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Report of the

Paris Conservatory’s Committee on Music Study
regarding
Arban’s Cornet Method

The Committee on Music Study has examined and tested the method submitted td them
by Mr. Arban.

This work is rich in instructive advice, is based upon the hest of fundamental prin iples,
and omits not a single instructive point which might be needed for the development and gradual
technical perfection of a player.

The work might be classed as a general resumé of the ability and knowledge acquired by the
author during his long experience as a teacher of and performer upon his instrument, and in a
certain sense embodies the remarkable results achieved by him during his long career as a soloist.

Every variety of articulation, tonguing, staccato, etc., is thoroughly treated, ingeniously
analyzed and clearly explained. The plentiful exercising material provided for each of these
various difficulties is deserving of particular mention. Instructive points touching upon all pos-
sible musical questions are treated at length, and thoroughout the work we have observed a pro
found appreciation of all difficulties and masterly ability to overcome them on the part of th
author. The latter part of the work contains a long succession of studies, as interesting in subjec
as in form, and concludes with a collection of solos, which are, as it were, the embodiment gr
application of the previous lessons. These studies and solos give plentiful evidence of all thoge
brilliant and thorough qualifications of which the author has so often given proof in his public
performances.

In consequence the committee feels no hesitation in expressing its appreciation and
proval of Mr. Arban's method and recommends that same be adopted unreservedly for instruction

at the Conservatory.
AUBER, MEYERBEER, KASTNER, A. THOMAS,

REBER, BAZIN, BENOIST, DAUVERNE, VOGT, PRUMIER, EMILE PERRIN

EDOUARD MONNAIS A. DE BEAUCHESNE
Imperial Commissioner Secretary
Rias 2= C—— S

J. B. Arban
Biographical Sketch

Joseph Jean Baptiste Laurent Arban was born
at Lyons, France, February 28, 1825. He entered the
Conservatory at an early age, taking up the study of
the trumpet under Dauverné, and won first prize in
1845. His military term was passed in the navy on
board the ‘‘La Belle Poule,”” whose chief musician,
Paulus, became Chief Musician of thé Garde a Paris
during the reign of Napoleon II.

After having been professor of saxhorn at the
Military School (1857), Arban was elected professor
of cornet at the Conservatory, January 23, 1869.
After attending to these duties Z(I)r a term of five years,
he left the Conservatory for six years, returning again
in 1880.

7. B. Arb ~ He was the most brilliant cornet player of his

- o Arban time, and his astonishing performances and trium-
phant concert tours thronghout Europe were the means of establishing the valve cornet as one
of the most popular of all musical instruments. Arban's artistic ideals, sound musicianship and
invaluable instructive principles were perpetuated in his splendid ‘‘Method for the Cornet,”
which has succeeded in maintaining the very highest position among similar instructive works
and which has never been surpassed in point of practical superiority or artistic plan.

Arban died at Paris on April 9, 1889. He was an officer of the Académie, Knight of the Order
of Leopold of Belgium, of Christ of Portugal, of Isabella the Catholic, and of the Cross of Russia.
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PREFACE

It may appear somewhat strange to undertake
the defense of the cornet at a time when this instru-
ment has given proofs of its excellence, both in the
orchestra and in solo performance, where it is no
less indispensable to the composer, and no less
liked by the public than the flute, the clarinet, and
even the violin; where, in short, it has definitely
won for itself the elevated position to which the
beauty of its tone, the perfection of its mechanism
and the immensity of its resources, so justly entitle it.

But this was not always the case; the cornet
~sas far less successful when it first appeared; and,
.—.deed, not many years ago, the masses treated the
" .strument with supreme indifference, while that

‘me-honored antagonist—routine—contested its
aalities, and strove hard to prohibit their appli-
ation. This phenomenon, however, is of never-
tailing recurrence at the birth of every new inven-
‘on, however excellent it may be, and of this fact
ne appearance of the saxhorn and the saxophone,
astruments of still more recent date than the cor-
2t, gave a new and striking proof.

The first musicians who played the cornet were,
. .r the most gart, either horn ar trumpet players.
Eich imparted this performance the peculiarities
rosulting from his tastes, his abilities and his habits,
and I need scarcely add that the kind of execution
which resulted trom so many incomplete and
heterogeneous elements was deficient in the ex-
treme, and, for a long while, presented the lament-
able spectacle of imperfections and failures of the
most painful description.

Gradually, however, matters assumed a more
favorable aspect. Executants really worthy of the
name of artists began to make their appearance.
However, regardless of the brilliant accomplish-
ments of such performers, they could not deny the
faults of their original training, viz., the total lack
of qualifications necessary for ensemble playing,
and decided musicianly tendencies. Some excited
admiration for their extreme agility; others were
applauded for the expression with which they
played; one was remarkable for lip; another for
the high tone to which he ascended; others for the
brilliancy and volume of their tone. In my opinion,
it was the reign of specialists, but it does not ap-
pear that a single one of the players then in vogue
ever thought of realizing or of obtaining the sum
total of qualities which alone can constitute a
great artist.

_ .’I'his, then, is the point upon which I wish to
insist, and to which I wish to call particular at-
tention. At the present time, the incompleteness of

the old school of performers is unanimously ac-
knowledged, as is also the insufficiency of their in-
struction. That which is required is methodical
execution and methodical instruction. It is not suf-
ficient to ;l)hrasc well or to execute difficult passages
with skill. It is necessary that both these things
should be equally well done. In a word, it is
necessary that the cornet, as well as the flute, the
clarinet, the violin, and the voice, should possess
the pure style and the grand method of which a
few professors, the Conservatory in particular, have
conserved the precious secret and the salutary
traditions.

This is the aim which I have incessantly kept
in view throughout my long career; and if a numer-
ous series of brilliant successes obtained in the
presence of the most competent judges and the
most critical audiences.*> give me the right to
believe that I have, at any rate, approached the
desired end, I shall not be laying myself open to
the charge of presumption, in confidently entering
upon the delicate mission of transmitting to others
the results of my own thorough studies and as-
siduous practice. I have long been a professor, and
this work is to a certain extent merely the resumé
of a long experience which each day has brought
nearer to perfection.

My explanations will be found as short and
clear as possible, for I wish to instruct and not to
terrify the student. Long ﬁagcs of “"text’’ are not
always read, and it is highly advantageous to re-
place the latter by exercises and examples. This
is the wealth which I consider cannot be too lavish-
ly accumulated; this is the source which can never
be too plentifully drawn from. This, however,
will be perceived from the extent of the present
volume, in which, in my opinion, will be found
the solution of all difficulties and of all problems.

[ have endeavored throughout to compose
studies of a melodic nature, and in general to render
the study of the instrument as agreeable as possible.
In a word, I have endeavored to lead the pupil,
without discouragement, to the highest limits of
execution, sentiment and style, destined to char-

acterize the new school.
J. B. ArBaN

*) The results which I have obtained in France, Germany and England
victoriously plead the cause of the cornet, and prove that the latter can compete
with the most popular of instruments. In a concert given by the “'Socicte
des Concerts du Conservatoire’ in 1848, I played the famous air for the flute
composed by Bochme on a Swiss theme, comprising, as is well known, an
intentional combination of enormous difficultics. From that day forth I
may say the cornet took its place among classic instruments. In the piece
of music just alluded to, I pcrformcd the flute tonguing in double staccato,
also the triple staccato, which I am the first to have applicd to the cornet.
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DIAGRAM OF THE CORNET

Giving Names of the Various Parts
ISTVALVE 2¥OVALVE 3R°VALVE

UPPER VALVE CAP

TUNING SLIDE

FINGER
STEM FINGER
BRACE HOOK
MOUTHPIECE
VALVE CASING K
BELL
BOW KNOB =
15T VALVE
S1IDE WATER KEY
MOUTHPIECE QNDYALVE WATERKEY 3RPVALVE
BRANCH SLIDE CcuUpP SLIDE

Compass of the Cornet

As indicated in the accompanying table, the
instruments with three valves have a chromatic
range of two octaves and a half, which, in the case
of the ¢ornet and the alto, extends from F sharp
below to C above the staff; however, not every
player succeeds in mastering the whole of this
range with clearness and facility. Therefore, when
writing for thesc instruments, even if it is for a solo,
it will be advisable not to use the extreme limits
of the scale indicated in the foregoing table. As
a rule, the higher registers of the instruments are
employed much too frequently by arrangers and
composers, in consequence of which the performer
is apt to lose the beautiful and characteristic tonal
qualities peculiar to his instrument. It also leads
to failure to produce the simplest passages, even
when called for in the middle register. To avoid
this evil, it is necessary to continually practisc the

*) Due to the advance in methods of playing and construction of instru-
ments, this statement is no longer to be regarded seriously. In fact not only
B and C, but C% and D are now used quite frequently. (The Editor)

instrument throughout its entire register, and to
pay special attention to the chapter devoted to
the study of the various intervals.

The ecasiest portion of the cornet’s range com-
mences at low C and terminates at G above the
staff. One may easily ascend as high as B flat,
but the B natural and the C ought to be made use
of very sparingly.*) Regarding notes below C:

N | )i |

—&—r—4§
v < 3he ﬁ“# h# ‘E:

same do not present any very great difficulties,

although some players experience considerable
trouble in producing them with clearness and
sonority. However, when properly produced, they
are very beautiful and effective.




Second Table

Suggestions are offered herewith for producing F natural
below the staff and at the same time for facilitating certain
passages, which, with the fingering indicated in the first
table, are well-nigh impossible. In order to achieve this,

the slide of the third valve should be drawn out one-half
tone, in order to obtain a length of two tones instead of the
usual one and one-half tones. In doing this, it will be ad-
visable to adopt the following fingering, which is very popular
among German cavalry trumpeters.

b=

In order that the F natural may be produced in perfect
tune, the tuning slide should be drawn out a little. (I shall
explain this more fully in the next chapter.)

Exarple of trills impossible with the ordinary fingering,
but quite easy with the fingering shown in this second table.

2 2 12
. 3 333d% %53 3 ir
L & W ; — {lll’lT
L4/ S W) — 1
#### # Z
P N &
Q__-/ 3337y 73
3
2 2 2 T
A 3 3 3 3¢ 03 8 &

12,

LA~ ¥ 4 -
\_—-—-’”’ 2302
3 3

~ Example of special passages, showing how forked finger-
ing may be avoided:

2 2 2 2 2 2
3 2 3 0 3 » 3 3 3 0 3 2 3
o S d—— .§ T e+ 1§ —
3 ¥ v 3
] -
A—— .
; 1 > 21
3 3 2 3 2 3 2 3

Only in exceptional cases should expedients such as the
above be employed. I have only called attention to them
here in order to acquaint the student with all the resources
of the instrument.*)

Use of the Tuning Slide

A well-constructed cornet ought to be so mounted that
the thumb of the left hand should be able to enter the ring
of the tuning slide, and open and shut it at pleasure, without
the help of the right hand. It is then possible to regulate
the pitch of the instrument while playing. It is generally
known that when beginning to play with a cold instrument
the latter will always be a little below pitch. After a few
measures have been played, and the instrument is warmed,
it will sharpen very rapidly.

The slide is also used for the Furposc of equalizing all
those notes which, in the course of natural production, are
rendered too high. Each valve is tuned for separate usc,
and the natural consequence is that when several are em-
ployed simultancously the slides get too short and the pre-
cision of tone is inevitably affected. Here is a practical
example: Let us suppose that the player will use a2 G crook
on a B flat cornet; this will lower the instrument a tone
and a half. In order to play in tune in this new key it will
be necessary to draw out the slide of each valve considerably **

A similar effect is produced whenever the third valve is
employed. For instance, when the third valve is pressed

down on a B flat cornet, the latter is lowered 2 tone and 2
half; the effect is exactly as though the instrument were
pitched in G, as the slides of each valve produce the effect
of tones added to the instrument.

