefore be written thus:

» ,.E- ) : t\- a_ i Cat? 10
et e ey

1st Violins,
divided.

=~

-

A T3 & ST E S
SE===c=i —- 3 == g

fnd Violins,
divided.

Moreover, this mode of procedure is applicable to
all the parts of the orchestra which possees in them-
selves analogies of quality of tone or lightness ; and

\ it should be employed in all cases where a phrase is
too difficult to u{mit of being well executed by
a single instrument, or gingle set of instrumenta,

1 think there might be made in the orchestra

better use than hitherto of phrases on the fourth

string ; and, for éertain melodies, of the high
notes of the third string. When use is thus made
of a particular string, it should be indicated with
precision whereabouts this string is employed ex-
clusively ; otherwise the performers will certainly
yield to habit and to the facility of passing from one
string to another, by playing the phrase in the usual
way (—

34 string

4th string.-

S e s e 0 i R G O

- -
b

! /It frequently happens that, in order to give a
; ge greater energy, the first violins are doubled

Ey the second violins an octave lower; but, if the

, passage do not lie excessively high, it is better to
double them in unison. The effect is thus incom-

, .parably finer and more forcible, The overwhelming

ELEEEse mens

effect of the peroration of the first movement in
Beethoven’s C minor Symphony is attributable to
the unison of the violins. It happens, even in
such a case, that if, the violins being thus together,
additional force should be sought by subjoining
the violas in octaves, this weak lower doubling,
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Violins are more brilliant, and play more easily in keys which leave them the use of the open strings.

( The key of O, alone, appears to form an exception to this rule, as regards its sonorousness, which is
evidently less than that of the keys of A and E, although it keeps four open strings, while A keeps but

\ three, and E two only. The timbdre of the various keys for the violin may be thus characterised ; together
with their greater or less facility of execution :—

Muasor.

Mixonr.

<-C.  Easy. Grave; but dull and vague.
C  Very difficult. Less vague; and more
elegant.
Db. Difficult; butlessso Majestic.
than the preceding.
—~ DYj. Easy* Gay, noisy, and rather
commonplace.
D§. Almostimpracticable. Dull.
- Eb.  Easy. Majestic; tolerably sono-
rous ; soft; grave.
- E§.  Not very difficult. Brilliant; pompous; noble.
Fb. Impracticable.
- Fji. Easy. Energetic ; vigorous.
F, Very difficult. Brilliant ; incisive.
Gb. Very difficult. Less brilliant; more tender.
~ Gh. Easy. Rather gay; and slightly

commonplace.

G§.  Nearly impracticable. Dull; but noble.

- Ab. Not very difficult. Soft; veiled; very noble.

- A} Easy. Brilliant; elegant; joyous.
A§.  Inpracticable.

- Bb. Easy, Noble; but without distinc-

. tion.

+ BY  Not very difficult. Noble; sonorous; radiant.

Ch.  Almostimpracticable. Noble; but not very
sonorous.

Easy.
Tolerably easy.

C. -
cg-

Gloomy; not very sonorous.
Tragic; sonorous; elegant.

Db.  Very difficult. Serious; not very sonorous.
Dj.< Easy. Lugubrious ; sonorous ;
somewhat commonplace.
Dg.  Almostimpracticable. Dull.
Eb. Difficult. Very vague; and very
mournful.
EY.- Easy. Screamy ; and slightly
commonplace.
Fb. Impracticable.
Fﬂ.? Rather difficult. Not very sonorous; gloomy;
violent.
Ft - Less difficult. Tragic; sonorous; incisive.
Gb. Impracticable.
G}). - - Easy. Melancholy ; tolerably
sonorous ; soft.
G#. o Very difficult. Not very sonorous; mourn-
ful ; elegant.
Ab. Verydifficult: almost Very dull, and mournful;
impracticable. but noble.
AYf.~ Easy.. Tolerably sonorous; soft;
mournful; rather noble.
A§.  Impracticable.
Bb. Difficult. Gloomy ; dull; hoarse;
. but noble.
BJ.” Easy. Very sonorous; wild; vough;
ominous; violent,
Ch.  Impracticable.
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; Instruments pluyed with a bow, of which the com-
* bination forms what is somewhat improperly termed
the quartet, are the base and main constituent ele~
ment of the orchestra. From them are evolved the
greatest power of expression and an incontestable
variety of different qualities of tone. Violins particu-
larly are capable of a host of apparently inconsistent
shades of expression. They possess (in a mass)
force, lightness, grace, accents both gloomy and
gay, thought, and passion. The only point is, to
know how to make them speak. Moreover, it is

i not needful to calculate for them,—as for wind in-
struments—the duration of-a holding-note, and to
contrive for them occasional rests; they are sure
never to be out of breath. Violine are faithful, in-
telligent, active, and indefatigable servants.

Slow and tender melodies, confided too often
now-a-days, to the wind instruments, are nevertheless
never better rendered than by a mass of violins.
Nothing can equal the touching sweetness of a
score of first strings made to sing by twenty well-
skilled bows. That is, in fact, the true female voice
of the orchestra,—a vojce at once passionate and
chaste, heart-rending, yet soft, which can weep,
sigh, and lament, chant, pray, and muse, or burst
forth into joyous accents, as none other can do. An
imperceptible movement of the arm, an almost
unconscious sentiment on the part of him who
experiences it, while producing scarcely any apparent
effect when executed by a single violin, shall, when
nultiplied by a number of them in unison, give
forth enchanting gradation, irresistible impulse,
and accents which penetrate to the very heart’s
core,

CHAPTER TIII.
The Viola.

The four strings of the viola are generally tuned
in fifths, like those of the violin, and at a fifth
below them :—

Its ordinary compass is at least three octaves : —

— a8

3
g e g |
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- — Y ep—
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R
ﬁ 3 ﬁj— :E ‘With the chromatic intervals.

It is written on the C clef (3rd line); and on the
G clef, when it extends high.

What has been said in Chapter II. on the subject
of shakes, bowing, chords struck together or played
arpeggio, harmonics, &e., is thronghout applicable to
the viola,—considered as a violin a fifth lower.

Of all the instruments in the orchestra, the one
whose excellent qualities have been longest mis-
understood is the viola. It is no less agile than the

—y

=F

violin, the sound of its low strings is peculiatly telling,
its upper notes are distinguished by their mournfully
passionate accent, and its quality of tone altogether,
profoundly melancholy, differs from that of other in-
struments played with a bow. It has, nevertheless,
been long neglected, or put to a use as unimpor-
tant as ineffectual,—that of merely doubling the
bass part an octave above. Several causes have
operated to bring about the unjust treatment of
this noble instrument. In the first place, the ma-
jority of the composers of the last century, rarely
writing four real parts, scarcely knew what to do
with it; and when they did not readily find some
filling-up notes in the chords for it to play, they has-
tily wrote the fatal col Basso,— sometimes with so
much heedlessness, that it produced a doubling in
the octave of the basses irreconcilable with the har-
mony or the melody, or with both one and the other.
Moreover, it was unfortunately impossible, at that
time, to write anything for the violas of a prominent
character, requiring even ordinary skill in execution.
Viola-players were always taken from among the
refuse of violinists. When a musician found himself
incapable of creditably filling the place of violinist,
he took refuge among the violas. Hence it arose
that the viola performers knew neither how to play
the violin nor the viola. It must even be admitted
that, at the present time, this prejudice against the
viola part is not altogether destroyed ; and that there
are still, in the best orchestras, many viola-players
who are not more proficient on that instrument than
on the violin. But the mischief resulting from for-
bearance towards them is daily becoming more
felt ; and, little by little, the viola will, like other
instruments, be confided only to clever hands. Its
quality of tone so strongly attracts and captivates the
attention that it is not necessary to have in the or-
chestra quite so many violas as second violins; and the
expresaive powers of thisquality of tone are soqmarked,
that, on the rare occasions which the old masters
afford for its display, it never fails to answer their
purpose. Instance the profound impression pro-
duced by that movement in the Iphigenia in
Tauride, where Orestes, overcome with fatigue,
panting, oppressed with remorse, grows more tranquil
as he repeats: “Composure lulls again my heart!”
while the orchestra, deeply agitated, utters sobs and
convulsive sighs, attended throughout by the fearful
and persevering mutter of the violas. Although, in
this unspeakably fine piece of inspiration, there is
not a note of voice or instruments without its sublime
intention, yetitshould be observed that the fascination
exercised over the hearers, and the sensation of
horror which causes their eyes to dilate and fill with
tears, are principally attributable to the viola part,
to the quality of its third string, to its syncopated
rhythm, and to the strange effect of unison resulting
from the syncopation of the A, abruptly broken in
the middle by another A in the basses marking a
different rhythm -—
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In the overture of Iphigenia in Aulide, Gluck
has made them sustain alone the lower part of
the harmony; not so much, in this case, for the
sake of producing an effect arising from the pecu-
liarity of their quality of tome, but in order to
accompany as softly as possible the air of the firat
violins, and to make more impressive the entrance of

- the basses upon the forte after a considerable number
of rests. Sacchini has also given the lower part to
the violas alone, in the air of (Edipus:—* Your
court became my refuge ;” without intending, how-
ever, to prepare an outburst. On the contrary, the
instrumentation here gives to the phrase of melody

7it accompanies & most delicions calm and freshness.
Melodies on the high strings of the viola have a
marvellous beanty in scenes of a religious and antigne

* character. Spontini was the first to conceive the
idea of assigning the melody to them in several

ages of his admirable prayers in the Vestale.
mul, allured by the sympathy existing between
the tone of the viola and the dreamy character
of Ossianic poetry, constantly availed himself of
them, even to the exclusion of the violins, in his
opera of Uthal. Hence arose what the critics of
the time called an intolerable monotony detrimental
to the success of the waork. It was in reference to
this that Grétry exclaimed:—*“I'd give a guinea to
hear a first string!” 'This quality of the viola,
—80 choice when it is judjciously employed, and
skilfully contrasted with the ¢imbres of violins and

No.

Andante con moto. J® =92

other instruments,—necessarily soon palls; it is too
unvaried, and too much imbued with mournfulness,
for any other result. It is not unfrequent, at the
present day, to divide the violas iuto first violas
and second violas; and in orchestras like that of
the opera, where they are eufficiently numerous,
there is no difficulty in writing for them thus; but
in others, where there are at most four or five
violas, division only serves to diminish the effect
of a body already weak in itself, and which the
other instruments are ever tending to overwhelm.
It should also be remarked that the majority of
violas at present used in our French orchestras are
far from possessing the requisite degree of power ;
they have neither the size, nor consequently the
strength of tone of veritable violas—being almost
violing strung with viola strings. Musical directors
should absolutely prohibit the use of these mongrel
instruments ; the weak sonority of which impairs
one of the most interesting parts in the orchestra
by depriving it of emergy and of its fine depth
of tone.

When the violoncellos play the air, it is some-
times excellent to double them in unison by the !
violas. The tone of the violoacellos then acquires
additional roundness and purity, without becoming
less predominant. As an example of this, take/
the theme of the Adagio in Beethoven's C minor
Symphony :—

8.

Symphony in C minor.—~BEEYROVEN.
el T EE=C E ; E
5D - 31 - t — F —F
=== — f S
Violins. - r T T - )
ﬁ:‘? 3 B ==——F — B E
» —e . » -
T — e
— 1 ‘-j_—. L . - 4- = g
Violas. e — = w s e w2 T : S
Dolce. *—" N— — =
———
Violoncello.
Double-bass,
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CHAPTER 1IV.
The Viole d'Amour.

This instrament is rather larger than the viola.
It has almost universally fallen into disuse; and
were it not for M. Urban—the only player of the
instrument in Paris,—it would be known to us only
by name.

It has scven catgut strings, the three lowest of
which—Tlike the C and G of the viola,—are covered
with silver wire, Below the neck of the instrument,
and passing beneath the bridge, are seven more
strings, qf metal, tuned in unison with the others,
80 a8 to vibrate sympathetically with them ; thereby
giving to the instrument a second resonance, full
of sweetness and mystery. It was formerly tuned
in several different whimsical ways ; but M. Urhan
has adopted the following mode of tuning in thirds
and fourths,—as the most simple, and the most
rational :—

e o

dthde. =TI
%n“,__‘g-

6th do.-

7thdo. « o

The compass of the viole d'amour is three octaves
and a half, at least. It is written—like the viola,—

on two clefs :—

‘With the Chromatic Intervals,

It may be seen, from the arrangement of its strings,
that the viole d'amour is peculiarly appropriate to
chords of three, four, or more notes, whether played
arpeggio, or struck, or sustained; and above all to
melodies of double notes. Only it is gvident that
In designing haimonies for this instrument, a dif-
ferent plan must be pursued from that employed for
violins, violas, and violoncellos, which are tuned by
fifths; and that care must be taken in general to

P Arco, :j )

avoid the notes of chords beyond a third or fourth,
unless the lower string be an open string. Thus,
the A of the second octave gives every latitude to
the high D, to extend its scale above itself :—

g—;iﬁ—k .~p ot g;
¥ S T gt

It is needlesss to observe that the chords of tle
minor third and the second—

Nk

are impracticable below, since the sounds that con-
stitute them are necessarily on the D string. A
moment's reflection shows similar impossibilities on
the lowest string of all instruments played with a bow.

Harmonics have an admirable effect on the viole
d'amour. They are obtained precisely in the same
way as those ofy the violin and viola ; excepting that
its seven open strings, being disposed as a common
chord, give the viole d’'amour great facility in pro-
ducing with rapidity the arpeggios of its chord of
D major, in the octave and double octave above;
those of the chord of A major in the twelfth above ;
and those of the chord of F* major in the seven-
teenth above :—

Touching
the octaves.

Touching
the fifths.




g;;é.é&_%fg%
%21 harmonics. 8

Pinger touchin,
the fourth, bl

Pinger touching
the third.

By these examples it will be seen that if it be
proposed to use the charming arpeggios of the

BERLIOZ' TREATISE UPON

viole d'amour, the keys of D, G, A, F§, or Bfj, are
those which will best allow of so doing. As these
three chords would doubtless not suffice for accompa-
nying unintermittingly an air somewhat modulated,
there is no reason why a set of violes d'amour should
not be had, tuned in a different way : in C, for ex-
ample ; or in DP ; according to the chords required
by the composer for his piece. The extreme charm
of these arpeggio harmonics on the open strings
quite deserve that every pains should be taken to
render them available.

The quality of the viole d'smour is faint and sweet:
there is something seraphic in it,—pertaking at once
of the viola, and of the harmonics of the violin. It
is peculiarly suitable to the legato style, to dreamy
melodies, and to the expression of ecatatic or religious
feelings. Mons. Meyerbeer has felicitously intro-
duced it in Raoul's Romance, in the first act of the

Huguenits:—

No. 9.

Aﬂa Huguenols. ~MuYsasesn.

Viole d'amour. i

il
i
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7 Racre.

Raoul.
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But this is merely a solo effect. What would not
be that, in an andante, of a mass of violes d'amour
playing a fine prayer in several parts, or accom-
panying with their sustsined harmonies a melody
of violas, or violoncellos, or corni inglesi, or of &

horn, or a flute in its middle part, mingled with
harp arpeggios! It would really be a great pity
to allow this choice instrument to become lost;
and any violinist might learn to play upon it by
s few weeks’ practice.
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CHAPTER V.
The Violoncello,

Its four strings are tuned in fifths, and precisely
ab octave lower than the four strings of the viola :—

1t Btring.

“rSuing  -@-

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

‘With the Chromatic Inuru'u.

The great performers go still higher; but, in
general, these extreme upper notee—which have no
beauty excepting in the conclusion of slow passages—
are seldom given in natural sounds ; they are mostly
taken in harmonics, which are produced more easily,
and are of better quality. It may not be amiss,
before going farther, to warn the reader of the
double sense given to the G clef in violoncello music.
When it is written from the commencement of a
piece, or immediately after the F clef, it presents to
the eye the octave above the real sounds:—

R —
=== ===
i

Or:
=

Eryrzcr.—Unison
with the Violins.

T~

It has its full value only when sncceeding the C
clef (on the fourth line) ; in which case it represents
the real sounds, and not their octave above :—

o
This custom,/which there is nothing to justify,
leads to errors the more frequent because certain
violoncellists refuse to conform to it, and choose to

receive the G clef in its true acceptation. In order
to avoid all misconception, it will be here employed
only after the C clef, and when that clef would lead
us too far beyond the stave; the G clef will then
always represent the real sounds, as in the preceding
example.

That which has been said respecting double strings,
arpeggios, shakes, and the bowing of the violin,
applies equally to the violoncello. It should, how-
ever, never be lost sight of, that the violoncello strings,
being longer than those of the violin, demand a
wider extension of the fingers of the left hand:
whence it follows that passages of tenths on a double
string, practicable on the violin and viola, are not so
on the violoncello; and that an isolated tenth cannot
be struck, unlees the lower note is on an open string.

3
= o
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The following tenths =
would be impossible :—E_'
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The violoncello, on account of the depth of its
timbre and the thickness of its strings, is not suscep-
tible of the extreme agility belonging to the violin
and viola. As to the natural and artificial harmonics
—of which frequent nse is made on the violoncello
in solo passages,—they are obtained by the same
means as those of the vivlin and viola. The length
of its strings even countributes to render the extreme
upper notes in harmonics, which are produced near
the bridge, much more easy and more beautiful than
those of the violin. Here is a table of those which

X
'
T—XR
t

are best obtained from each string : —

0
Fingers touching the open strings.

The best way of obtaining artifical harmonics is
that which consists in touching the fourth, while the
first finger or thumb, strongly pressed, forms the
factitious movable nut :—
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This fingering is almost the only one practi-
cable on the violoncello; the position of the fifth
touched could hardly be used, excepting in the
upper part of the string, because the distances and
.the proportions becoming much smaller than in the
lower, and the extension of the left hand proportion-
ably less, they then allow of the fifth being touched
with the fourth finger, while the thumb serves for
the nut.

(The sign p indicates that the thumb is to be
placed transversely across the strings.)

Scale of natural and artificial harmonics :—

o FEEE

2 E 3

1
108, o3 333
o204, 2> 2 3 3 33
S T o
1 ®© D000V L0 ¢

Harmonies in harmonics on the violoncello would
doubtless have a charming effect in the orchestra
with soft and slow music; nevertheless, it is easier,
and consequently less hazardous, to obtain the

same result by means of divided violins pla{mg
high on the first string mwitk sordines. These

Allegro nom troppo.

two gualities of tone resemble each otlicr sc closely
as to be almost undistinguishable.

Example of harmonics:—

st Violoncellos.

2nd Violoncellos.

\—-’—
4
3rd Violoncellos. ﬂw

~ ° 1 0 1~~~ 1 4

The same passage reproduced exactly, and more
easily, in usual sounds, by violins :—

8ves.

st Violins.

2nd Violins.