In such a case it would be necessary to draw the slides
of the first and sccond valves in order to use them simul-
tancously with the third. But as such a proceeding is most
impractical, it will be advisable:to employ the above-men-
tioned device; that is, compensate for the want of length
of the tubes by drawing the slide with the tumb of the left
hand. Without this precaution every one of the following
notes would be too high.

bo

It is not difficult to lower these notes through action
of the lips, although the quality of the tone will invariably
suffer through such a proceeding. Therefore, in order to

insure proper tonal brilliancy, it is always better, in slow
movements, to employ the slide as a compensatory medium.

Position of the Mouthpiece on the Lips

The mouthpiece should be placed in the middle of the
lips, two-thirds on the lower lip, and one-third on the upper
lij). At any rate, this is the position which I myself have
adopted, and which I believe to be the best.

Horn players generally place the mouthpiece two-thirds
on the upper lip and onc-thirg on the lower, which is precisely
the reverse of what I have just recommended for the cornet;
but it must not be forgotten that great difference exists in
the formation of this instrument as well as in the method
of holding it, and that which may admirably suit the horn
is attended with very bad results when applied to the cornet.
What, after all, is the principal object as regards the position
of the cornet? Why, that it should be perfectly horizontal.
Well, then, if the mouthpiece were placed as though the
performer were playing the horn, the instrument would be
in a falling position, resembling that of the clarinet.

Some teachers make a point of changing the position
of the mouthpiece prcviousf)? adopted by the pupils who
apply to them. I have seldom known this method to succeed.

o my own knowledge, several players, already possessed

*) In the estimation of acknowledged modern authorities on cornet
playing, there is no necessity for playing the F below the staff, as it is really
not within the legitimate range of the instrument. (The Edstor)

of remarkable talent, have attempted what we call at the
Conservatoire, the ""orthopedic system,”” which consists in
rectifying and correcting the wrong placing of the mouth-
piece. I consider it my duty to say that these artists, after
having wasted several years in usclessly trying the system
in question, were compelled to return to their original place-
ment of the mouthpicce, not one of them having obtained
any advantage, while some of them were no longer able to
play at all.

From all this I consider that when a player has com-
menced his studies faultily, he must, of course, pr}dcavor to
improve himself, but must not change the position of his
mouthpiece, especially if he has already attained a certain
degree of proficiency, it being a known fact that there is no
lack of performers who play perfectly, and who even possess
a most beautiful tone, and who, ncvertheless, place their
mouthpiece at the side, and even at the corners of the mouth.
All that can be done is to beware of acquiring this faulty
habit. In short, there is no absolute rule for the position
of the mouthpiece, for everything depends upon the formation
of the mouth and the regularity- of the tecth.

#) All crooks are now absolete. The modern cornet is in B flat, with
built-in change to A. (The Editor)



The mouthpiece, once placed, must not be moved either
for ascending or descending passages. It would be impossible
to execute certain passages if the performer were compelled
to change the position of the mouthpiece whenever he wished
to take a low note after a high one in rapid succession.

In order to produce the higher notes, it is necessary to
press the instrument against the lips, so as to produce an
amount of tension proportionate to the needs of the note
to be produced; the lips being thus stretched, the vibrations
are shorter, and the sounds are consequently of a higher
nature.

For descending passages it is necessary to apply the
mouthpiece more lightly, in order to allow a larger opening

Method of Striking or

It should never be lost sight of, that the expression
coup de langue (stroke of the tongue) is merely a conventional
expression. The tongue does not strike; on the contrary,
it performs a retrograde movement, simply supplying the
place of a valve.

This circumstance should be well borne in mind before
placing the mouthpiece on the lips; the tongue ought to be
placed against the teeth of the upper jaw in such a way
that the mouth is hermetically sealed. As the tongue re-
cedes, the column of air which was pressing against it is
precipitated violently into the mouthpiece and causes the
sound.

The pronunciation of the syllable ““tu’” serves to de-
termine the striking of the sound. This syllable may be
pronounced with more or less softness, according to the
degree of force to be imparted to the note. When a martele (1)

A Yy v Yy v v

T

fu tn tu tu tu

is placed over a note it indicates that the sound ought to be
very short; the syllable ought to be uttered very briefly and
dryly. When, on the contrary, there is only a dot (+)

Method of

The mouthpiece having been placed on the lips, the
mouth should partly open at the sides, and the tongue retire,
in order to allow the air to penetrate into the lungs. The
stomach ought not to swell, but, on the contrary, rather
recede, in proportion as the chest is dilated by the respira-
tion.*)

The tongue should then advance against the teeth of
the upper jaw in such a way as to hermetically tlose the
mouth, as though it were a valve intended to keep the column
of air in the lungs.

The instant the tongue recedes, the air which has been
pressing against it precipitates itself into the instrument and
determines the vibrations which produce the sound. The
stomach should then gradually resume its original position

7

for the passage of air. The vibrations then become slower,
owing to the relaxation of the muscles, and lower sounds
are thus obtained in proportion to the extent to which the
lips are opened.

The lips must never be protruded. On the contrary, the
corners of the mouth must be drawn down, enabling a freer,
more open tone production. When the lips begin to tire
the performer should never force his tones. He should then
play more piano, because with continued loud playing the
lips swell, and at last it becomes impossible to emit a note.
The performer should cease to play the moment the lips
begin to feel weak and fatigued; in fact, it is folly to continue
playing under such circumstances, as it might lead to an
affection of the lip which might take a long time to cure.

Commencing the Tone

the syllable should be pronounced with more softness, so
thar che sounds, although detached, still form a connected
phrase. When, upon a succession of notes, there are dots
over which there is a slur,

tu du du du du du

the performer should invariably strike the note with a very
soft "'tu,”" and then substitute for it the syllable 'dy,””
because the latter syllable not only distinctly articulates
each note, but also serves admirably to join notes together.

These are the only three methods of commencing, or,
as it is called, '‘striking,”” the sound. Further on I will
duly explain the various articulations. For the present, it
is only necessary to know and to practise the simple tonguing,
for the pupil’s future excellence as an executant depends en-
tirely upon this starting point.

As I have already said, the method of “'striking™’ the
sound immediately shows whether the performer possesses
a good or faulty style. The first part of this method is en-
tirely devoted to studies of this description, and I shall not
pass on to the slur until the pupil has thoroughly mastered
the striking of the note.

Breathing

in proportion as the chest is lightened by the diminution
of the air in the lungs.

The breathing ought to be regulated by the length of
the passage to be executed. In short phrases, if the breath
is taken too strongly, or repeated too often, it produces a
suffocation caused by the weight of the column of air pressing
too heavily on the lungs. Therefore, as carly as possible,
the student should learn to manage his respiration so skil-
fully as to reach the end of a long phrase without depriving
a single note of its full power and firmness.

*) The diaphragmatic system of breathing, almost universally used at
the present time, teaches the drawing of the breath dlrcctly_ to the diaphragm,
which causes a slight distention of the body about the waistline. More com-
plete control, greater power, and morc casc in the upper register, with a notice-
able lesscning of pressure on the lips, arc the advantages to be gained by this
system. (The Edstor)



STYLE

Faults to be avoided

The first matter which calls for the student’s
special attention is the proper production of the
tone. This is the basis of all good execution, and
a musician whose method ofg
will never become a great artist.

In the piano, as well as in the forte, the “'strik-
ing,”" or commencing, of the sound ought to be
free, clear and immediate. In striking the tone it
is always necessary to articulate the syllable ‘tu,”
and not "'doua,”’ as is the habit of many players.
This last mentioned articulation causes the tone
to be flat, and imparts to it a thick and disagreeable
quality.

After acquiring the proper methods of tone
production, the player must strive to attain a good
style. With this I am not alluding to that supreme
quality which represents the culminating point of
art, and which 1s rarely found, even among the
most skilful and renowned artists, but to a less
brilliant quality, the absence of which would check
all progress and annihilate all perfection. To be
natural, to be correct, to execute music as it is
written, to phrase according to the style and senti-
ment of the piece performed—these are qualities
which surely ought to be the object of the pupil's
constant endeavors, but he cannot hope to attain
them until he has rigorously imposed upon himself
the strict observance of the value of each note.
The neglect of this desideratum is so common a
defect, especially among military bandsmen, that
I think it necessary to set forth the evils arising
therefrom, and to indicate at the same time the
means of avoiding them.

For instance, in 2 measure of 2-4 time composed
of four eighth notes which should be executed with
perfect equality by pronouncing:

ol

T

tu tu tu tu tu

performers often contrive to prolong the fourth
eighth note by pronouncing:

/- >

T

ta ta ta ta da

If in this same rhythm a phrase commences with
an ascending eighth note, too much importance
1s then given to the first note, which has, in fact,
no more value than the others. It should be
cxccuted thus, each note being duly separated:

h .
". ) 1 1
- k| ) | 1
o . t .

tu tu tu tu tu tu

emission is faulty -

instead of prolonging the first note, as follows:

- o

as
ta da ta ta ta da

In 6-8 time the same errors prevail. The sixth
cighth note of each bar is prolonged; in fact, the
entire six are performed in a skipping and uneven
manner. The performer should execute thus:

tu tu tu tu tu tu tu tu tu tu

instead of:

— > >

1 . S

ta ta td da ta td

} = e R
A8

da ta ta da

Other players, again, execute as though there
were dotted eighth notes followed by sixteenths:

ta dede td

ta dede ti dede

From these few remarks alone the reader may
readily perceive how much the general execution
or style of a player will be influenced by faulty
articulation. It must also be borne in mind that
the tongue stands in nearly the same relation to
brass instruments as the bow to the violin; if you
articulate in an unequal manner, you transmit to
the notes emitted into the instrument, syllables
pronounced in an uneven and irregular manner,
together with all the faults of the rhythm resulting
therefrom.

In accompaniments, tod, there exists a de-
testable method of playing in contra-tempo. Thus
in 3-4 time each note should be performed with
petfect equality, without either shortening or pro-
longing either of the two notes which constitute
this kind of accompaniment. For instance:

3

T
I K& 1 ¥ 1
T 10—

ta da ta da



STYLE (continned)

In 6-8 time there exists an equally faulty method
of executing the contra-tempo. This consists in
uttering the first note of the contra-tempo as though
it were a sixteenth note, instead of imparting the
same value to both notes. The performer should
execute thus:

e ) 1 — 1N

tu tu tu tu tu tu tu tu

and not as is indicated in the following example:

In the execution of syncopated passages there
also prevails a radical defect, especially to be
found among military bandsmen. It consists in
accenting the second half of the syncopated note.

A syncopated passage should be executed by
pronouncing:

and not:
J — o~ o~
% S=S===SSS8 —

ta ta-a ta-a ta-a ta ta

There is no reason why the middle of a syncope
should be performed with greater force than the
commencement of the same note. Its essential
needs require that the starting point, so to say,
should be distinctly heard, and that the note should
be sustained throughout its entire value, without
increasing its volume toward the middle.

The following illustration must be executed

with mechanical equality by pronouncing without
pressure:

= T~
LJ T -

tu tu tu ta

tu tu tu

Moreover, it must be observed that the first
eighth note should be separated from the two

sixteenths as if sixteenth rest were placed after it.
For instance: '

and not, as is often the case, by dragging the first
note and producing faulty tonguing as shown
herewith:

Fo = >

1
¥

ta de gueda de gue da

Later on the student will learn to perform the
same passages with the correct tonguing, but at
first the tongue must be trained to express lightly
every variety of rhythm, without making use of
this kind of articulation.