- —a —a oaT, a
3rd Violins. = ~ | S ———

In the orchestra the part of the double-bass ie
ordinarily given to violoncellos, which they double
an octave above or in unison: but there are many
instances when it is advisable to separate them,
either to let them play, on the high strings, a melody
or melodious phrase; or to take advantage of their
peculiar sonorousness on an open string for producing
an effect of special harmony, by writing their part
below the double-basses ; or, lastly, to assign them a
part nearly like that of the double-basses, but giving
them more rapid notes, which the latter could not
well execute :—

Violoncellos. @@%ﬁ@g ngggg%ﬁm

Double-bas @fiﬂm e

=2

Here the part of the violoncellos, more agitated
and turbulent in its movenient, has nevertheless
nearly the same notes as that of the double basses,
the design of which it follows almost throughout.
In the following example, on the contrary, the vio-
loncellos are entirely distinct from the double-basses,
and go beneath them, in order to obtain the tre-

mendous conflict of the minor second below, and at
the same time the rough vibration of the C—the
fourth open string of the violoncello—while the
double basses grind out against the high cctave of
this C, the B, which they take forcibly on Leir
first string :—
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The composer should never without an excellent
reason—that is to say, without being sure of pro-
ducing thereby a very marked effect — entirely
scparate the violoncellos from the double-basses;
Ror even write them, as many have done, a double
octave above. Such procedure has the result of con-
siderably weakening the sonority of the fundamental
notes of the harmony. The bass part, thus forsaken
by the violoncellos, becomes dull, bald, extremely
heavy, and ill-connected with the upper parts, which
are held at too great distance by the extreme depth of

tone of the double-basses. When it is required to
produce a very soft harmony of stringed instruments,
1t is, on the contrary, often well to give the bass to
the violoncellos, omitting the double-basses, as Weber
has done, in the accompaniment to the Andante of
Agatha’s sublime air in the second act of the
Freyschutz. It i8 worthy of remark, in this
example, that the violas alone supply the bass
beneath a harmony of violins in four parts; the
violoncellos only coming in, a little later, to double
the violas:—
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Violoncellos together, to the number of eight or
ten, are essentially melodious ; their ¢imbrs, on the
upper strings, is one of the most expressive in the
orcheaira. Nothing is more voluptuously melan-
choly, or more suited to the utterance of tender,
languishing themes, than a mass of violoncellos
playing in unison upon the first string. They are
also excellent for airs of a religious character ; and
the composer ought, in such a case, to select the
strings upon which the phrase should be executed.
The two lower strings, U and G, especially in keys

\

which permit the use of them as open strings, are \
of a smooth and deep sonorousness, perfectly appro- |
priate ; but their depth scarcely ever permits of |
giving them any other than basses more or less .
melodious—the actual airs being reserved for the
upper strings. Weber, in the Overture to Oberon,
has, with rare felicity, caused the violoncellos to sing
above; while the two clarinets in A, in unison, make
their lower notes heard beneath them. The effect
is both new and striking : —
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Although our violoncello-players of the present
day are very skilful, and well able to execute all
sorts of difficulties, yet it is seldom that rapid passages
of violoncellos do not produce some confusion in the
lower part. As for those which require the use of the
thumb, and lie among the higher notes, there is less
to be expected ; they are not very sonorous, and are
always of dubious precision. In modern orchestras of
large resources, where the violoncellos are numerous,
they are frequently divided into firsts and seconds;

the firsts executing a special part of melody or har-
mony, and the seconds doubling the double-basses,
either in octave or in unison. Sometimes even, for
accompaniments of 8 melancholy, veiled, and mys-
terious character, the bass is left to the double-basses
alone, while above them are designed two different
parts for the violoncellos, which, joining the viola
part, give a low four-part harmony. This method
18 rarely well-contrived ; and care should be taken
not to misuse it.
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The tremolo in double string, and forte arpeggios,
suit violoncellos perfectly ; they add greatly to the
richness of the harmony, and augment the genmeral
sonority of the orchestra. Rossimi, in the introdue-
tion of the overture to Guillaume Tell, has written
a quintet for five solo violoncellos, accompanied in
pizzicato by the other violoncellos, divided into
firsts and seconds. These deep-toned timbdres, all
of the same kind, are there of excellent effect ; and
serve to make still more impressive the brilliant
orchestration of the succeeding Allegro. .

The pizzicato of the violoncello cannot have much
rapidity, and the means proposed for improving the
execution of that of violins cannot avail in this case,
. owing to the thickness and tension of the strings,
and to their too great elevation above the finger-
board of the instrument. According to the proce-
dure generally in use, players seldom exceed, in
Ppizzicato, the rapidity of etght quavers in a bar in
two-time (Allegro non troppo), or that of twelve
semiguavers, arpeggio, in a E bar (Andantino).
AHogro mow troppo.

. CHAPTER VL
Double-basses.

There are two kinds ; those with three, and those
with four strings. Those with three strings are
tuned in fifths :—

S — ]
Those with four, are tuned in fourths :—

>
The eound of both is an octave lower than the
note written. Their compass in the orchestra is two
octaves and a quarter; allowing, for three-stringed
double-basses, two notes less below. .

Double-bass —— —} —e——
with four strin, —=

ap el £
gt F

— With the chromatic intervals.
Double-bass with: L —— S E—
ouble-base with {F—=—

PN )

With the chromatic intervals.

The four-stringed double-bass appears to me pre-
ferable to the other: first, on account of facility in

execution,—tuning in fourths not compelling the
performer to shift in playing the scale; and next,
because of the great utility of the three low sounds,
E, F, and F$, which are wanting in double-basses
tuned in fifths, and the absence of which frequently
disturbe the order of the best-designed bass passages
by enforcing for these notes an ungraceful and un-
seasonable transposition above. These observations
are especislly applicable to English donble-basses;
which, although tuned in fourths, have, nevertheless,
only three strings, A, D, G :—

S —=F

In a well-constituted orchestra there should be
several four-string double-basses, tuned in thirds

and fifths :—
S==—F

Thus there would be—the other double-basses
tuning in fourths—an increase of open strings and
of sonority.

-~

To double-basses belong, in the orchestra, the
lowest sounds of the harmony. In a preceding
chapter it has been shown in what cases they may
be separated from the violoncellos. The defect
which arises for the basses out of this disposal may
be amended to a certain extent by doubling them,
in octave or in unison, with the bassoons, the corni
di bassetto, the bass clarinets, or the ordinary clari-
nets in the extreme lower notes. But, for my part,
I detest the use which certain musicians make on
such occasions of trombones and ophicleides—the
quality of tone df which, having neither sympathy
nor analogy with that of double-basses, of course
mixes very badly with it. There are cases where
the harmonics of the double-basses may be success-
fully introduced. The extreme tension of the string,
their length and distance from the finger-board, do
not permit, however, of having recourse to artificial
harmonics. Natural harmouics come out very well,
particularly commencing from the first octave,
occupying the middle of the string; they are the
same, in the octave below, as those of violoncellos.
Strictly speaking, chords and arpeggios may be used
on the double-bass; but it must be by giving them
two or three notes at the utmost, of which one only
should be fingered.
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The intermittent tremolo may easily be obtained,
thanks to the elasticity of the gow, which causes it
to re-bound several times on the strings, when a
single blow is somewhat sharply struck.

>

= -

This does not hold good in the following passage;
which is only rendered p by means of t‘;:g mtinugm
tremolo, with some trouble, and by striking the
strings with the end of the bow, which lacks force,
and brings out little tone.

41

The continuous tremolo of double-basses, rather \.
less close than this last, is nevertheless of excellent
dramatic effect, and nothing gives a more menacing
aspect to the orchestra; but it should not last too .
long, since the fatigne it occasions the performers
who are willing to take the trouble of doing it well
soon renders it imposesible. When it is needful
thus to disturb the depths of an orchestra during
8 long passage, the best way is to divide the

double-basses, not giving them a real tremolo, but

merely quick repercussions, mutually disagreeing as- .
rhythmical values, while the violoncellos execute the |

Aliogre medersde, | true tremolo :— 7

T e =

Allegro. —
violmout = — = =a—F

mf

ﬁé‘—&_ﬁ . . .

Doub'l.o‘-bm. _"?I'ta:[:m:'::— — “:'.g t n———-E
Doabia bess. F=a—IF

Ahiy

The semiquavers meeting only at the comence-
ment of each accented part of the bar with the quavers
in triplets of the other part, produce a dull murmur
something like the ¢remolo, which is thus tolerably
well supplied. On many occasiins, thess different

ABegro, _—" ——0

Bea—=——r0v 1t =
EEESE ESESSEEs ===

rhythms, thus heard together, are even preferable.
Rapid diatonic groups of four or five notes have
frequently an admirable effect, and are readily exe-
cuted, provided the passage contain at least one
open string :— .

= o

ote difficult on the double bass tuned in fifths ; because there

oocurs no open string,

More difficult, on acoount Zay;
af the descending notes.

If a long rapid passage he absolutely requisite
for the double-basses, the best way is to divide

them, and apply the dispersing process recom- |
. A

mended for violina; at the same time, taking
great care not to remove the firat double-basses
from the seconds.

Some are so injudicious, now-a-days, as to write,
for the heaviest of all instruments, passages of such
rapidity that violoncellos themselves would find
difficulty in executing them. Whence results a
serious inconvenience : lazy or incapable double-bass
players, dismayed by such difficulties, give them
up at thefirst glance, and set themaselves to simplifying
the e; but this simplifying of some, not being
that of others,—since they ave not all the same
ideas upon the harmonic importance ef the various
notes contained in the Puuge,—thero ensues a hor-
rible disorder and confusion. This buzzing chaos,
full of strange noises and hideous grumblings, is
completed and heightened by the other double-

bass players, who, either more zealous or more con-

\/
fident of ability, toil away in ineffectual efforts at

executing the ge just as it is written. Com-
poeersu:hgmld tﬂerefore take care to ask af double-
basses no more than possible thiz;g:l; of which the ;
good ex%cutio‘:: shﬁl not be d:fub ] fIt is snon h

to say that the old system of simplifying double-
bass passages—a system generally adg’;)ted in the
ancient instrumental school, and of which the danger
has just been demonstrated—is at present utterly
renounced. If the author have written no other
than passages suitable to the instrument, the per-
former must play them, nothing more, and nothing
less. When the blame lies with the composer, it is
he and the audience who take the consequences;
the performer being no longer responsible. .

.



L P

Flights of little notes, before large ones :-—

L=
—dy = =
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are executed by eliding rapidly an the string, without
peying attention to the precision of any of the inter-
mediate sounds ; and have an extremely good effect.
The furious shock given to the whole orchestra by
the double-basses coming upon the high F, bx four
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little preceding notes, B, G, D, E, in the infernal
scene in Orfzo, on the worda, «’At the dire howling
of Cerberus,” is well known. This hoarse barking,—
one of the finest inspirations of Gluck,—is rendered
the more terrible, by the author having placed it on
the third inversion of the chord of the diminished
seventh (F, G, B, D); and, for the sake of giving
his idea all the effect and vehemence possible, he has
doubled the double-basses in the octave, not only
with the violoncellos, but with the violas, and the
entire mass of violins :—

No. 14
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Beethoven, also, has availed himself of these | to be observed that Beethoven, in this example, and
scarcely articulate notes; but (contrary to the pre- | inmanyother passages, has given to the double-basses -
vious example), by accenting the first noteof the group | deep notes, beyond their power of executing, which
more than the last. He has done 8o in a passage | leads to the supposition that the orchestra written
of the Storm in the Pastoral Symphony; which | for possessed double-basses descending as low as the
so well depicts the raging of a violent wind and | C, an octave below the violoncello O. Such instru-
rain, and the muffled rumblings of the gust. Itis | ments are no longer to be found.
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Sometimes it has a fine and dramatic effect to give | loncellos. Beethoven, in the admirable scene of
the violoncellos the real bass, or, at least, the notes | Fidelio, where Leonora and the jailer dig Flo-
which determine the chords, and mark the accented | restan’s grave, has displayed all the pathetic and
parts of the bar: while beneath them, the double-bass | gloomy sadness of this mode of ingtrumentation.
has an isolated part, the design of which, interrupted | He has, however, given in this case the real bass to
by rests, allows the harmony to rest upon the vio- | the double-basses:—
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With the view of expressing a lugubrious silence, I have in a cantata divided the double-tasses into
four parts; causing them thus to sustain long pianissimo chords, beneath a decrescendo of all the rest of

the orchestra.

No. 17. The 5th of May, or, the Emperor’s desth.—BxaLios.
Moderato.
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Ah !how mounlful the vjnion.

Mais que vois -je au rivage !

the flagis black!
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The pizzicato of double-basses, either loud or
Boft, is of good sonority, unless it be employed on
very high sounds; but it dunile character acoording
to the harmonies beneath which it occurs. Thus,
the famous pizzicato , in the overture to Freyschutz,
is big with threats and infernal accents, only because
of the reflex of the chord of the diminished seventh,
(F$. A, G, Eb,) the first inversion of which it re-
solves on the unaccented part of the bar. Let it
become the major tonic, or dominant, produced
mezzo-forte, a8 in the case in question, and this 4
would no longer have anything strange in its effect.
Sordines are employed on double-basses, as on other
instruments played with a bow; but the effect they

produce is little marked : they only diminish some-

what the sonority of double-basses by rendering
it more gloomy and vagne. A Piedmontese artist,
M. Langlois, who played in Paris about fifteen
years ago, obtained with the bow, by pinching the
high etring of the double-bass between the thumb
and forefinger of the left hand, instead of pressing it
on the finger-board, and by rising thus, nearly to the
bridge, high sounds of singular acuteness, and in-
credible power. If there were need to introduce in
the orchestra, a loud female cry, no instrument could
better utter it than double-basses employed in this
way. I doubt whether our artists are acquainted
with M. Langlois’ method of producing acute
sounds; but they would soon be able to make them-
selves familiar with it.
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STrINGED INSTRUMENTS PLAYED WITE THE HAND.
The Harp.
Tais instrument is essentially anti-chromatic;
_ that is to say, successions by half-tones are almost
impoesible to it. The reason of this will be presently
stated. Its compass was formerly but five octaves
and a sixth:—

4

for instance, the D) is only the harmonic of Cf ;
and the player should quit this C§ pedal immediately
he has taken it; otherwise, he will not be able to
make the Clj heard,—-the major third of the key in
which he is playing : and moreover, he must skip a
string (DJ}) when ascending diatonically, which is
so inconvenient, that the use of such scales may be
considered impracticable :—

- L2

=

L4
— = = —t j ol
%ﬁia é = £

This scale, it will be seen, belongs to the ke,
of ED; and in this key all harps were tuned,
when -the gkilful manufacturer Erard, seeking to
remedy the inconveniences of the system, invented
the mechanism which removed them, and pro-
posed tuning the harp in Ch; a course adopted by
all harp players of the present day.  The chromatic
intervals can be obtained on the ancient harp only
by means of seven pedals, put in motion by the player,
and fixed one after the other with the foot, each of
~hich heightens by half a tone the note to which its
mechanism applies, but throughout the extent of the
scale, and not singly. Thus the pedal cannot
sharpen an F, without sharpening the other Fs
in the scale by the same action. Hence it results,
that every chromatic scale (unless in an excessively
slow movement), every progression of chords pro-
ceeding chromatically, or belonging to different
keys, the majority of .florid passages containing
appoggiaturas with accidentals, or emall chromatic
notes, are all impracticable, or, at best, extremely
difficult, and detestably ugly. There are even,on the
barp in ED, three chords of seventh major, and three
chords of ninth major, totally impossible to play;
aud which ought therefore to be banished from the
composer’s store of harmonies. These are they :—

It is, in fact, evident that every chord in which
Cb is to be heard simultaneously with Bb, cannot
be possible; since (the harp being tuned in Eb, and
the pedals raising each string only a half-tone} ch
can only be produced by taking the BH pedal, which
immediately destroys all the B;gbs in the scale. The
same is the case with the Db, which results from
raising the Off ; and with the G, produced by the
raising of the F. The mechanism of the pedals of
the harp in ED, only serving to restore the three
ﬂntten:.: notes (B, E, A) to their natural state, and
to sharpen four other notes (F, C, G, D), it follows,
that this harp can only be prepared in eight keys;
namely, Eb, Bb, F, C, G, D, A, E. The flattened
keys are only produced in harmonics, and by taking
and leaving quickly one or more pedals. In AD,

M—ﬂcﬁp =
On the same

wriog. | | Be |

This inconvenience- and difficulty are doubled
in Db and in Gb—both keys nearly inaccessible,
except for certain chords. Again, the key of
GD, like that of CD, presents another difficulty,
—that of compelling the player to an actual trans-
position for some notes of his scale, since he must
strike the string when the written note is GP;
the Bh string when the note is Ob; and the
string when the note is Dp. As for the key of CD,
it becomes more practicable if written in its other
form,—that of Bq ; but all the pedals being taken,
there still remains to be overcome in this scale (as in
that of AD)-the horrible difficulty of skipping a
string, and of quitting a pedal to retake it again,
for the leading note (in harmonie) and the tonic,
which occur upon the same string :—

BD.
ﬁﬂ%#&th—;—w—ﬂ
[ 15 g |
It will be perceived that, for the execurion of &
chromatic scale of two octaves’ extent like this—

. Ped.
it is necessary to put in action five pedals, rapidly and
in succession, for the first octave only ; and aleo that
they must all be very promptly quitted, in order to
replace in their primitive condition those notes which
they raised, and which are to recur in the upper
octave, to be again retaken as in the first octave.
Such a scale therefore, even in a movement of
moderate time, is impossible for any harp. If the
object be a succession of chords belonging to different
keys, the impossibility becomes still more evident;
because, in that case, several pedals will have to be
taken at once and succeesively :—

Certain appoggiaturas and ornaments containing
cHromatic successions, may, in fact, be executed after
a fashion: but the majority of these ornaments, as
1 bave already observed, are scarcely practicable; and
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those which form the exceptions produce a very in-
different effect, on account of the influence which the
movement of the pedal taken and quitted at the same
mstant, exercisesover thesonority of the string :—

The following example, on the contrary, and all
those, which, like it, contain several semitones in a
short space, and in a quick movement, are next to

It should now be stated that the harp, being
layed with two hands, is written for upon two
nes. The lower line usually has the F clef and
the upper one the G clef; but if the height of the
bass notes or the depth of the treble notes demand
it, the G clef or the F clef may find themselves on
the two lines at one and the same time.

It will be seen that this disposal renders the in-
executable paseages still more numerous for the harp
in Bp; since a paseage that may be easy for the

right hand becomes impossible if the left hand wish
to strike certain notes of accompaniment which are
sltered by a pedal in the melody, while the harmony
admits of them only in their ordinary condition :—

+

o
et
’:_ - 3

The two chords marked with a cross cannot be
played ; since they contain an FYj, sharpened in the
upper part. In such a case, therefore, the note which
thus presents itself under & double aspect, must be
suppressed in one or other of the parts. In the

receding example, it is better to mutilate the chord
in the left hand, and leave out the Ffj.

When a melody already played by other instru-
ments is to be repeated on the harp, and contains
‘chromatic passages either imposeible or hazardous, it
should be dexterously modified, by substituting for
ane or more of the altered notes, other notes com-

BERLIOZ' TREATISE UPON

prised in the harmony. Thus, instead of giving to
the harp the following air, as previously played by
the violins

the author should lmve written it in the following
manner :—

—dAllegro.

-

The nature of the harp’s mechanism requires the
sacrifice of the four successive semitones in the
third bar.

Struck with the importans obstacles just cited,
M. Erard invented, some years ago, the mechanism
which has given to instruments so constructed the
name of doubls-action harps. Of what it consists,
and wherefore it allows the harp, if not to play
chromatic successions, at least to play in all keye, and
to strike or arpeggio all chords, I will now show.

The double-action harp is toned in Ch, and its
compass is six octaves and a quarter :—

Loco.

8o, Bassa. - - -
;g._- —a
r 3 - 2
;W?ﬁw =

The seven pedals with which it is furnished are
made so that the player may, by means of each ot
them, raise at option each string a tone, or a semitone
only. By taking in succession the seven semitone
pedale, the harp in Cb can therefore be set in Gb,
in Dp, in Ab, in Eb, in Bb, in F, or in Ch. In
etill farther raising each string another semitone, by
means of the second action of the pedals, the seven
potes of the natural scale will become sharpened ;
since the seven pedals produce F$, C$, G, D§,
A#, E‘, and B‘, which gives to the harp the power
of playing in the keys of G, D, E, B, F*, and C§.

These, then, areall the keys accessible to the harp;
only, the minor scales cannot be sét, unless by treat-
ing them, in ascending as in descending, without
regarding the usage adopted with respect to the sixth
and seventh notes ; otherwise, two pedals must be
taken and quitted :—

Ped. Ped.

Ruit. 1Quaic

By adopting the interval of the angmented second
between the sixth and seventh note, the minor scale
can be set, and the accidental use of the pedals will
not be necessary; which is a considerable advantage,
and should suffice to make this scale preferred :—

ﬁ%ﬁ: ol Mew- g

As for the chords interdicted to the harp in Eb,
it will be seen that the double action renders them
possible.
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Nothing is more easy than to produce =
these four notes being in the scale of the harp in ch.
The chord, = merely requires the use

of the two semitone pedals, D} and FY; %ﬁ

wants only two also, FJ and Of ; = must

have three, Ch, Ef, and GY; -JE need have

but one, F} ; and E&;ggﬁi requires three, FY,
AjY, and Cf. )

All this is done without difficulty. Even the
chord which seems to contain at once ,Cn and Cb, is
equally practicable :— — =

The Dbb (or Ch) is gained by means of the
pedal raising the Ch 'a semitone, and the Cb is
produced by the pedal which raises the Bp a semi-
tone. The Abb comes from the GD raised a semi-
tone, and the FP has no need of a pedal, being in
the scale of the harp in Cp. This chord, such as

X have just written it, will therefore be played under
this singular form :— GF-pHSBH wherefore, it

would be better to write it in CJ major, and under

the following aspect :— 8 If double-
action harps have to be employed in an orchestral
giece set for other instruments in B}} major, it would
much better for sonority and convenience of exe-
cution to write their music in the key of Ch:—

Orchestra.