In addition to the faults of rhythm just pointed
out, there exist many other defects, almost all of
which may be attributed to ill-directed ambition,
doubtful taste, or lamentable tendency to exag-
geration. Many players imagine that they are
exhibiting intense feeling when they increase the
volume of tones by spasmodic fits and starts, or in-
dulge in a tremolo, produced by means of the
neck, a practice which results in an "‘ou, ou, ou”’
of a most disagreeable nature.

The oscillation of a sound is obtained by a
slight movement of the right hand; the result is
highly sensitive and effective, but care must be
taken not to indulge in this practice too freely,
as its too frequent employment becomes a serious
defect.

The same observation applies to the porta-
mento preceded by an appoggiatura. Some players
are unable to execute four consecutive notes with-
out introducing one or two portamenti. This is
a very reprehensible habit, which, together with
the abuse of the gruppetto, should be carefully
avoided.

Before terminating this chapter, wherein I have
passed in review the most salient and striking
defects engendered by a faulty style (duly pointing
out, at the same time, the means of remedying the
same), I pledge myself to return to the subject
whenever occasion for doing so may present itself.
Wrong habits are, in general, too deeply rooted in
performers on brass instruments to yield to a single
warning, and therefore require vigorous and con-
stant correction.
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Explanatory Comments on The First Studies

No. 1. Commence or ‘‘strike’’ the sound by pronouncing
the syHable “tu;"’ sustain it well, and at the same time
impart to it all possible strength and brilliancy.

Under no circumstances should the cheeks ever be puffed
out; the lips should make no noise in the mouthpiece, though
many performers appear to think otherwise. The sound
forms itself; it shouldpbc well **struck,”” by a proper tension
of the lips, so that it may be properly in tune, and not below
its diapason, for in the latter case a disagreeable and un-
tuneful sound would be the result.

Nos. 7 and 8 indicate all the notes which are produced
by employing the same valves. Nos. 9 and 10, passing as
they do through all the keys, are destined to complete the
subject of fingering, so that hereafter, I shall not consider it
necessary to mark the numbers of the valves under each note.
The first two lessons should therefore be practised for a con-

siderable period, in order that the student may be perfectly
at home as regards the fingering of the instrument.

Therefore, from now on, I shall only mark the fingering
in passages where same will facilitate matters. Throughout
all the lessons, up to No. 50, it will be necessary to strike
each sound, and give to cach note its exact value, these
studies having been composed with this special end in view.

The crescendo and diminuendo markings used from No.
11 to 17 are in accordance with the best principles of modern
teaching, and tend to develop a clearer and more casily pro-
duced upper register. The student should early develop the
habit of increasing volume as he ascends, and vice-versa.
This marking has not been continued beyond No. 27 for
obvious reasons, but the student should by this time have
formed the habit, and should use it as a gemeral principle of

playing.

Syncopated Passages

Syncopation occurs when the a¢cent falls upon the light,
instead of the heavy, beat of a measure. The accented note
must be sustained throughout its full value, the commence-
ment of the note being duly marked, but the second half
of the duraticn of a note should never be disjointly uttered.

Many students have great difhculty mastering syncopa-
tion. Study carefully the solution of the rhythm problem
appearing over each exercise.

A passage of this kind should be executed as follows:

[0} > > >
v .|
- M b S— 1. +— )~ A ) ) 1]
Al Ll T T T T
tu tu tu tu tu tu

and not:

ta ta-a ta-a ta-a ta ta

Studies on a Dotted Eighth Note Followed by a Sixteenth

In these studies the eighth note should be sustained
throughout its entire value; care must be taken never to sub-
stitute a rest for the dot.

The performer should play:

) *)

tu tu tu tu tu

and not as though it were written:
ol L] ' v v v
===

1
tu tu tu tu tu

L

*) Modern dance music is responsible for the detestable habit of accent-
ing the sixtcenth notes of these and similar groups. Nothing could be more
unmusical. The accents on the dotted eighths should be light and not over-
done. The sixteenths should never be accented unless specially marked.

(The Editor)

Studies Consisting of Eighth Notes Followed by Sixteenths

In order to impart lightness to these studies, the first
cighth note should. be played in a shorter manner than its
value would seem to indicate. It should be executed like a
sixteenth note, a rest being introduced between it and the
two sixteenths which follo v it. The passage is written:

i
S S S S NS SARE S S S & W R
1 T 1 1T o o & o L 1
I N

tu tu tu tu

and should be played thus:

& [ 1< 1
[ & T o & o o g/

tu tu tu tu tu tu tu  tu tu tu

The same remark applies to an eighth note following,
instead of preceding, the sixteenth.
Written:

tu tu tu tu tu tu tu tu tu

Studies in

In 6-8 time, the cighth notes should be well separated,
and should have equal value allotted to them. Consequently,
the third eighth note in each measure should never be dragged.

should be played thus:

6/8 Time

Dotted cighths, arid eighths followed by sixteeuths are played,
in this rhythm, by obstrving the same rules as in 2-4 ume.
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Studies on dotted eighth notes

followed by sixteenths.*

Etuden uber die punktir.
ten Achtel mit folgenden
. Sechszehnteln.
Tempo di Marcia. J- 84 to116

Etudes sur les croches poin.
tees suivies de doubles cro.
ches.
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Allegretto. J. . 64 to 108
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EXPLANATION
for the Studies on the Slur.

Without question thisisone of the
most important portions of my method,
and I have devoted considerable space
to its exposition, Particular attention
has been given to those exercises which
are produced by movements of the lips
alone,without the aid or substitution of
a valve. The fingering must be used ex-
actly as indicated, no matter how unus-
ual it may appear. I have purposely in-
dicated the fingering as I did, not be-
cause I wished to recommend its hab-
itual usage, but in order to invest this
kind of exercise with unusual difficult-
ies through which the lips are compell-
ed to move and produce the notes with-
out the aid of valves.

This exercise, moreover, is analogous
tothat practiced by singers when they
.‘~dy the movement of the glottis in or-
der t¢ master the trill.

The easiest interval to perform in this
manner is that of the minor second. The
interval of the major second is some-
what more difficult,as a certain move-
ment of the lips is necessary in order
to obtain it.

The interval of the third is the most
difficult of all, for it is often met with
in situations wherein it becomes im-
possible to have recourse to the valves
to assist in carrying the sound from the
lower, to the higher note.

I therefore recommend the diligent
practice of this kind of exercise; it be-
comes the foundation of an easy and
brilliant execution. It imparts great
suppleness to the lips, and is an essen-
tial aid for mastering the trill.

Trilling through means of the lips
alone is only desirable for intervals of
a second, as in Exercise No.23, and
then only if the indicated fingering is
employed; otherwise trills in thirds
will result, and these are both annoy-
ing and objectionable.

I merely suggest these exercises as
studies and in no way do I advise pu-
pils to adopt them in general practice,
as is the case with certain players who
wish to apply to the cornet a system
which has no solid foundation. The
cornet is one of the most complete and
perfect of all instruments and repudi-
ates rather than requires all factitious
practices, the effect of which will al -
ways appear detestable to people of
taste.

I must take this opportunity of point-
ingout an intolerable defect, much af-
fected by the adepts of this school,as re
gards the movement of the lips; I allude
to the manner in which they execute the
gruppetto.

In order to execute this ornamenton
the cornet, all that is required is the
regular movement of the fingers, and
each note will be emitted with irre -

proachable precision and purity.

ERKLARUNG
der Etuden iiber das Schleifen.

Dieser Theil der Schule ist unstreitig
einerder wichtigsten; ich habe ihm da-
her eine grosse Ausdehnung eingeridumt,
besonders in den Uebungen, welche spe-
ciell durch die Lippenbewegung ge -
macht werden, d.h. ohne die Hinzuzieh-
ung oder Substituirung eines Pistons.
Man muss dem angezeigten Fingersatze
folgen, wenn er auch ungebraiichlich ist.
Ich habe diese Fingersitze zu Hiilfe
genommen, nicht etwa,um ihren Ge -
brauch in der gewohnlichen Ausfithrung
anzuempfehlen, sondern vielmehr, um
dieser Gattung von Uebungen eine
Schwierigkeit zu verleihen, die um je-
den Preis zu uiberwinden ist, mit an-
dern worten: um die Lippen zu zwin-
gen, sich zu bewegen, ohne zur Anwen-
dung der Pistons seine Zuflucht zu neh-
men.

Diese Uebung ist iibrigens verwandt
mit der,welche die Singer ausfiihren,
wenn sie die Bewegung der Stimmritze
tiben um zu dem Triller zu gelangen.

Das leichteste Intervall zum Schleif-
en ist das Intervall der kleinen Secon-
de, das Intervall der grossen Seconde
ist ein wenig schwerer, denn man muss
schoneine gewisse Bewegung der Lip-
pen anwenien, um es zu erhalten.

Das Intervall einer Terz ist das schwers-
te, denn es befindet sich oft auf Stufen,wo
es unmoglich wird, die Pistons zu Hiilfe
zu nehmen, um den Ton der tiefen Note
zu der hohen Note hinaufzuziehen.

Ich rathe an, diese Artvon Uebungen
emsig zu studiren; sie wird die Quelle
einer leichten und brillanten Ausfihrung
man erhdlt durch sie eine grosse Ge -
schmeidigkeit der Lippen,ggesonders
wenn man die Ausfithrungdes Trillers
erreichen will.

Der Triller vermittelst derLi ist
nur fiir die Intervalle gut, in denen die
Tone eine Seconde von einander liegen,
wie in der Uebung No. 23, und beson-
ders, wenn man dem angezeigten Fin-
gersatze folgt, sonst wiirde man Terz-
triller machen, die ebenso unangenehm,
als schlecht sind.

Ich stelle diese Uebungen nur als Stu-
dien hin, und verpflichte die Schiiler
keineswegs, sich ihrer in der Praxis zu
bedienen, wie es manche Hornisten
thun, die dem Cornet a pistons ein Sys-
tem anhidngen, welches durchaus keine
Berechtigung hat denndies Instrument
ist eines der vollkommensten.und voll-
stindigsten, welches erkiinstelte Pro-
ceduren, deren Effect Leuten von Ge-
schmack abscheulich sein muss, eher
verwirft, als verlangt.

Ich muss bei dieser Gelegenheit noch ein
enunertriglichen Fehler bezeichnen, den
die Anhinger dieser Schule zu lieben scheH
nen einet?%“e}ﬂer vermittelst der Beweg-
ung der Lippen. Ich will von derArt spre-
chen, wie sie den Gruppetto machen.

Um diese Verzierung auf demCornet a
Pistons auszufithren, geniigt es, die Fin-
§er reEelmé'.ssig zu bewegen, und jede

ote kommt mit einer untadelhaften
Bestimmtheit und Reinheit heraus.
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EXPLICATION
des Etudes sur le coule.

Cette partie de la méthode est sans
condredit une des plus importantes;aus-
silui ai-je doméun grzmdgéveloppement,
surtout dans.les exercices qui se font
spécialement par le mouvement des
lévres cest a-dire sans avoir recours a
P’addition ou a la substitution d’un pis-
ton. On devra suivre exactement les
doigtés indiqués, quoique étant inusit-
és. Clest a dessein,en effect, que jai
eu recours a ces doigtés, non plus pour
en conseiller 'usage dans I’exécution ha-
bituelle, mais afin de donner a ce genre
d’exercice une difficulté qui doit ab -
solument €tre surmontée,autrement dit,
enobligeant les lévres a se mouvoir,
sans avoir recours a lemploi des pis-
tons.

Ce travail est, du reste,analogue a
celui auquel se livrent les chanteurs
quand ils étudient le mouvement de la
glotte pour arriver a faire Ie trille.

Lintervalle le plus facile a couler
est l'intervalle de seconde mineure;
I'intervalle de seconde majeure est un
peu plus difficile, car il faut déja faire
un certain mouvement des lévres pour
1'obtenir.

Lintervalle de tierce est le plus diffi-
cile, car il se trouve souvent sur des de-
grés ou il devient impossible d’avoir re-
cours aux pistons pour aider a porter le
son de la note basse sur la note haute.

Je conseille donc de travailler assidii-
ment ce genre dexercice; il devient la
source d'une exécution facile et brill -
ante; on obtient par lui une grande
souplesse de lévres, surtout quand on
peut arriver jusqu’a l'exécution du trille.

Le trille, au moyen des lévres, n'est
bon que pour les intervalles ou les har-
moniques sont a distance de seconde,
comme dans lexercice no. 28, et sur-
tout en suivant les doigtés indiqués,
autrement on ferait des trilles de tierces
qui serajent aussi désagréables que mau-
vais.

Je ne donne donc ces exercices que
comme etudes, et je nengage aucune-
ment les éléves a sen servir dans la
pratique, ainsi que le font certains
cornistes qui veulent appliquer au cor-
net a pistons un systéme qui na au-
cune raison d’étre, puisque’ c’est un
instrument des plus parfaits et des
plus complets qui répudie plutot qu’il
nexige des procédeés factices dont lef-
fet paraitra toujours détestable aux
gens de gout. .

Je dois signaler encore a ce propos
un vice intolérable que semblent affec-
tionner les adeptes de cette ecole, par
le mouvement des lévres. Je veux par-
ler de la maniére dont ils font le grup-

petto.

Pour exécuter cet ornement sur le cor-
net 4 pistons, il suffit de remuer régu-
liérement les doigts, et chaque note
sort avec une justesse et une pureté

irréprochables.
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By what right,then,do certain per -
formers substitute an upper third for the
appoggiatura which ought only to be an
interval of a second? Why, in short, do
they play:

Mit welchem Recht nun ersetzen man-
che Kiinstler die Appoggiatur durch eine
grosse Terze, da sie doch nur eine Sec-
onde sein soll? Warum, mit einem Wor-
te, blasen sie:

De quel droit alors certains artistes
remplacent-ils par une tierce supéri -
eure lappoggiaturs qui doit étre a
distance de seconde? Pourquoi,enun
mot, executent-ils:

) namal

instead of playing: g
anstatt zu blasen: 1

-
1 A3 17

1
T

e

which is the only correct method; and
why is this done on all the different de-
grees of the scale? The ahswer is that
these gentlemen find it more convenient
to have reccurse to a simrple movement
of the lips, which obviates the necessi-
ty of moving their fingers; as though
it were not more natural fo emit the
true notes by employing the valves.
Some performers pursue this evil prac-
tice still farther, and do not hesitate
to execute tripfet passages with the
movement of the lips, instead of hav -
in§ recourse to the valves.
llustration from a study by Mr.Gallay:
The passage with aid of the valves,

should be executed thus:

au lieu de faire entendre: &

welches die einzige richtige Art und Wei-
se ist —und warum dies auf allen- Stufen

der Tonleiter? Weil diese Herren es beque-
mer finden, eine einfache Lippenbeweg -

ung anzuwenden, welche sie der Beweg-
ung der Finger iiberhebt; als ob es nicht
natiirlicher wire, die richtigen Notenmit
Anwendung der Pistons zu blasen,

In dieser Hinsicht gehen Einige noch
weiter, und nehmen keinen Anstand,Tri-
olenfolgen vermittelst der Lippenbeweg-
ung auszufiihren, anstatt die Pistons zu
Hiilfe zu nehmen.

Beispiel einer Etude von Gallay:

Man soll mit Anwendung der Pistons
ausfiihren:

qui est la seule maniér convenable-et
cela sur tous les degrés de la gamme?-
parce que ces Messieurs trouvent plus
commode de recourir a un simple mouve-
ment des lévres qui les dispense de re-
muer les doigts; comme sil n'était pas
plus naturel de faire sortir les vraies
notes en employant les pistons.

Dans cette voie, quelques-uns vont
plus loin encore et n'hésitent pas a
executer des successions de triolet
par le mouvement des lévres, au lieu
de recourir aux pistons.

Exemple d'une étude de M.Gallay:

On doit exécuter ainsi,en employ
ant les pistons:

instead of merely employing the lips,
which would result in the followingex-
ecrable effect:

anstatt das Lippenspiel anzuwenden,wel-
ches folgende abscheuliche Wirkung her-
vorbringt:

au lieu d'employer fe jeu de fevres, ce
qui produit exécrable effet suivant:

I need insist no farther to point out
that such sleight-of-hand tricks are to-
tally out of place on the cornet,and if
I mention them here at all, it is mere-
ly to put the pupil on his guard against
a system which, unfortunately is en-
tirely too prevalent among perform-
ers in military bands.

The principal object of the first fif-
teen numbers of this division is to in-
struct the pupil in the so-called porz-
amento effects. In order to arrive at
this result, the lower note must be slight-
ly inflated, and when it has reached the
extremity of its power, it must be slurred
up to the higher note by a slight pres-
sure of the mouthpiece on the lips.

Then follows the practicing of thirds
which is obtained by the tension of the
muscles, and also by the pressure of the
mouthpiece on the lips.The notes should
be produced with perfect equality; they
must be connected with each other with
absolute evenness, and played precisely
according to the time and with the exact
ﬁr;%ﬁring as indicated.

e studies,Nos.16 to 69,were composed
for the sole purpose of teaching how toplay
thirds in this way and to enable the student
to execute the little grace notes and dou-
ble :nlzfyoggiatwas withthe necessary facil-
ity and elegance. A few examples of this
kind have been added to this series of stud-
ies, although their more thorough treatment
occurs at a later period, when taking up
the study of grace notes in detail.

As the above enbellishments are solely
produced thr lipmovements, I have
thought it advisableto offerafew illus -
trations of same herewith.

Ich habe nicht néthig, noch weiter zu
zeigen, dass derartige Kunststiicke auf

dem Cornet 2 pistons keine Berechtig-

ung haben, und wenn ich ihrer hier er -

wihne, so geschieht es nur, umden Schii-
ler zur Vorsicht zu mahnen einem Sys-
teme gegeniiber, das leider in der Ar -

mee nur zu verbreitet ist.

Die ersten 15 Nummern dieses Theiles
sind einzig und allein da, um das Hinii -
berziehen des Tons zu lernen.Man muss,
um zu diesem Ziele zu gelangen,die tiefe
Note ein wenig anblasen, und sie, im Mo-
ment, wo ihre Stirke den Gipfel erreicht,
zur hohen Note hinaufziehen vermittelst
eines leichten Druckes, den das Mund -
stiick auf die Lippen ausiibt.

Man gehe sodann zur Uebung desTerz-
intervalles iiber, welches sich durch die
Spannung der Muskeln und auch durch
den Druck, welchen das Mundstiick auf
die Lippen ausiibt, ergiebt. Man spreche
jede Note gleichmaissig aus, verbinde sie
unter einander wohl und befolge Zeit -
mass und angezeigten Fingersatz.

Alle Etuden, von 18 bis 69 sind einzig
und allein componirt,um zu lernen, wie
man die Terzintervalle mit Leichtigkeit
hiniiberzieht, damit man die kleinen ge-
schleiften Noten und die Doppelappog-
giaturen mit Eleganz ausfithren kann—
wovon ich schon 1n dieser Reihe von E-
tuden einige Beispiele angefithrt habe-—
die ich aber erst spiter bei dem Artikel
tiber die Verzierungsnoten ausfiihrlich be-
handeln werde.

Da diese beiden Verzierungen nur durch
die Lippenbewe zu erhalten sind, so
glaubte ich dariiber hier einige Anwend -
ungen geben zu miissen.

)
Je n'ai pas besoin dinsister davantage
pour faire voir que de pareils escamotages
nont aucune raison d ¢tre surle cornet a
pistons, et si jen fais mention ici,ce n’est
que pour mettre 1€éléve en garde contreun
teme malheureusement trop réepandu
larmée.

Les quinze premiers neméros de cette
partie ont uniquement pour object d’ap-
prendre 4 porter le son. Il faut, pour ar-
river & ce résultat, enfler un peu la note

rave, et, au moment olielle arrive a
lapogee desa force,la porter sur la note
haute par le moyen dune légére pression
de l'embouchure sur les lévres.

Arrive ensuite le travail de lintervalle
detierce,qui s'obtient par la tensiondes
muscles et aussi parla pression de l'em-
bouchure sur les 1évres. Faites parlercha
que note avec beaucoup d’egalité en les
liant bien entre elles et en suivant les

rhythmes et les doigtés indiqués.

Toutes les études, & partir duno. 16
jusqu'au no. 69, sont uniquement com -
posees pour apprendre a porter avec fa-
cilité les intervalles de tierces,afin dar-
river 4 passer avec élégance les petites
notes portées, ainsi que les doubles ap-
poggiatures,—dont jai déja ajouté quel
ques exemples a cette série dj’études,—-
mais qui plus tard, seront traitées fond
a larticle des notes d’agrément.

14 2
Ces deux agréments ne s obtenant que
parle mouvement des lévres, jaicru de-
voir en donner ici quelques applications.



39

Etudes sur le Coule.
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STUDIES
on the Scales.

Major Scales.

The study of the scales has asarule,
been greatly neglected in works of the
present description; writers on the sub-
ject generally content themselves with
giving a few examples, leaving the pu-
pil to supply for himself whatever may
be wanting in the method. What is the
result? Why, that few studentsare cap-
able of executing a scale correctly. It
is,however, of urgent importance, that
the scale should be diligently prac-
ticed. Therefore ,knowing asIdo, the
importance of this branch of study, I
have treated it at length, and in every
variety of key. By this means a per-
fect equality of sound, as well as a le-
gato and correct method of playing,
may be obtained..

Minor Scales.

In presenting the minor scale forour
particular purpose of study;I have on-
ly included examples built upon the to-
nic and dominant, in order to give an i-
dea of its resources.

Chromatic Scales and Triplets.

The chromatic scale being one of the
most essential, I have treated it at con-
siderable length. This kind of study im-
parts ease to the fingering. Care must
be taken to press the valves down pro-
perly,in order that all the notes may
be emitted with fullness,

At first the student must practice
slowly, taking care to duly mark the
rhythms indicated. In this scale,asin
the diatonic scale, it is necessaryto
swell out the sound in ascending,and
to diminish it in descending. Strict at-
tention should be paid to time.Thelat-
ter part of each phrase should not be
hurried, as is the practice with many
performers. I recomend the use of the
metronome,in order to arrive at that
degree of precision which constitutes
the beauty of execution.

ETUDEN
uber die Tonleitern.

Dur-Tonleitern.

Das Studium der Tonleitern ist in
Werken, wie das gegenwartige immer
sehr vernachlassigt worden. Man be-
gniigt sich gewohnlich damit, einige
Beispiele zu geben,und iiberldsst dem
Schiler die Muhe, aus eigener Quelle
das zu schopfen, was der Schule fehlt.
Was folgt daraus? Dass sehr wenige
Kiinstler eine Tonleiter korrekt ausfiih-
ren konnen. Dennoch ist es durchaus né-
thig, alle Tonleitern mit Fleiss jzu iiben;
ich habe die ganze Wichtigkeit dieser
Gattung von Etuden eingesehen und
deshalb diesen Theil sehr ausfithrlich
und in allen Tonarten behandelt. Durch
solche Uebungen erhilt man eine voll -
kommene Gleichmassigkeit des Tons
und ein gebundenes und korrektes Spiel.

Moll-Tonleitern.

Da die Molltonleiter threr Natur nach
weniger reichhaltigist,als die Durton-
leiter, so habe ich davon nur Beispiele
auf der Tonica und Dominante gegeben,
um deren Hiilfsmittelerkennen zulassen.