. i o

Composers should have a care, in writing harp
parts, to forewarn the player, a little in advance, of
the change he will have to make, and of the pedal
soon to %: used, by placing, a few bars before the
occurrence of the modulation, such words as:—
Prepare the G}, prepare the key of Cf, &e.

The nature of the instrument having been ex-
plained, we proceed now to the fingering, confounded
by wmany composers with that of the pianoforte,
which it nowise resembles. Chords of four notes
may be struck with each hand if the two extreme
notes do not extend beyond an octave :—

. 63

Alzo, by a great stretch of the thumb and litdle
finger, chords of a tenth may be reached ; and cons
sequently, such chords as these are possible :—

?g—zgg 3 %—E

But this position is less convenient, less natural,
and therefore less sonorous ; since none of the fingers
can attack the string with a8 much force as in the
ordinary position. Incidentally, let us note that
chords lying in the extreme lower part of the
instrument, form groups without sonoroueness,
and produce confused harmonies that should be
avoided :— g:a_— = These deep sounds are

only fit for doubling a bass in the octave below :—

= = a——u—1
: 33 & =

The successive execution of the notes of a chord,
either ascending or descending, is perfectly in the
character of the harp; it is even after its Italian
name, arpa, that these passages have obtained the
title of arpeggios. Generally speaking, they should
not exceed an octave in extent; particularly, if the
movement be quick ; otherwise, they would necessi-
tate a change of position of extreme difficulty.

I3 %—’ET;—

most impossible.

/]

The note which exceeds the extent of an octave
should never be written but for the termination of a
phrase; as thus :—

The following is very easy ; because the change
of position, occurring from below to above, does not
require the use of the fourth finger, which can be
little employed, nor does it demand two consecutive
notea with the third :—

Care should be taken, in general, not to write for
the hands too near together, but to keep them scpa-
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rated by an octave or a sixth at lesst, otherwise they
interfere with each other.

Moreover, if the two hands play an arpeggio chord
in thirds with each other, the same string being re-
taken by the finger of one hand, at the moment when
that of the other hand has just played it, it neces-
sarily follows that the string has not time to vibrate,
and that its sound is stifled as soon as born :—

Very good; be-
cause of the distance
between the two
hands :—

All successions which oblige the same fingers to
skip from one string to another can only be written
for a movement in very moderate time.

When a rapid series of diatonic octaves is desired,
they should generally be written for the two hands.
This equally applies to series of sixths. They are
always—as with scales in thirde—practicable for a
single hand, but onmly in descending; the thumb
then sliding from one to the other of the upper notes,
while the lower notes are played by the three fingera,

Difficult; becanse o
of the stretch it oc- _
casions between the g
thumband fingers:

As an exception to what has been said above
respecting the distance between the parts, these same
scales in thirds are practicable for two hands, be-
cause, in the diatonic movement, the inconvenience
of a string taken by one finger and retaken by an-
other is much less great, since the intermediate note

allows a little more time for vibration. Neverthe-
less, it is better either to write these series of thirds
for two harps, by giving the higher part to one and
the lower part to another; or, if there be but one
harp, and much sound is wished to be obtained,

13 separating the parts an octave, and writing series
tenths.
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If the object be to mhake heard a rapid ascending
or descending n‘:})eggio of greater extent than an
octave, instead of writing it in two parts it should
be dispersed by giving & t to one hand while
the other changes its position, and so on, recipro-
cally. The passage would then appear thus :—

If doubled in the octave, it would be impracticable.

The following is impossible in & quick movement ;
but possible in a slow one :—

L F

=

|2

The shake can be executed on the harp, but its
effect is only tolerable on the high notes. The
iteration of the same note—unpleasant and difficult
upon ancient barps, on account of the elight grating
produced :fpon the string by the second finger, which
strikes it after the first, and interrupts its vibration :—

e EEEEE

T. T.

is easy, and of good effect,upon modern harpe ; the
double action of the pedals allowing the player to
raise by a tone the next string to the one which
gives the iterated sound, so that the iteration is thus
produced on two strings in unison :—

. | *

ap ah up @

Iteration in two or four parts (very useful some.
times in the orchestra) may likewise be obtained,
and more simply, by employing two or more harra'
and by writing cross fires, which present no difficalty
in the execution, and produce precisely the desired
effect :—
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The effect of harps (setting aside the question of
music intended to be heard near, as in a private
room) is in proportion to their number. The notes,
the chords, or the arpeggios which they then throw
out amidst the orchestra and choir are of extreme
splendour. Nothing can be more in keeping with
. ideas of poetic festivities, or religious rites, than
+ the sound of a large body of harps ingeniously in-

troduced. Alone, or in groups of two, three, or
i four, they have also a most happy effect, whether
united to the orchestra, or serving to accompany
voices and solo instruments. Of all known qualities
\ of tone, it is singular that the fimbre of horas ,trom-

\bonel, and brass instruments generally, mingles best

Example of a
and soft sonority of the bass

with theirs. The lower strings (exclusive of the
soft and dull strings which are lowest), with their
sound so veiled, mysterious, and beautiful, have
scarcely ever been employed but for bass accom-
paniments of the left hand; and the more the
pity. It is true that harp-players do not care to
play long pieces among octaves so far removed
from the body of the performer that he must lean
forward, with his arms at full length, maintain-
ing an awkward posture for more or less time ;
but this reason can have had little weight with
composers. The fact is, they have not thought to
avail themselves of the especial quality in tone just
indicated.

strings:—

The strings of the last npper octave have a deli-
eate crystalline sound, of voluptuous freshness, which
renders them fit for the expression of graceful fairy-
like ideas, and for giving murmuring utterance to
the sweetest secrets of smiling melodies; on condi-
tion, however, that they are not attacked with
violence by the performer; as then they yield a dry
hard sound, similar to that of broken glass,—dis-
agreeable and snapping.

The Aarmonics of the harp— particularly of
many harpe in unison— are still more magical.
Solo-players frequently employ them in the pedal-
points and cadences of their fantansies, variations,
and concertos. But nothing comes near the sonority
of these mysterious notes when united to chords from
flutes and clarinets playing in the medium. Itis
really strange, that only once,—and that not more
than three years ago,—the affinity of these qualities,
and the poetry of their association, should have been
demonstrated.*

The best, and almost the only, harmonics for the
harp, are those obtained by touching with the lower
and fleshy part of the palm of the hand the centre
of the string, while playing with the thumb and two

* Bee example (No. 2) of the harmonics on the violin empl in
gomun)nhn with those on the harp. Ployed

!

first fingers of the same hand ; thus producing the
high octave of the usual sound. Harmonics may be

produced by both hands.
Andantino.
N Hosm. - =« =« o . « « o =
ﬁi ¥ EE_&? ¢ﬁ3é;;t =i
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It is even possible to produce two or three at a
time, with one hand; but then, it is prudent to let
the other have but one note to play.

==t

Harmonics.
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All the strings of the harp are not fit for har-
monics : only the two octaves above the last should
be employed for this purpose; they being the sole
ones of which the strings are sufficiently long for
division by touching in the centre, and sufficiently
tightened for neatly producing harmonics.

Harmonies,. - - - =« .« « o o =« =
SE===———2C

e

In case the quickness of the movement and the
¢tharacter of the instrumentation demands a speedy
transition of a harp part from one key into another,
very remote from that which precedes it (from Ep
into EY, for instance), it cannot be effected upon the
eame instrument ; there must then be a harp tuned
in the sharpened key, to succeed immediately the
one playing in the flattened key. If the transition
be not sugden, and there be but one harp-player
available, the composer must let the perfor-
mer have a sufficient number of rests for time to
apply the requisite modulabog' pedals. When the
harps are numerous,— treated as integral parts of
the orchestra, and not merely used to accompany a
vocal or instrumental solo,—they are generally
divided into firsts and seconds, with distinct written
parts for each; which greatly adds to the richness of
their effect. A still greater number of different
harp-parts might doubtless be excellently employed ;
and indeed, they become indispensable, as has just
been seen, when the object is to render possible,
without interruption to their playing, a sudden
change of key.

The Theban bas-reliefs, where an elaborate repre-
sentation of antique harps may be found, prove that
they had no pedals; and that, consequently, they
were incapable of modulation.

Those, not less antique, employed in our own
days by the Welsh and Irish bards, have several
rows of strings and, without doubt, this arrangement
rlaces modulations and the chromatic style more or
ess within their power.

I have specified above, in speaking of tteration,
the essential advantage possessed by modern harps,
of placing two strings in unison, by means of the

double-action pedals :— =

one of thess Cb's beini produced by the Cbp
string, and the other by the B string raised a semi-

tone ; or = one of these ED’s being pro-
duced by the ED string, and the other by the Db
string raised ¢wo semitones. It is hardly to be be-
Heved what resources great harp-players are now
able to derive from these double notes,—which they
have named synonimes. Mr. Parish Alvars, the
most extraordinary player, perhape, that has ever
been heard on this instrument, executes passages
and ggios which at first sight a]égear utterly
impossible, the whole difficulty of which, neverthe-
less, consists only in an ingenious use of the pedals.
He plays, for instance, with wonderful rapidity,
passagcs like the following :—

V|

It will be understood how easy such a o is
on learning that the player has only to slide three
fingers from top to bottom along the harp-strings,
without fingering, and as fast as he likes; since, i'y
means of ¢mes, the instrument is self-tuned
exclusively in series of minor thirds, producing the
chord of the diminished seventh ; and that, instead
of having for the scale,— '

The Af, it must be remarked, cannot be double,
and therefore has no repercussion. In fact, it is not
possible to have four synonimes at once, since there
are only seven notes in the scale, and four syno-
nimes would require eight strings. Moreover, be
it observed, that the AQ can only be obtained
upon one string (the AD string), and does not exist
upon the next string (the G string); this latter
being only raised by the two actions of the pedal
two semitones, whic{ bring it to Ab. The same
i:;xark applies also to two other strings,—C) and

There are therefore still wanting on the harp three

.synonimes, DJj, GYj, and Alj; but this defect—for

it is a serious one—will be obviated when the ma-
nufactures contrive (a8 Mr. Parish Alvars proposes)
to construct for the pedals of the three notes, Cb,
Fb, and Gb, a triple action which will permit them
to be raised three semitones.

Mr. Erard should not allow such a defect to remain
in this instrument; it would be worthy so ekilful &
manufacturers ingenuity to be the first to remove
it.

It is evident that, if all the synonime strings be
not used at once, there will be chords left other than
those of the diminished seventh; and the various
combinations that each affords, when an exact account
is taken of the action of the s on the strings,
will be still more numerous when the triple action of
the pedals, Cb, Fb, and GD, shall have furnished the
three synonimes of which the harp at present is
deficient.

The Guitar.

Tar guitar is an instrument suited for accompa-
nying the voice, and for figuring in certain quiet
compositions, as also for executing,singly, pieces more
or less complicated in several parts, which possess a
true charm when performed by really good players,
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The guitar has six strings, tuned in fourths and

Liirds, as thus :—
= 1=
I =

It is sometimes tuned in the following manner;
especially for pieces written in the key of E :—

===

o
The three lower strings are of silk covered with
silver wire; and the threé others, of catgut. The
guitar is a transposing instrument of three octaves
and a fifth in compass; and written for with the G
clef, an octave above the real sound :—

J—3 E

= pm— pour 4 ¥ : '_d.:
=

S o EEEE
E e —=
Effect.
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‘With the chromatic intervals.

F=err By

Major and minor shakes can be played throughout
the extent of this scale.

It is almost impossible to write well for the guitar
without being a player on the instrument. The
majority of composers who employ it, are, however,
far from knowing its powers; and therefore they
frequently give it things to play of excessive diffi-
culty, little sonority, and small effect.

I shall endeavour, notwithstanding, to point out
the proper method of writing simple accompani-
ments for it.

In the usual position of the right hand, the little
finger resting upon the body of the instrument, the
thumb is used for playing the three lower strings,

ﬁ?ﬁ:ﬂ:ﬁz, the forefinger plays the
G, E; the middle finger, the B, ﬁ@ ;

and the third finger, the first string, or E, =

.
’

.

whence it arises that,in pla{mg chords of more than
four notes, the thumb is obliged to slide over one or
two of the lower strings, while the three fingers
directly strike the three high strings. In chords of
four notes, each finger strikes only the string appro-
priated to it ; the fingers change strings only when
there is occasion to strike low chords like these :—

- -
fm——

The guitar being especially an instrument of har-
mony, it is very important to know the chords and
likewise the arpeggios which it can execute.

Here is a certain number in different keys. We
will begin with the easiest—those which are
played without the use of Barrage (marked Barré),

a procedure by which the forefinger of the left hand
placed across the neck of the instrument, upon two,
three, or four strings, serves as a temporary fret.
(The_fret is the little piece across the neck, on which
the strings rest, and which decides the proper length
to be put in vibration.)

The flat keys are incompsrably more difficult than
the preceding ; and all require age The most
easy chords are the following :—

HeTh

k-

In all chords, the employment of the first and the
third of the lower strings without the second should
be avoided; becanse the thumb would then be
obliged to skip over this second string in order to
go from the first to the third : —

It is impossible to strike these chords; but, by-
adding the second string to them, they become easy :
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Chords of the dominant seventh also should not
be written in the usual position of three thirds above
each other, as—

They are next to impossible ; this one is difficult,

but still, practicable, %% on account of the

G, which is played on an open string. The following
is very easy, and ai the same time sonorous :—
on account of the E on the open string.

The three following chords are easy, and link well
together, in all keys :—

=%

Likewise in F§, in G, in Ab, &c. :—

Of course, these chords may sometimes have more
than four notes, in keys which permit their having a
low open string ; in Ah, for instance, in Eh, in G,
in F'; in short, wherever one of these three notes
may be introduced as the bass :—

o

This succession, which requires Barrage (marked

Barré) of four strings, is equally practicable on the
two lower thirds of the neck —f—p—L-

of the guitar :— (2 &

and then, ascending by semitones to =15

which is the extreme point of height where this
fingering can be employed.

The following arpeggios have an excellent effect
oh the guitar :—

HTH
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In this last arpeggio the two bound high notes
are played by catching the first string with the little
finger of the left hand.

Arpeggios from high to low are rather troublesome
but quite feasible :—

'E? Easgﬁ

-

Thesame reversed are, on the contrary, very easy.

On account of the retrograde movement of the
thumb on the two low notes, the following are much
more difficult, and less advantageous :—

Scales bound by twos and twos, with the reiteration
of a note, are elegant, and tolerably sonorous ; par-
ticularly in the brilliant keys of the instrument :—

Bcales in thirds, although difficult at their ex-
tremities, may be used in a moderately quick move-

This applies equally to series of sixths and octaves,

Reiterated notes, two, three, four, and even six or
eight times repeated, are easily done; prolonged
reiterations (roulements) on the same note are rarely
good excepting on the first string, or at the utmost
on the three high strings :—
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The notes marked with a + are played with the
thumb ; the others with the first and second finger
in succession.

For reiterations (roulements), the thumb should be
made to succeed the first and second fingers on the
same string :—

ﬁ___g—-m =

s &

.-
The fifth touched pro- "
duces the twelfth. Y §_g— g
‘Real barmonics.
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Real harmonics.
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Harmonics are easily obtained from the guitar, and

upon many occasions felicitous use may be made of

them. The best are those produced by touching
the octave, the fifth, the fourth, and the third, major,
of the open strings.

As was explained in the chapters on instruments
played with a bow, the touched octave brings out
that same octave :—

—) y v} f‘ g‘
‘j { < ﬂ‘
Real harmonics,
o . 2 f‘

oo e e o % e
T oo *

the o t——
:; octave above the 13th.. E
Real harmonics.
Vot 1
Touching the minor Srds—gf ———— — o—H=
of the six open strings. ?%— —0———

(]

(]

These latter harmonics are the least sonorous, and
are obtained with difficulty. It should be understood
that this expression of real harmonics is relative to
the diapason belonging to the guitar, and not to
the ordinary diapason; for, strictly speaking, these
real harmonics are heard an octave below, like all
the other sounds on this instrument.

On each string, moreover, chromatic and diatonio
scales in artificial harmonics can be produced. For
this purpose, it is necessary to press the fingers of
the left hand on the notes desired to be heard an
octave higher, then to touch the middle of the string
with the right forefinger, and to play behind the
forefinger with the thumb of the same hand :—

e o b o T % T Y £ % F
: —
————a—fo——p jo_F I f'g

[ | Ontea | | “OntheB. [ | On the E. 0

I repeat that, without being able to play the
guitar, one can hardly write for it pieces in several
parts, containing passages demanding all the re-
sources of the instrument. In order to have an idea
of what the best performers are able to produce in
this way, the compositions of such celebrated guitar-

glayers as Zanni de Ferranti, Huerts, Sor, &o., should
e studied.

Since the introduction of the pianoforte into
all houses where the least taste for music exists,
the guitar has been little used, save in Spain and
Italy. Some performers have studied it, and still
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study it, a8 a solo instrument, in such a way as to
derive from it effects no less original than delightful.
Composers employ it but little, either in the church,
theatre, or concert room. Its feeble sonority, which
does mnot allow its union with other instruments,
or with many voices possessed even of ordinary
brilliancy, is doubtless the cause of this. Never-
theless, its melancholy and dreamy character might
more frequently be made available; it has & real
charm of its own, and there would be no impossi-
bility in so writing for it as to make this manifest.
The guitar—unlike the majority of instruments—
loses by being employed in numbers. The sound
of twelve guitars p{\ying in unison is almost
absurd.

The Mandolin.

The mandolin has almost fallen into disuse at
present ; and this is a pity, for its quality of tone—
thin and nasal though it be—has something piquant
and original about it which might occasionally be
made of effective use.

There are several kinds of mandolins; the best
known has four double strings ; that is to say, four
times two strings in unison, and tuned in fifths, like
the violin.

It is written for on the G clef :—

—8 r)
17 1

-

The E strings are of catgut; the A strings, of
steel ; the D strings, of copper; and the G strings,

of catgut covered with silver wire,
The compass of the mandolin is about three

octaves :—
= = ﬁqn:g&’&&gE—E
#_—wﬁgﬁﬁ =

.v;dzr"' ‘With the chromatic intervals.

1t is an instrument more for melody than for har-
mony ; though its strings, being put in vibration
with & quill or plectrum, which the player holds in
the left hand, may certainly allow chords of four
notes to be heard, such as these—

4 e _d
ﬁ%’g—%tééﬁzeﬁg =
which are obtained by passing the quill rapidly over
the four double notes; but the effect of these groups
of simultaneous notes is rather poor, and the man-
dolin has its real character and effect only in such
melodious accompaniments as the one written by
Mozart in the second act of Don Giovanni:—

. 18. Don Giovanni.—MoZART.

Violins.

Viola.

Mandolin.

D. Giovanni.

=

O sweet - - - - esttrea

- sure, come forth withcon - so -
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thy lo--'ver.
pian -to mi - - o.

e

v

The mandolin is at present so neglected, that, in
theatres where Don Gliovanni is played, there is
always a difficulty in performing this serenade piece.
Although a few days’ study would enable a guitar-
player, or even an ordinary violin-player, to acquire
sufficient knowledge of the mandolin for the purpose,
so little respect is entertained for the intentions
of the great masters, whenever it is a question of
breaking through old habits, that almost everywhere,
even at the Opera (the last place in the world where
such liberties should be taken), they venture to play
the mandolin part of Don Gtovanni on violins piz-
gicati, or on guitars. The timbre of these instru-
ments has not the keen delicacy of that for which

they are substituted ; and Mozart knew quite well
what he was about in choosing the mandolin for
accompanying the amorous lay of his hero.

STrINGED INsTRUMENTS WiTH KEYS.

The Piangforte.