Chromatische Tonleitern und Triolen.

Da die chromatische Tonleiter zu
den wichtigsten gehort, so habe ich
ihr eine grosse Ausdehnung einge -
raumt. Man erhilt durch dieses Stu-
dium einen leichten Fingersatz; tra-
ge aber Sorge die Pistons gut hinun-
terzudriicken, damit alle Tone voll her-
auskommen.

Zuerst muss man langsam iiben,
um die angezeigten Rhythmen deut-
lich horen zu lassen. In der chroma-
tischen, wie in der diatonischen Ton-
leiter muss man aufwirts den Ton schwel
len, abwarts denselben abnehmen las-
sen. Besonders soll man festim Tak-
te blasen,ohne das Ende einer jeden
Periode zu beschleunigen, wie viele
Kiinstler zu thun die Gewohnheit ha-
ben. Ich rathe daher den Gebrauch
des Metronoms an,um zu der Ge -
nauigkeit zu gelangen,welche allein
die Schonheit der Ausfilbrung aus -
macht.

\

ETUDES
sur les gammes.

Gammes majeurs.

L'étude des gammes a toujours €té
fort négligée dansles ouvrages dugen-
re de celui-ci;on se contente générale -
ment de donnor quelques exemples, en
laissant 4 1éléve le soin de trouver dans
son propre fond ce qui manque & la Méth:
ode. Qulen résulte-t-il? Cest que fort peu
d’artiste savent faire une gamme correcte-
ment. Il y a pourtant urgence a travail-
ler tes gammes avec assiduité; aussi,
comprenant toute l’importance de ce gen-
re d’étude, jai traité cette partie trés-
longuement et dans tous lestons. On
obtient par ce travail une parfaite é-
galité de son, ainsi quun jeulié et cor-
rect.

Gammes mjneures.

La gamme mineure étant par sa na-
ture moins riche que la gamme majeure,
jen ai donné seulement des exemples
sur la tonique et sur la dominante, a-
fin den faire connaitre les ressources.

Gammes et triolets chromatiques.

La gamme chromatique etant des
plus es sentielles, je lui ai donne un
grand développement. On obtient
par ce genre détude un doigte facile; il
faut avoir soin de bien enfoncer les pis-
tons,afin que toutes les notes sortent a-
vec plénitude. ,

I1 faut travailler dabord lentement en
faisant bien entendre les rhythmes indi-
ques. Dans cette gamme, comme dansles
gammes diatoniques, il faut enfler le son
en montant et le diminuer en descendant;
ondoit surtout jouer bien en mesure, sans
accélérer la fin de chaque période,comme
beaucoup dartistes ont Thabitude de le
faire, Je conseille donc l'emploi du mét-
ronome, pour arriver a cette exactitude
qui fait la beauté de lexécution.
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Chromatic Triplets.

Etuden iber die chromatischen Triolen.

J - 112 to 169 (for 10 t0 18)

Etudes sur les Triolets chromatiques

: T :
- 6 o 2
].O. ' — S — — ! i G
ﬂ b | ] N—_—
. *P pocooresc. . - . - - T LT . p poco orese
/__\ /f ; /——I\
q— "ﬁp‘ 7‘—‘—%’."‘5"&‘ . fo 12
th* T I — 1 e G S S 5 e s S e i i o ) Tt #:#Fﬁ
L\ — - ; " — =] Jam —— — I
¢ — mf poco decrese. mf poco decrese.
o e = R —
] ] | . N T | 1 e 1
' ‘ P —" g o e S e ﬂ
o —— % bl 3 ',.,‘_.H_ o
// ﬁ‘\‘
£ . ]
. et rertrprtar rmerprtrtittar it =S=S
: o) 'T‘ w#w r \—1 ’1—' o i M
2
o) p—— — f— . . _ N
[ p—— T 1 i fr— T
i — i o
=SS oo zadaii =
e St e
i —" — e e ‘ ! I T T 11 ¢ “t‘ :tEﬂ
J (T — —— 3 w
| p—— Fq‘} m
Lgﬂ + ] ™ P _} jl' 1 )| 1 1 | | | 1 1 1
12. & SEsSEEer EErereresraae
3’ ! =
T T T
N\ T 1 {{ ]r ! o ! IL —1— I - T 1 T 1 1 I L
[y —— S e -}
—f) |, = E— F’F——;
- r I [ 1 — ANI T 1T o Il
} I 11 i T 1 A}
a - 4 1 I 1
¢ " A =T AT
//-, \
. p— p— /’—;r
T
.— '_-
13. M Ti bl # ]fl T ; {, } “% ;
G \i\ * 1
2
sapiniee 2 2720000000000 o
bt o QT AT HE I e e a1 & _'_'Ibﬁ b
s e R e R e e e e i
<
\ /F_\ \
m ] T~ 1 — | Jr— . y -
: "o tr P ata a5 : - —— T = i ~ j
== P : z: =S
Simile for 11 to 24




1/ ‘ # )
mtd /a7 )
ey 81
/’_—_—-\
bt / —ﬁ% ! L
] ! | 1 ) D
., GO a ,
v 3
//’___\ \ 8”.“ ad llé ------------
L - " t { 1 83 PO
e e e S e — e 2
Y - G = =  — =) v
g ..................................................
"E'TJF!: o | . B |
' T A I W G - s i |
y [ g - bt ;} - ra- —
TR e e e bs
‘_—-//.
2
o ———p——p—— p—
& #—n—i—‘— — T 11 T T ——+ 1 -
1,). | O/ N S A S S S S S S S S A
L J X /____——/ \——/
. e \ 8va ad [t
& 1
FasToEREs R S P s o Wra ta g ne i e a s
o ——— ‘_|_['J_j S ——— —t s
v/ k___/
8 ------------------------------------------------------------------------ - D D bt T PP Spup
) N 1 H
o t g — T — 1 B R f——] tﬂ
r T T T 17 T  —

A ! D T S v 1 % _a,_ ':s‘
16. 4 S - - t f 1
o) ’ e s e = ey —————
= s ot opd e N
J L1 ) ) S I T )
'\m 1l — j - | O — | )¢ | T 11 LS IR B S GERA S A
D) Y T
. # . } 1
;ﬁ.: ——— — — T jﬂ
- 1 — _‘_ - —1- t
; B S W — 1 p—— @ { V- - T
0 === T Ml
W _
17 Y cia 1 T
f W%ﬁﬁ . o B 0N O]

| %

8 qd [¢d---------
. |$ po—
1 'XF,'_F;_ G 0 e 7 0 =
T T L1- I +— S o e e e 2 Tttt T T ~
0] _ == - b —
o e
. ot 1 —1 = '
i —'“i:_‘ [ + 2 —— S S s T T
- : e -Hh-@- ‘E S SR D TR S
RS Rt S AT LI




.~ ——
. —— A . . P
o4u
18 Sxizii=statiteas—ss= s
L)) — 2 0 ;
/_—ﬁ\ E:—" b /——\
iy e etepnterioxes f FE ioRolo e pratatPeesy
A\S 74 — ! ! - ‘x‘l - 1 ) T T T
[)) 353 2 v

: 1 - P p— —
% o ﬂ o . rT 1 1 < H
Qj : : | I “ﬁl‘ﬂb I o —

d = 56 10100 (for 19 to 24)

—_ — e e
19 == ’ .
Y] ‘J‘#dﬁi“j‘ % 3 d

Y B
---Il-




Ui &

l.---"' A E i AN BV
1 -ll--l_--..-

&




84

(J-:68t0120)

B

26, B

atint

I

o r—— —

/\

=

g
w

NP

s e

96 to 128)

L (d-

e,




J- = 68 to 120(for 28 to 30)

€

SN

- W

:

fF
I

—— L
hd n L
li 1 { AN . 1 4 I I
g . N
Y ol QA oA # il d it ) — ‘
i — ] [ -1 ?
]
~ -
—

— ] -
%’“ D : E - ga;A b T
{2y ) Y N P B

‘ -
6
o

M
oL

#

29. s — i T T l - 1
% :/ \/TE' i

Ii'_ — 1 — — 'i#i—‘ 1 I

o P = ==

Jo) TN . : L
v T ; et e
o) i ———

e . — s B e

g;ﬂw %I‘: %‘%iL -E;r __

- - 1 '\_/ ~— : U —

_ = — .
, ] : ‘g # gl o s s G - ] :
J S o~ NUSAt 4 - — e



e

i

M" geis
7 . :

P

.-31.‘5|J
N S— -
- —

Yol TR
T el gh g [T
[ W@ O

———




EXPLANATION
of Grace Notes.

The Gruppetto.

The first twenty-three studies of the
following division are especially desig-
ned to prepare the pupil for the execu-
tion of the gruppetto,which,asitsname
implies, is used to surround any desirable
note with a group of grace notes.These
studies ought to be practiced slowly, in
order to accustom the lips and fingers
to act in perfect unison. It is therefore
necessary to give as much value to the
appoggiatura, above or below, as to the
note which serves as their pivot.

There are two kindsof gruppetto,
consisting of four notes; the first is ex-
pressed in the followmg manner:

ERKLARUNGEN
iiber die Verzierungsnoten.

Vom Gruppetto (Doppelschlag.)

Die ersten 23 Etuden des folgenden
Theils sind einzig und allein in der Ab-
sicht komponirt,den Schiiler zur Aus-
fiilhrung des Gruppetto vorzubereiten ,
welcher bekanntlich darin besteht, je-
de beliebige Note eines Accordes mit
Verzierungen zu umgeben.Diese Etud-
en sollen langsam ausgefithrt werden,
um die Lippen und Finger zu gewthn-
en, mit einander vollstindig zusammen-
zugehen. Man muss dazu den hoheren
oder tieferen Appoggiaturen (Vorschli-
gen) denselben Werth geben, als der
Note, auf welcher sie ruhen.

Es giebt zwei Arten des Gruppetto
zu 4 Noten; die erste wird auf folgende
Weise geschrieben:

Effect: _g

87
EXPLICATIONS

sur les notes dagrément.

Du gruppetto

Les vingt-trois premiéres études de
la pattle suivante sont umquement com-
{)08689 dans le but de préparer 1éléve a

exécution du gruppetto lequel con-
siste, comme on sait,a en tourer dap-
pogglatures une note quelconque dun
accord. Ces études doivent s'exécuter
lentement, afin dhabituer les lévres
et lesdoigts a marcher avec un par-
fait ensemble. 11 faut, pour cela,donner
autant de valeur aux appogglatures in-
férieure ou supérieure qu'a la note qui
leur sert de pivot.

11y a deux genres de gruppetto a
quatre notes; le premier sindique de la
maniére suivante:

Klang:

I
1

) “n ‘WE

Here the signis turned upwards,
which indicates that the first appoggia-
tura should be above.

The lower appoggiatura should al-
ways be at the distance of half atone from
the note which it accompanies;it is marked
by an accidental placed beneath the sign.

As regaxds the higher appoggiatura,
it may be either major or minor accord-

ing tothe tonality of the piece which is
being executed.
The second gruppetto is expressed

in the following manner:

Effet:

Man sieht, dass der erste Haken des
Zeichens nach oben geht,um anzudew-
ten, dass der Doppelschlag mit dem
nichsthoheren Tone beginnen soll.

Der nachsttiefere Ton muss stets ein
halber sein; dies wird oft durch ein Er-
hohungszelchen (3 oder ) unter demGrup-
pettozeichen angedeutet.

Der obere Ton des Gruppetto kann
sowohl ein ganzer als ein halber sein,
je nach dem Erforderniss der Tonart
des Stiickes:

Der zweite Gruppetto wird auf fol-
gende Art bezeichnet:

Effect: _o B

On voit que 1a premiére boucle dusigne
est en lair, ce qui mdxque que la premiére
appoggméure doit €tre supérieure.

Lappogguture inférieure doit tou-
jours étre ala distance dun demiton de
la note qu'elle accompagne, elle se mar-
gue par un accident placé au-dessous

u signe.

Quant a lappogglature supérieuce,
elle peut étre majeure ou mineure suiv-
ant la tonalité du morceau que lon exé-
cute.

Le deuxiéme gruppetto sindique de

| 1a maniére suivante:

P g

W_':Mmang 3

It will be seen that the sign is now
turned downwards, which denotes that
the first appoggiatura must bebeneath.

This, at any rate,isthe manner in
which such passages ought to be writ-
ten; unfortunately, however,writers now-
a-days neglect these details, and leave
them entirely to the taste of the per-
former. (For this variety of grace notes,
see Nos.24 to 81.)

Effet:

Man sieht,das der erste Hakendes
Zeichens nach unten zeigt, um anzudeu-
ten, dass der Doppelschlag mit dem
nachsttieferen Ton beginnen soll.

So wenigstens sollte man schrei-
ben,ungliicklicher Weisse aber vernach-
lassigen heute die Componisten diese
kleinen Umstinde und verlassen sich
dabei fast immer auf den Geschmach
des Ausfithrenden. (Diese Art vonVer
zierungen siehe von No. 24 bis 31.)

On voit que la premxére boucle du
s1gne est en bas, ce qui mdlque que la
premlere appoggiature doit étre infer-

1eure
Telle est du moins,la maniére dont

on devrmt écrire; mais malheureusement
aujourdhm les composxteurs négligent
ces détails et sen rapportent presque
toujours au gout de '’exécutant. (Voyez,
pour ce genre dagrément, du no. 24 au
no 81.)
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The Gruppetto Consisting of
Three Notes

There are two varieties of the Gruppet-
to: the first ascending,the second descend-
ing. In either case,they may consist of a
minor or diminished third, but never of a
major third.

They are written:
Andante
=N

Vom Gruppetto mit 3 Noten oder
der kleinen Gruppe.

Es giebt zwei Arten vonkleinenGrup-
pen; die erste wird aufwarts,die andere
abwirts gemacht; in beiden Fillen kon-
nen sie eine kleine oder verminderte,
niemals aber eine grosse Terz umfas-
sen.

Man schreibt:

But they should be executed in the fol-
lowing manner:

Du gruppetto a trois notes ou petit
groupe.

Ily a deux sortes de petits groupes;
le premier se fait en montant, et le second
en descendant. Ils peuvent, dansles deux
cas,étre composés dune tierce mineure
ou diminuée, mais iamais dune tierce ma-
jeure.

Ils s'écrivent ainsi:

Aber man fiihrt sie auf folgende Art

aus’

‘Mais on doit les exécuter de lamaniére
survante:

— "

It will be seen that this embellishment
must not be taken from the note it ac-
companies, but from the measure which
precedesit. It should be very lightly ex-
ecuted, care being taken to attack the
first appoggiatura clearly. (For this
species of embellishment, see No.32 to
35.)

The Double Appoggiatura.
There are two kinds of double appog-
giatura The first consists of two grace
notes which may be taken at the distance
of a third, from the notes which they ac-
company, whether ascending or descend-

Iéxample, ascending:

Man sieht, dass diese Verzienmg nicht
vondem Werthe der Note entnommen
wird, zu deren Begleitung sie da ist,
sondern vielmehr von dem der Note vor-
angehenden Zeittheile. Man muss sie mit
viel Leichtigkeit ausfithren, indem man
die erste Appoggiatur gut ansetzt. (Diese
Art von Verzierungen siehe No.32 bis 85.)

Von den Doppel Appoggiaturen.
(S%?lleifeﬁ) &

Es giebt zwei Artenvon Doppel-Ap -
poggiaturen; die erste besteht aus zwei
kleinen Noten; welche von der Note,wel-
che sie begleiten,eine Terzentfemt sein
konnen, gleichviel, ob aufwirts oder ab-
wirts.

Beispiel, aufwiirts:
-

Example,descending:

The double appoggiatura should not
take its valuefrom the note which it ac-
companies; on the contrary it should pre-
cede it as follows:

Example, ascending:

. Onvoit que cet agrément ne doit pas

étre %ris sur la note quil accompagne,
mais bien sur le temps quile précéde. 11

faut lexécuter avec beaucoup delégéreté,
tout en attaquant bien la premiére appog-
giature. (Voyez, pour ce genge d’agrément,
du no. 32 au no.35.)

Des doubles appoggiatures.

Ily a deux sortes de doubles appoggia-
tures; la premiére se compose de deux pe -
tites notes qiu peuvent étre prises a dis -
tance de tierce de 1a note qulelles accom-
pagnent,soit en descendant, soit en mon -
tamt.

Exemple en montant:

nicht vonder Note entnehmen, welche sie

begleitet; sie soll ihrim Gegentheil, wie

folgt, voraufgehen:
Beispiel, aufwarts:

— ‘\’. = bl
Die Doppelappoggiatur soll ihren Werth

La double appoggiature ne doit pas
prendre sa valeur syr la note qu'elle ac-
compagne; elledoit, au contraire, la pré -
céder ainsi qu'il suit:

Exemple, en montant:

Example, descending:

The second variety of double appog-
giatura is composed of an upper and low

Die zweite Art der Doppel-Appoggia-
turen besteht aus einem hoherenund ein -

La deuxiéme sorte de double appog-
giature se compose dune appoggiature

er appoggiatura. em tieferen Vorschlag. supérieure et dune appoggiature inférie-
' ure.
Example: Beispiel: Exemple:
B 1 An;r H — 1
S ] }J; ) | T ) - & ,
Should be played: Example: |  Ausfiihrung: Beispiel: | Ondoit executer ainsi: Exemple:
- } — T N

These appoggiaturas should take their
value from the measure preceding the note

Diese Appoggiaturen sollen ihren
Werth von dem Zeittheil entnehmen wel-

which they accompany . (See No.36 to43 | che der Note, die sie begleiten,voran geht.

Siehe No. 36 bis No. 48.

Ces appoggiatures doivent prendre
leur valeur sur le temyps qui précéde la
note qu'elles accompagnement.(Voyez du
10.36 au no. 43.)



The Simple Appoggiatura.

The simple appoggiatura is a grace
note,in no way constltutmg a portion of
a bar, but which receives half of the val-
ue of the note before which it is placed.

Example:

Von der einfachen Appoggiatur

Die einfache Appoggiatur ist eine
ausser der Harmonie liegende kleine
Note, welche jedoch die Halfte des Wer-
thes derjenigen Note erhiilt,welcher sie
voraufgeht:

Beispiel:

Effect:

89
De lappoggiature simple.

Ldppogglature, simple est une petlte
note ne faisant aucunement partie d’un
accord, et qui prend néanmoins la moi -
tié de la valeur de la note devant la -
quelle elle est placée.

Exemple:

e

X
]&Ji = = s

Klang:

This appoggiatura may be placed a-
bove or below any note. Whenit is placed
above, it may be at the distance of a tone
or half tone; when itis placed below, it
ought, invariably,to be at the distance ofa
half tone.

Effet:

Diese Appoggiatur kann oberhalb o-
der unterhalb einer beliebigen Note ge-
stellt werden. Steht sie aberhalb, so kann
ithre Entfernung einen oder einen halben
Ton ausmachen; steht sie unterhalb, so
darf sie ohne Unterschied nur einen
halben Ton entfernt sein.

*ﬁﬁ%

Lappoggiature peut se placer au -
dessus ou au-dessous dune note quelcon-
que. Lors uelle est placée au-dessus,
elle peut étre ala distance dun ton ou
dun demiton; lorsqu’elle est placée au-
dessous elle doit invariablement setrou-
verala dlstance d’un demi-ton.

For instance: Beispiel: Exemple:
_D s ——— P
S — T 7 - - s 17— 1l
[ L4 - A |> >~ r

Inthe music of the old masters are to
be found numerous examples of the ap -
poggiatura,intended to takehalf the vat
ue of the note which they precede;but, at
the present day, in order to obtain a un-
iform execution, music is written precise-
ly as itis intended to be executed; this is
undeniably,a far better plan. See from
No. 44 to 47.

The Short Appoggiatura
or Grace Note.

The grace note deducts its value from
the note which it accompanies. It is gene-
rally employed in somewhat animated
movements. Stress should be laid upon
itso as to impart to it a little more force
than the note which it precedes. Whenit
is above,it may be situated a tone or half
a tone from the note it accompanies;when
it is below, it is invariably placed at the
distance of half a tone. (See from No.48
to 54.)

The Portamento.

The portamento is a little note which
is, in fact, merely the repetition of a note
which the performer desires to carry to
another by slurring. This kind of embell-
ishment must not be used toofreely, as it
would be a proof of bad taste. When ju-
diciously employed it is highly effective,
but,for my own part, I decidedly prefer
that the tone should be slurred without
having recourse to the grace note. (See
from No.b5 to 59.)

In der Musik deralten Meister findet
man viele Beispiele von Appoggiaturen,
welche von der Note,vor welche sie steh-
en, die Halfte des Werthes entnehmen
sollen, aber heute schreibt man um ei-
ne glelchformwe Ausfuhrung zu erlan-
gen,im Allgemeinen so, wie es ausge -
fithrt werden soll,was unfbebtreltbar besser
ist.(Siehe No. 44 bis No.47.)

Von der kurzen Appoggiatur
oder dem Prallvorschlag.

Der kurze (Prall) Vorschlag ent -
nimmt seinen Werth von der Note, zu
welcher er gehort. Er wird besonders
in lebhafteren Tempos angewandt. Man
muss thn beim Ansatz etwas accentuir-
en,indem man ihn etwas stirker nimmt,
als den Ton welchem er voraufgeht. Ist
er aus dem néchst héheren Tone gebild-
et, so kann er aus der grossen oder klet
nen Secunde bestehen, ist er dagegen
aus dem nichst tieferen Ton gebiidet, so
darf er stets nur aus der kleiner. Secunde

| bestehen. (Siehe No. 48 bis No.b4.)

Vom Portamento.

Das Portamento ist eine kleine Note,
welche in Wahrheit nur die Wiederhol -
ung einer beliebigen Note ist, welche
man, indem man den Ton schleift, auf
eine andere Note iibertragen will. Man
muss diese Art Verzierung nicht miss-
brauchen,denn das wiirde geschmacklos
werden, mit Maass angewendet, kann
sie von grosser Wirkung sein; aber ich
wiirde ihr das ohne Hiilfe der kleinen
Note ausgefiihrte Portamento bei Wei-
tem vorziehen, (Siehe No. 55 bis No.59)

Dans la musique des anc1ens maitres,
on trouve une grande quantité dexempltﬁ
dappoggwtures devant prendre la moi-
tié de la valeur de Ja note qu'elles précé-
dent, mais aujourd hui, afin dobtemr une
exécution uniforme, on écrit genérale -
ment la muslque ainsi quelle doit étre
exécutée, ce qui vaut beaucoup mieux,
sans contredit. ( Voyez no. 44 au no.
47.)

De lappoggiature bréve
ou petite note.

La petlte note prend sa valeur sur la
note méme qu'elle accompagne;ellesem-
ploie généralement dans les mouvemerts
un peu vifs. On doit appuyer en 1’atta -
quant, de mamere alui donner un peu
plus de force qu’a la note qu'elle précéde.
Quand elle est superleure elle peut se trou-
veraun ton ou a un demi-ton de la note
qu ‘elle accompagne, quand elle est mfer-
ieure, elle se place invariablement a la
distance d'un demi-ton. (Voyez du no
48 au no. b4)

Du portamento.