The pianoforte is an instrument with a key-board
and metallic strings, put in vibration by hammers.
Its present compass is six octaves and seven-eighths,
It is written on two different clefs at once : the F clef
is appropriated to the left hand ; and the G clef, to
the right hand. Sometimes,—according to the
degree of height or depth of the passages assigned
to the two hands,—the clefs are interchanged :—

The shake is practicable on all the notes of the
scale. The player may strike or arpeggio in any
way, and with both hands, a chord of four or even
five notes; -but, at the same time, the harmony
should be as close as possible :—

Chords embracing an interval of a tenth may be
rlayed, by omitting the third, and even the octave,
or greater facility, as thus :—

Four, and even five real parts may be written for

the pianoforte, by taking care not to place between
the extreme parts of each hand a distance greater
than an octave or a ninth at most ; unless indeed the
pedal which raises the dampers, by prolonging the
sounds without the player's finger remaining on the
key-board, allows of augmenting the distance be-
tween the parts.

u“Z%ere is an example in four parts, the pedal not
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And here is another, employing the pedal :—

This sign ¢ indicates that the dampers must be
replaced by quitting the pedal. It is mostly used
when the harmony changes, in order to prevent the

vibration of the notes of the last chord from con-
tinuing on to the following chord. As regards this
excessive prolongation of the sound of each note,
care should be taken, in employing the principal
pedal, to avoid as much as possible appoggiaturas
with accidentals [altérées], and passing notes in the
middle of the instrument ; because these notes, being
sustained like the others, and thereby becoming in-
troduced into the harmony—to which nevertheless
they do not belong—produce intolerable discords.
In the upper extremity of the key-board, where the
very short strings do not maintain their sound so
long, these melodic ornaments are practicable.

The hands are sometimes made to cross—either in
obliging the right hand to pass over the left, or
in causing the left to pass over the right :—

The number of such combinations among the
various parts playable on the pianoforte is very
considerable. It would, indeed, be impossible to
instance them all here, and only by studying the
compositions of the great performers—those of Liszt
especially,—can a just idea be formed of the excel-
lence to which the art of pianoforte-playing has
nowadays attained.

It will there be seen that the limits of possibility
on this instrament are unknown ; and that every da
they are farther removed by the new prodigies whic
performers achieve.

For the pianoforte, as for the harp, it is better in
certain cases—in arpeggios, for example—mnot to
bring the hands too near each other. An arpeggio

like the following would be rather inconvenient :—

hIt would be incomparably better to write it
thus :—

Diatonic and chromatic scales in thirds, for both
hands, are, however, easy :—

These scales in two parts are practicable by one
hand alone, although difficult in a quick move-
ment. Moreover, in keys where there are few sharps
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and flats, the two hands may be written for in series
of sixth-thirds in three parts :—

The pianoforte, at the point of perfection to
which our skilful manufacturers have brought it
nowadays, may be coneidered in a double point of
view : as an orchestral instrument, or as forming a
complete small orchestra in itself. On only one oc-
casion has it been deemed well to employ the piano-

forte in the orchestra under the same conditions as
other instruments; that is to eay, letting it bring to
the ensemble its own peculiar resources,—which
nothing can replace. Certain passages in Beethoven’s
concertos ought, nevertheless, to have drawn the
attention of composers to this point. Doubtless they
have all admired the marvellous effect produced in
his grand concerto in Eb, by the slow beatings
[batteries] of the two hands on the piano in the
high octave during the air for the flute, clarinet, and
bassoon, and upon the contretempe of the stringed
instruments. Thus attended, the sonority of the
pianoforte is of the most seductive kind; it is
full lt?f calm and freshnees, and is a type of grace
itself :—

No. 19. Concerio in Eb.—BrxrmovzN.
Flutes.
Clarinets
in A,
Bassoons. W gjé 13- E'L i F E
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The part taken by the pianoforte, on the unique
occasion alluded to, is quite different. The author,
in a chorus of airy spirits, has employed the instru-
ment @ guatre mains, in accompanying the voices.
The lower pair of hands execute rapid ascending
arpeggios in triplets, to which respond, at the second
half of the bar, another (descending) arpeggio in

BERLIOZ’ TREATISE UPON

three parts executed by a piccolo flute, a flute, and a
clarinet, upon which trembles a double shake in
octaves by the upper pair of pianoforte hands. No
other known instrument could produce this sort of
harmonious quivering, which the pianoforte delivers
without difficulty, and which the sylph-like character
of the piece here renders desirable :—

Monodrame. No. 20. Fanisisie sur la Tempite.—Brarioz.
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. Largo __-2'-3 P .h: E -9 £:f—, E d% - -p- Eh& ld=!-‘
( F@ﬁy- = —
8ves,
§ Primo. E = h-
H —QE‘
& /o8
e
& :%E
[
\Seeondo. E' E ;
\ - - - -
L P - P L ~— —
Piceolo E— — — — : —
. PR, -
- - o - -
o 2\ £\ 2\ 20N )
Flute 8olo.
Clarine!
Sulo.
Four 1st
Violins Soli,
con Sordini
Pour 2nd
Violins Soli,
con Sordini.
__, Boprani 2di.
25 = ] = (=
£ = .
Mi-
Contralti. i rre
Cruonvs. m — — ﬁ;’_’
Mi-
Tenorl Imi. PPP
—F = =—
’ | 4 i-
Mi-
Tenorl 3di. PPP
— 1 —_— qI?
\ = :




MODERN INSTRUMENTATION AND ORCHESTRATION 77

8ves.

- - = hr i
Bl KB g fefe BB, O e 5E
= = " —

-
v 4 () ¥ o E

m
!

T
o
'

i
:
|
:Bﬂ
i

|
a
%




BERLIOZ' TREATISE UPON

i h
S -#aé Py Ehde
S p——+ S ; # §———F

i
il
H?
l

]
il

T
Hi

Ve

)
|
u@*p

L

S, o~ o
)
£ £ 2 ¢ =t -

)
n
1
ﬁ

-.#

now comes thy pre - des. ti'd hus - . - baod
ki 00 de - e -m -to o - - - #
) 3 3 3 )

> i -

Dow comes thy pre - des - tin'd s - - - Dand. -
chi t¢ de - st - ma - o0 o - - - 80
T T T
== =aieze A A = p——F
Dow comes thy pre - des - tindhus . - -  band.
re de - &8 - na - to spo - - - 0.
fs\ T3 T3, "3 "3
'F‘F?ME‘? 5 —p—— —p—F
now comes thy pre - des - tin'dhus - - -  band
chi ge de - sti - ma - to spo - - - s
3 3 3 73 3 )

mgﬂw J =p——F

now comes thy pre - des - tindbhus - - - band,
chi ¢ de - s - na - to spo - - - o




MODERN INSTRUMENTATION AND ORCHESTRATION. 79

Whenever, on the contrary, the pianoforte is made
to go beyond soft effects, and attempt a forcible
competition with the orchestra, it vanishes entirely.
It should accompany, or be accompanied ; unless,
like harps, employed in large numbers. This would
not be unadvisn{le, I feel persuaded; but there
would always be—on account of the large space
they occupy—much difficulty in assembling a dozen
grand pianos in a moderate sized orchestra.

Considered as a small orchestra in itself, the piano-
forte has its own appropriate instrumentation, which
forms a portion of the pianist’s art. It is his duty,
on many occasions, to judge if it be requisite to
render certain parts prominent, whilst others are left
in shadow; and if ﬁe ought to play conspicuously
an intermediate paseage, by giving lightness to the
upper ornaments, and less force to the bass. It is
for him to decide the occasion for changing fingers,
or the eligibility of using the thumb only, for such
and such melody. He knows, in writing for his
instrument, when the harmony should be spread or
brought close; the various degrees of distance that
arpeggios should have, and the different sonority
thence resulting. He should know, above all, how
to use the pedals judiciously. On this subject, it
ought to be observed that the great pianoforte com-
posers have never failed to mark with as much care
as appropriateness the places where the principal
})edal should be taken and quitted. Yet many per-

ormers—both great and small—persist in neglecting
these indications, and keep the dampers constantly
raised, utterly forgetting that the harmonies must
necessarily be prolonged one into the other, in a
manner the most discordant. This is a deplorable
abuse of an excellent thing; it is noise and confu-
sion pubstituted for sonority. It is, besides, the
natural consequence of that intolerable tendency in
performers—great and small—singers and instru-
mentalists—to rank foremost whatever they imagine
conduces to their own personal interest. They think
little of the respect which is invariably due from
executant to composer, and of the tacit but absolute
compact, made by the former to the audience, that
he will faithfully transmit the latter’s idea to them,
whether he honour moderate talent by acting as its
interpreter, or deliver the immortal thought of a
man of genius. In both cases, the performer who

composer, should reflect that the author of the work,
whatever it may be, has probably devoted a hundred
times more consideration to the place and duration
of certain effects, to the indication of particular move-
ments, to the design of his melody and rhythm, and
to the choice of his chords and instruments, than he
has given, before thus interfering. There cannot be
too strong & protest made against the senseless pri-
vilege too often claimed by instrumentalists, singers,
and directors of orchestras, Such a mania is more
than ridiculous; it will lead, unless care be taken,
to the introduction of innumerable and unjustifiable
irregularities into the Art, and to results the most
disastrous. It reets with composers and ecritics to
combine in never tolerating it.

A pedal much less used than that which raises the
dampers—of which, nevertheless, Beethoven and
some others have availed themselves with delicious
results—is the soft pedal (one-string pedal). It is
not only of excellent effect, contrasted with the usual
sound of the pianoforte, and with tlelmomp of sono-
rit(i'm produced by the principal pedal, but it is of
indisputable utility in accompanying singing, when
a character of softness and gentleness is to be given
to the execution. It is indicated by these words :—
“goft pedal;” or, in Italian, “una corda.” Its ac-
tion consists in preventing the hammers from reach-
ing two of the three strings strung in unison for each
note. Then only the third string vibrates; whence
results a diminution of sound by two thirds, and a
very remarkable difference of character.

Woxp INsTRUMENTS.

Before studying individually each member of this
large family, we will fix as clearly as possible the
musical vocab indicating the different degrees
of height or depth of certain instruments, the trans-
positions to which these differences lead, the esta-
blished mode of writing for them, and the denomi-
nations which have been applied to them.

We will first indicate & line of demarcation be-
tween those instruments of which the sound is pro-
duced as shown by the musical signs, and those of
which the sound issues above or below the written

thus allows himself—following the caprice of the | note. From this classification the following lists
moment—to go contrary to the intentions of the | result:—
TABLE.