Le portamento est une petite note qui
nlest par le fait,que la repetmon dune
note quelconque que 'on veut porter sur
une autre en glissantle son. Il ne faut
pas abuser de ce genre dagrcment car
il deviendrait de mauvais goiit; employe
avec menagement il peut étre dungrand
effet; mais je lui préfére de beaucoup le-
son porte sans le secours de la yetlte
note. (Voyez du no.55 au no.b9.



90
The Trill (or Shake.)

On instruments with valves the trill
is the most difficult ofall embellishments.
The only trill which is really endurable
on this instrument is that in half tones.
Whole-tone trills,however, may be pro-
duced, but care must be taken to press
the valves down so that each note may
be perfectly distinct.

The student should previously prac-
tice studies No. 60 to 67, slowly and de-
liberately, so as to arrive at the pure
production of each sound. At alater per
jod he may perform the studies on the
trill, taking care to follow the finger-

ing exactly as indicated.(See from No.

68 to 80.;

The Mordant.

The mordant is nothing more than a
precipitated trill or shake. It requires

neither preparation nor resolution. It is
indicated by the following sign:

Its effect is as follows:

The mordant,consisting of several beats
is almost impracticable on the cornet. The
performer must therefore restrict him -
self to the mordant with one beatwhich
is much more easy of execution, and is
moreover, very graceful.

Vom Triller.

Auf allen Instrumenten mit Pistons
ist der Triller die schwierigste aller Ver-
zierungen. Eigentlich ist nur der Triller
von einem halbenTon ertraglich. Man
kann indessen Triller von einem gan -
zen Ton machen, aber muss dann Sor -
ge tragen, die Pistons regelmissighin-
unterzudriicken, damit jeder einzelne
Trillerschlag bestimmt erkennbar ist.

Man wird also vorlaufig mit Geduld
und ohne sich zu ibereilen, die Etuden
von 60 bis 67 iiben miissen, bis man
dahin gelangt, jeden Ton rein herauszu-
bringen. Spater kann man die Etuden ii-
ber den Triller iben,indem man genau
dem vorgezeichneten Fingersatze folgt.
(Siehe No.68 bis No.80.)

Vom Mordant.

Der Mordant ist nichts als ein kurz -
abgeschnellter Triller; er bedarf weder
der Vorbereitung, noch des Nachschlags.
Man bezeichnet ihn durch folgendes Zei-
chen.

Du trille.

Sur les instruments a pistonsle trille
est le plus difficile de tous les agréments.
Il n’y a réellement que le trille dun demi-
ton quisoit supportable. On peut ce-
pendant faire des trilles dunton,mais il
faut avoir soin denfoncer reguherement
les pistons, afin que chaque battement
soit bien distinct.

On devra donc préalablement trava-
iller avec patience et sans se presser,les
études du no. 80 au no. 87 afindarriv
er a faire sortir purement chaque son.
Plustard, on pourra jouer lesétudes sur
letrille,en suivant exactementles doigtés
indiqués. (Voyez du no. 68 au no.80)

Du mordant.

Le mordant nest autre chose qu un
trille precxplte il ne demande ni pré-

paration ni résolution, On l'indiqueparle
signe suivant:

Der aus mehreren Trillerschligen
bestehende Mordant ist auf dem Coinet
a Pistons fast un ausfiihrbar. Man muss
sich daher an den Mordant mit einem
einzelnen Trillerschlag haltender sich
mit weit mehr Leichtigkeit ausfiuhren
ldasst und sehr grazids ist.

Le mordant composé de plusieurs bat-
tements est presque impraticable sur
le cornet a pistons. I1 faut donc sen te-
nir au mordant 4 un seul battement, qui
se fait avec beaucoup plus de facilité et
qui est trés-gracieux.

The mordant takes its value (time)
from the note to which it belongs.(See
from No.81 to 88.)

N. B. All the lessons ongrace notes
having been specially composed to serve
as studies, I have purposely assembled
together and in profusion, every kind
of grace note. Care, however, must be
taken not to use them too abundantly,
as an excess of ornament is always in
bad taste.

Der Mordantentnimmt seinen Werth
von der Note,zu welcher er gehort.(Siehe
No. 81 bis No. 88.)

N. B. Da alle Uebungen iiber die Ver-
zierungsnotennur componirt sind,um als
Studium zu dienen, so habe ich absicht-
lich die Verzierungen in iiberreicher Wei-
se angebracht. Man muss sich aber hii-
ten, in der Praxis damit Missbrauch zu
treiben, denn dies wiirde von dem
schlechtesten Geschmack Zeugniss ge-
ben.

68

Le mordant prend sa valeur sur la
note méme a laquelle il appartient (Voy
ezdu no. 81 au no.88)

N.B.Toutes les legons sur les notes
dagrement étant specxa.lement compos-
ées pour servir détude, j il réuni a des-
sein, avec profusion, tous les genres de
note d’agrement Mais il faut bien se gar-
der dén abuser ainsi dans Iaparthue,car
cela serait du plus mauvais gott.
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THE DOUBLE APPOGGIATURA (Grace Note)

VON DER DOPPEL-APPOGCGIATUR.
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THE MORDANT (or PASSING SHAKE.)
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Intervals,

Exercises for the intervals should be prae-
ticed assiduously, and care is to be taken not
to alter the position of the mouthpiece when
passing from a low to a high, or a high
to a low one. By observing this rule, the
player will acquire certainty in takingthe
notes and great facility in their execution.
(See from No.1to 7))

Octaves and Tenths.

Octaves and Tenths are not used to any
extent on the cornet; however,considerable
effect may be produced by a judicious use
of octaves.

As to tenths, they may be classed under
the preceding category. It would indeed be
very difficult to execute with rapidity any
melody whatsoever, if the interval of the
tenth were consecutively employed. (See
from No. 8 to 12.)

Triplets.

The use of triplets is always highly ef-
fective. In order to execute a triplet well,
each note must be uttered with perfect e-
quality, The student should proceed slowly
at first, and not attempt to play quickly un-
til the fingers have acquired regularity of
motion. (See from No. 13 to 27.)

Studies in Sixteenth notes.

In order to arrive at perfection of execu-
tion, these studies should be played with
scrupulous attention to time and rhythm,and
due regard to the articulations therein in-
dicated, The performer should begin slowly
and increase his speed until he has become fa-
miliar with the exercise, Too great a rapidity
of execution does not always impext to the per-
formance the brilliancy expected. Precision
and regularity are the real foundation of an
excellent execution. (See from No. 28 to 47.)

The Perfect Major and Minor Chord.

In providing 8o many of these studies, my
motive has been to enable the pupil, by de-
grees, to play with ease in every key. Some
of the fingerings may at first appear diffi-
cult, but this is no reason for setting them
aside; on the contrary, it should serve as
a motive for working at them with cour-
age und resolution. Some benefit must al-
ways result from labor of this kind, even if
the notes be executed slowly;and the efforts
made to overcome certain “impossibilities”
will soon prove that they were only impos-
sible in appearance. (See from No. 48 to 52)

Von den Intervallspriingen.

Es ist gut, diese Art von Etuden eifrig zu
iiben, und dabei Sorge zu tragen, dass das
Mundstiick auf den Lippen nicht versetzt

wird, wenn man von einer tiefen zu einer
hohen order von einer hohen zu einer tiefen
Note iibergehen will. Man erlangt dadurch
eine grosse Sicherheit des Ansatzes und
Leichtigkeit der Ausfiihrung. (Siehe No. bis 7)

Von den Octaven und Decimen.

Die Octaven und decimen sind auf dem
Cornet a pistons nicht sehr gebriiuchlich;
nichtsdestoweniger kann man durch eine
verstindige Anwendung der Octaven eine
gute Wirkung hervorbringen.

Was die Decimen anbetrifft,so kann man
sie unter die Intervallspriinge rechnen, in-
dessen wiirde es sehr schwierig sein, mit
Schnelligkeit irgend eine Melodie anzufiih-
ren und dabei hintereinander das Decimen-
intervall anwenden zu wollen.(SieheNo.8bis12)

Von den Triolen.

Die Anwendung der Triolen ist immer von
ausgezeichneter Wirkung. Um die Triole gut
auszufiithren, muss man sich iben, jede Note
mit vollkommener Gleichmassigkeit anzuge-
ben. Man muss anfangs langsam iiben, und
erst zu einer lebhafteren Bewegung iiberge-
hen, wenn die Fingerbewegung eine vallkomm-
en regelmissige ist.(Siehe No.13 bis No. 27.)

Von den Sechszehnteln,

Um zu einer untadligen Ausfiihrung zu ge-
langen, muss man diese Etuden streng im Tacte
iiben und die vorgeschriebenen Accente genan
beachten. Man muss langsam anfangen und
das Tempo in dem Maasse beschlennigen, als
man sich mit der Uebung nach und nach ver-
traut macht. Zu grosse Schnelligkeit giebt der
Ausfithrung nicht immer den Glanz,den man
erwartet. Die wahren Kennzeichen einer gu-
ten Ausfithrung sind Sauberkeit unt Regel-
miissigkeit. (Siehe No. 28 bis No. 47.)

Vom Dur-und Moll-Accord.

Indem ich diesen Etuden eine grosse Aus-
dehnung verlieh,wares meine Absicht, die
Schiiler dahin zu fithren,dass sie sichin allen
Tonarten mit Leichtigkeit bewegen konnen.
Einige Fingersatze werden anfiinglich schwer
erscheinen. Dies ist jedoch kein Grund, sie bei
Seite zu lussen,sondern man soll sie mit desto
mehr Muth und Festigkeit angreifen. Diese
Accorde bleiben immer schwierig, selbst wenn
man sie langsam ausfiihrt; aber die Miihe die
man sich giebt,um gewisse Unmoglichkeiten
zu besiegen, wird bald lehren, dass sie nur
scheinbar waren. Nur diejenigen Kiinstler wer-
den uniibersteigliche Schwierigkeiten darin
finden, die iiberhaupt aus Bequemlichkeit die
traurige Gewohnheit haben, stets nur in leichten
Tonarten zu blasen. (Siehe No. 48 bis No.52.)
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Des sauts d'intervalles.

I1 convient de travailler avec assiduite ce
genre détudes, en ayant bien soin de ne pas
deranger 'embouchure de dessus les lévres,
pour passer dune note basse a une note haute,
ou dune note haute a une note basse. On ob-
tient par 1a une grande siireté d’attaque et
une grande facilité dexéeution. (Voyez du
no. 1 au no.7.)

Des Octaves et des Dixiémes.

Les octaves et les dixiémes ne sont pas
trésusités surle cornet a pistons; on peut
néanmoins produire beaucoup d’effet parun
intelligent emploi des octaves.

Quant aux dixiémes, il y a lieu de les ran-
ger parmi les sauts d’intervalles. Il serait
fort difficile, en effet d’exécuteravee vitesse
une meélodie quelconque, en employant suc-
cessivement l'intervalle de dixieme. (Voyez
du no. 8 au no, 12.)

Des Triolets.

L'emploi des triolets a toujours été d’un
excellent effet. Pour bien rendrele triolet, il
faut s'etudter a faire parler chaque note avee
une parfaite égalité. On doit travailler d’ah-
ord lentement, et ne passer a un mouvement
plus vif que lorsque les doigts marchent avec
régularité. (Voyez du no.13 au no. 27.)

Etudes en doubles croches.

Pour arriver a une exécution irréprochable,
on doit travailler ces études en conservant
toujours une mesure biea rhythmée, et en
suivant ponctuellement les articulations qui
sont indiquées. Il faut débuter avec lenteur-
et ne presser le mouvement qu’au fur et a
mesure qu'on se familiarise avec l'exercice.
Une trop grande vitesse ne donne pastoyjours
au jeu le brillant qu'on espére. La netteté et
la régularité, voila les vrais types dune belle
exécution. (Voyez du no. 28 au no.47.)