NON-TRANSPOSING INSTRUMENTS;
FROM WHIOH THE SOUND ISSUES AS IT 18 WRITTEN.
The Violin.
Viola.
Viole d’amour.
Violoncello .
Usual Flute ....ccovvveeeiiiieiecacienenineneee
Hautboy

.......................................

..............................

TRANSPOSING INSTRUMENTS;
OF WHICH THE SOUND IS DIFFERENT FROM THE WRITTEN NOTB.

The Double-Bass.

All other Flutes than the usual one.

The Corno Inglese.

All Clarinets excepting the Clarinet in O.

Basson-quinte.
{Double-(husoon.

All Horns excepting the Horn in high O.
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NON-TRANSPOSING INSTRUMENTS.

Cornet & Piston in 0 .......... ceveerees
Trumpet in O ...cccvenviecnnncnnes cesesenns .
Alto Trombone

Tenor Trombone } ......cceceeeen vesevaces e
Bass Trombone

Ophicleide in C.....cccouverieniinieniininncnns
Bombardon
Bass-Tuba.
Harp ...ccoovvnnvnnnenn. esesseisrssnssncsersnosans

....................................

tive clefs; and not all equally
on the G clef ..................
Kettle-Droms.

Bells.

Ancient Cymbals.

Sets of Belle.

Glockenspiel .......coccuerinrireiniiiiiiinanians
Keyed Harmonica.

when written on their respec-
Voices

It will be seen by this table that if all the non-
transposing instruments said to be in 0, emit their
sounds as they are written, those, like the violin,
hautboy, and flute, which have no designation of key,
are in the same condition. They are therefore, in
the composer's eye, similar to instruments in O.
Now, the denomination of some wind instruments,
based on the natural sound of their tube, has led to
the most singular and moet absurd consequences ; it
has caused the art of writing for transposing instru-
ments to become a very complicated task, rendering
the musical vocabulary perfectly illogical. This is
the place to show a better way, and to establish
some kind of order where we find so little existing.

Performers sometimes say—speaking of the tenor
trombone—the trombone in BP ; in speaking of the
alto trombone, the trombone in ; and still more
freqblently, in speaking of the usual flute, the flute
in D.

These designations are correct in the sense that
the tube of the two trombones, with the slide
closed, gives out, the one the notes of the chord of
BD, the other those of the chord of ED; while the
usual flute, with its holes stopped and its keys
closed, gives out the note D. But as performers
Ppay no regard to this resonance of the tube, as they
produce really the written notes, as the ¢ of a tenor
trombone is a C and not a BD, as that of the alto
trombone is still a € and not an Eb, as that of the
flute is also a ¢ and not a D, it evidently follows
that these instruments are not, or are no longer in
the list of ¢ransposing instruments; that they con-
sequently belong to that of the mon-transposing
instruments; and that they are supposed to be in
C, like hautboys, clarinets, horns, cornets and trum-
pets in C'; while no designation of key should be
applied to them, other, at least, than that of C.
This established, it will be seen of what importance
it is not to call the usual flute, flute in J. The
other flutes, higher than this one, having been
designated according to the difference existing
between their pitch and that of the usual flute, it

TRANSPOSING INSTRUMENTS.
All Cornets & Piston excepting that in C.
All Trumpets excepting the I'rumpet in O.
Cornets without Pistons.

Alto Trombones with Valve.
All Ophicleides excepting that in O.
The Serpent.
The Gauitar.
when written on the G clef;
Tenors and their sounds then issuing
Basses an octave below the writ-

ten note.

Keyed Instrument with steel bars.

has become the fashion—instead of saying simply,
tierce flute, ninth flute, which at least offers no con-
fusion in the terms—to call these instruments, flute
in F, flute in Ep. And to what does this lead? In
a score, the small clarinet in £b, of which the C
really makes Eb. can execute the same part as a
third flute, so-called in #'; and these two instru-
ments, bearing the names of different keys, are ne-
vertheless in unison. The denomination of one or
other must be false ; and it is absurd to adopt solely
for flutes a mode of appellation and of designation
of keys, different from that in use for all other
instruments.

Hence the principle which I propose, and which!
renders impoesible all misunderstanding :—the key
of C is the point of comparison which should be taken
in specifying the keys of transposing instruments.
The natural sound of the tube of non-transposing wind
instruments can never be taken into consideration.

All non-transposing instruments, or transposing
only in the octave—of which consequently the writ-
ten C gives C—are considered as being in C.

Accordingly, if an instrument of the same kind is
tuned above or below the pitch of the typical
instrument, this difference will be designated aceord-
ing to the relation which exists between it and the
key of C. Consequently, the violin, the flute, and
the hautboy which plays in unison with the cla-
rinet in C, the trumpet in C, the horn in C, are in
C; and if aviolin, aflute, or a hautboy be employed,
tuned a tone higher than the usual instruments of
this name, this violin, this flute, this hautboy, then
playing in unison with clarinets in D, and trumpets
in D, are in D.

Whence I conclude that the old mode of desig-
nating flutes should be abolished : that the tieree
flute should no longer be called flute in F, but
flute in ED, since its (' makes ED ; and that ninth
flutes and minor second flutes should no longer be
called flutes in Ep ; but large or small flute in Db,
pince their ¢ makes DP : and so on with all the
other keys.
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" Reep InsTRUMENTS.

The family of double reed instruments should be
distinguished from that of single reed instruments.
The g)rmer is composed of five members :—the
hautboy, the corno inglese, the bassoon, the basson-
quinte, and the double-bassoon.

The Hautboy.

TTs compass is two octaves and & eixth. It is
written on the G clef :—

. £Ef

The last two notes should be used with much
reserve; the F particalarly is hazardous, when it
presents itself abruptly. Some hautboys have the

Jow B, :

acquired on the instrument, is better avoided.
Bothm's system obviates the difficulties of fingéring
atill belonging to the hautboy in its present state,
and met with in rapid passsges from the middle C$ to
the note above :—

And from the G# to the F§:

The shakes formed of these different intervals,
and of some others algo, are impossible, or exces-
sively difficult, and produce a bad effect, as will
be seen from the following table :—

; but this note, not being generally
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Hautboys, like all other instruments, are much
more at their ease in keys where there are few sharps
or flats. They should hardly be made to play out of
this limit :—

o — iy

ESEE ===
Ee==s
=

The sounds that exceed it, either below or above,
being weak or thin, hard or shrill, are all of rather
s bad quality. Rapid , chromatic or dia-
tonic, can be tolerably well executed on the hautboy ;
but they only produce an ungraceful and almost ridi-
culous effect. The same is the case with arpeggios.

The opportunity for such passages can be but very
rare; and, indeed, we confess to not having yet met
with them. That which tempts solo-performers to
use them in their fantasias or airs with variations
goes but a little way to prove the contrary. The
hautboy is especially a melodic instrament : it has a
pastoral character, full of tenderness—nay, I would
even say, of timidity. .

It is nevertheless always written for, in the futts
parts, without paying attention to the expression of
its timbre, because there it is lost, and the peculiarity
of that expression cannot be distinguished. It is the
same—let it be at once understood—with most other
wind instruments. The only exception lies where
the sonority is excesssive, or the quality of tone
markedly distinctive. It is impossible — without
trampling under foot both Art and good sense—to
employ such exceptional instruments as simple .
instruments of harmony. Among them may be
ranked trombones, ophicleides, double-bassoons, and
—in many instances—trumpets and cornets. Can-
dour, artless grace, soft joy, or the grief of a fragile
being, suits the hautboy’s accenta; it expresses them
admirably in its cantabile.

A certain degree of agitation is also within its
powers of expression; but care should be taken not
to urge it into utterances of passion or violent out-
bursts of anger, menace, or heroism; for then its
small acid-sweet voice becomes ineffectual, and abso-
lutely grotesque. Some great masters—Mozart among
others—have not escaped this error. In their scores
passages are to be found, the impassioned meaning
and martial accent of which contrast strangely with
the sound of the hautboy that executes them; and
thence result, not only effects missed, but startlin
disparities between stage and orchestra, melody an
instrumentation. The theme of a march, howeyer
manly, grand, or noble, loses its manliness, its
grandeur, and its nobility if hautboys deliver it. It
has a chance of preserving something of its cha-

v
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racter if given to flutes, and loses scarcely anything
by being assigned to clarinets. Where—in order to
give more weight and body to the harmony, and
more force to the group of wind instruments em-
ployed—hautboys are absolutely needful in a piece
such as I have just described, they should at least be
written for in such a way that their quality of tone
{not suited to this particular style) is completely
eovered by the other instruments, and so blends
with the mass as no longer to be recognized. The
lower sounds of the hautboys, ungraceful when dis-
Elayed, may agree with certain wild and lamenting

armonies, united to the low notes of the clarinets,
and to the low D, E, F, and G of the flutes and
corni inglesi.

Gluck and Beethoven understood marvellously well
the use of this valuable instrument. To it they both
owe the profound emotions excited by several of
their finest pages. I bave only to quote, from Gluck,
the hautboy solo of Agamemnon’s air in Jphigenia
in Aulide: “Peuvent-ils,” &c. (“Can the harsh

BERLIOZ' TREATISE UPON

Fates”). These complaints of an innocent voice,
these continued supplications ever more and more
appealing,—what instrument could they suit so well
as & hautboy? And the celebrated burden of the
air of Iphigenia in Tauride: “O malhereuse
Iphigénie!” And again, that childlike cry of the
orchestra, when Alceste, in the midst of her en-
thusiasm and heroic self-devotion, struck by the
recollection of her young sons, suddenly interrupts
the Bhrase of the theme : “ Eh, pourrai-je vivre sans
toi?” to respond to this touching instramental appeal,
with the heart-rending exclamation; “O mes en-
fans!” And then, the discord of the minor second
in Armida’s air on the words: “8auvez moi de
Iamour” (“Save my weak heart from love”)! All
this is sublime: not only in dramatic thought, in
profound expression, in deur and beauty of
melody; but also in the instrumentation, and the
admirable choice of the hautboys from amidst a
throng of instruments, either inadequate, or incap-
able of producing such impresssions : —

. No. 21. Iphigenia in Aulide.—GLUCK.
: o A ~ ;
1st Violins, = = —— = E
2nd Violins. =
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