De l'accord parfait majeur et mineur.

En donnant un aussi grand developpement
a ces études, mon intention a été damener
les éléves a pouvoir jouer aisémentdanstous
les tons. Certains doigtés paraitront au pre-
mier abordldifficiles; ce n’est pas une rai-
son pour les laisser de coté, cen est une, au
contraire, pour les aborder avec courage et
conviction. Il reste toujours quelque chose
d’un pureil travail, méme si on exécute len-
tement ces accords; et les efforts que l'on
aura faits pour vaincre certaines impossi-
bilités montreront bien vite qu’elles ne sont
qu'apparentes, Elles n'offriront d’obstacle
insurmontable qu’aux artistes qui, par pa-
resse, auront contracté la funeste habitude
de jouer toujours dans des tons simples. (Vo-
yez du no. 48 au no, 62.)
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The Chord of the Dominant Seventh.

The chord of the dominant seventh
is the same in both the major and min-
or keys. Here it becomes the comple-
ment of the preceding studies. = When
practicing it, the regularity which I have
already enjoined and which I cannot too
strenuously recommend. should careful-
ly be observed. (See Nos. 63 and 54.)

The Chord of the DimInished Seventh.

This chord plays a conspicuous part
in modern musical composition. Owing
to its elastic nature, it is of incalculable
service; for, consisting as it does solely
of minor thirds, it may be interpreted in
various different ways, and there are in-
numerable cases in which the musician
may have recourse to it.

Nevertheless, it occupies a regular
place in the minor scale, as may be seen
from study No. 66, in which its real
place has been assigned to it.

Suecessive chords of diminished
sevenths are admissible, inasmuch as
they follow one another with considerable
facility. I have presented this chord in
various rhythms and combinations, in
order that the pupil may be fully en-
abled to judge of its effect. (See from
No. 65 to 61.)

The Cadenza.

I am adding a series of cadenzas
in form of preludes to these studies,
in order to accustom the pupil to ter-
minate a solo effectively. It is also
advisable to transpose these cadenzas
to all the different keys. Care must
be taken to breathe whenever a rest
occurs, 80 as to reach the end of the
phrase with full power, and in per-
fect tune; otherwise the effect will
be completely destroyed.

Vom Dominant- Septimen -Accord.

Der Dominant- Septimen -Accord, wel-
cher in den Dur-und Molltonarten stets
derselbe ist, dient hier zur Vervollstandig-
ung der vorhergehenden Uebungen. Bei
seiner Uebung bewahre man stets die-
Jjenige Regelmiissigkeit, welche ich nicht
zu sehr einschirfen kann. (Siehe No.53
und No. 64.)

Vom verminderten Septimen-Accord.

Dieser Accord spielt eine grosse Rolle
in der Musik der Gegenwart. Dank sei-
ner Elasticitat, leistet er der Modulation
unberechenbare Dienste. Ausschliesslich
aus kleiner Terzen gebildet, kann man ihn
auf sehr verschiedene Weise auflosen und
es giebt eine Menge von Féllen, in wel-
chen der Musiker sich seiner bedient.

Er nimmt indessen auch eine regel-
missige Stelle in der Molltonleiter ein,
wei man aus der Uebung No. 55 ersehen
kann, worin ich ihm seine wahre Stellung
angewiesen habe.

Man kann mehrere verminderte Sep-
timen - Accorde auf einander folgen lassen,
vorausgesetzt dass sie sich mit grosser
Leichtigkeit an einander anschliessen. Ich
gebe den Accord in verschiedenen Rhyth-
men und Verbindungen, damif der Schiiler
sich von seiner Wirkung wohl iiberzeuge.
(Siehe No. 66 bis 61.)

Von den Cadenzen.

Ich fiige diesen Etuden eine Rei-
he von Cadenzen in Form von Prélu-
dien hinzu, um den Schiiler an einen gu-
ten Abschluss des Solos zu gewohnen.
Man wird wohl thun, diese Cadenzen in
allen Tonarten zu transponiren. Man
muss Sorge fragen, an denjenigen Stel-
len, wo sich Pausen befinden, woh! Ath-
em zu schopfen, damit man die Phra-
sen mit Kraft und ohne den Ton sinken
zu lassen, schiiessen kann. Andernfalls
wiirde die Wirkung vollstindig vernich-
tet.

De l'accord de septieme dominante.

L’accord de septieme dominante ét-
ant le méme dans les modes majeur et mi-
neur, devient ici le complément des études
précédentes. On devra letravailler en con-
servant toujours cette méme régularité
que je ne saurais trop recommander. (Vo-
yez les nos. 53 et 54.)

De l'accord de septiéme diminuée.

Cet accord joue une grand role dans la
composition musicale actuelle; il rend,
grace a son élasticité, des services incal-
culables; car, uniquement composé de tier-
ces mineures, on peut l'interpréter de bien
des maniéres différentes, etil y a une
foule de cas ou le musicien y a recours.

- 11 occupe cependant une place régu-
lidre dans la gamme mineure, ainsi que
Pon en pourra juger par létude no.56,
dans laquelle je lui ai assigné son véri-
table rang.

On peut faire des successions d’ac-
cords de septiémes diminuées, attendu
qu’ils senchainent avec beaucoup de fa-
cilité. J’ai présenté cet accord dans des
rhythmes et dans des enchalnements
différents, afin que 1’éleve puisse se ren-
dre bien compte de son effet. (Voyez du
no. 56 au no. 61.)

Du point dorgue.

Je joins a ces études une série de
points d'orgue en forme de preludes, a-
fin d’habituer les éléves a bien terminer
un solo. II sera bien de transporter ces
points d’orgue dans tous les tons. Il
faut avoir soin de respirer aux endroits
ou se recontrent des repos, afin d’ar-
river a la conclusion de la phrase avec
toute sa force, et sans laisser tomber
le son; autrement leffet se trouverait
complétement annihile.
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THE CHORD OF THE DOMINANT SEVENTH.*
VOM DOMINANT SEPTIMEN-ACCORD.
DE L’ ACCORD DU SEPTIEME DOMINANTE.
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THE CHORD OF THE DIMINISHED SEVENTH *
VoM VERMINDERTEN SEPTIMEN ACCORD.
DE L’ACCORD SEPTIEME DIMINUEE.
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DESCRIPTIVE ADVICE
on Tonguing.

Triple Tonguing.

THe staccato consists in detaching a
succession of notes with regularity,
without allowing the tonguing to be
either too short; or too long In order
to arrive at this degree of perfection
the earlier-studies,which serve as the
basis, should be very slowly practiced.

The student should first strive to pro -
nounce, with perfect equality, the sylla-
bles:

ERKLARUNGEN
iiber den Zungenstoss.

Vom Zungenstoss beim
dreifachen  Staccato.

Das Staccato besteht darin,eine Reihe von
Tonen in gleichartiger Weise abzustossen,
ohne dass der Zungenstoss zu kurz,noch zu
lang ist. Um zudieser Vollkommenheit zu
gelangen iibe man die ersten Etuden,dieals
Anfangspunkt dienen, sehr langsam.

Zuerst bemiihe man sich, die folgenden
Sylben mit grosster Gleichmiissigkeit aus-
zusprechen:

EXPLICATIONS
sur le coup de langue.

Du coup de tangue en
staccato ternaire,

Le staccato consiste a detacher avec
régularité une succession de notes, sans
que le coup de langue soit ni trop sec,
ni trop allongé.Pour arriver a une telle
perfection, on devra travailler trésdente-
ment les premiéres études qui servent de
point de départ.

Il faut primitivement sappliquer & pro -
noncer avec beaucoup d'égalité les syllabes:

In order to impart more equality to
the tonguing, it is necessary, when be-
ginning, to prolong each syllable a
little. When great precision has been
obtained in the utterance of the tongu-
ing,it should then be more briefly emit -
ted,in order to obtain the true staccato.

I will now describe the mechanism of
the triple staccato.

In pronouncing the syllables tu tu, the
tongue places itself against the teeth of
the upper jaw,and in retiring pronounces
the first two sounds.The tongue should
then reascend to the roof of the mouth
and obstruct the throat, dilating itself
by the effect of the pronunciation of the
syHable ku,which, by allowing a column
of air to penetrate into the mouthpiece,
determines the third sound.

In order to invest this to-and-fro
motion with perfect regularity, it is
necessary to practice slowly, so that
the tongue, like a valve, may allow the
same quantity of air to escape at each
syllable.

If this system of articulation is per-
severed in, no passage will be found
difficult; the tone-production on the
cornet will be as easy as that on the
flute; but to reach this end, the pro -
nunciation must be perfectly pure. Ex-
perience has proven to me that to ob-
tain a really irreproachable execution,
it is necessary to pronounce the sylla-
bles tu tu ku tu tu ku tuas has just been
shown, and not the syllables du du gu
du du gu du. These latter, it is true,
go faster, but do not sufficiently de -
tail the sound.

The tonguing should not be too pre -
cipitated, for the auditor will then be
no longer able to distinguish it. A suf-
ficient degree of rapidity may be ob -
tained by the method I have indicated.
The most important points to master
are clearness and precision. (No.1 to
No. 76.)

\

Double Tonguing.

This kind of staccato is of great assist -
ance in the execution of scales, or arpeg-

tutu ku tu tu ku tu tu ku tutu ku tu

Um dem Zungenstoss mehr Gleichmissig-
keit zu geben,verlingere man anfinglich
die Sylben ein wenig, so dass die Tone
sich wohl untereinander binden.Erst, wenn
der Zungenstoss mit Pricision gelingt,darf
man ihn etwas kiirzer machen,um das wirk-
liche Staccato zu erhalten.

Der Mechanismus des dreifachen Staccato
ist folgender:

Indem mandie Sylben tii tii ausspricht legt
man die Zunge gegen die oberen Zahne, und
indem man sie zuriickzieht,bringt man die
beiden ersten Stosse hervor. Die Zunge muss
sich hierauf nach dem hinteren Theil des
Mundes zuriickziehen,und die Kehle schlies-
sen, indem sie sich zur Bildung der Sylbe kii
aufbdumt, die dann,indem die Luft in das
Mundstiick eindringt, den dritten Stoss
hervorbringt.

Damit dieses Hin-und Hergehen mit gro -
sser Regelmassigkeit geschehe, muss man
es sehr langsam liben, so dass die Zunge,
gleich wie ein Ventil, bei jeder Sylbe eine
gleiche Luftmenge entweichen lasst.

Dank dieser Art der Articulation, giebt

es keine Schwierigkeiten mehr. Man ge-
langt dahin, das Cornet so leicht zu blasen,
wie die Flote. Dazu ist jedoch eine voll -
kommen reine Aussprache nothig. Die Er
fahrung hat mich gelehrt,dass man,umein
vollkommen perlendes Staccato zu bekomm-
en, die Sylben ti til kil til tii ku tii genau,
wie es vorgeschrieben, aussprechen muss,
und nicht die Sylben dii du gu di di g2 du.
Die letzteren gehen allerdings schnellger zu
grononciren, aber statt die Tone zu sondern,

ringen sie einen Zungendruck in dem Tone
hervor.

Der Zungenstoss darf nicht iibereilt werden,
da ihn der Horer dann zuletzt nicht mehr
unterscheidet, Man erinnere sich wohl,dass
diese Articulation dazu dienen soll, Ginge
auszufithren in denen bei jedem Zungenstoss
auch der Ton wechselt, nicht aber das Ge-
rdusch einer Karre nachzuahmen, Man er-
langt iibrigens durch das Mittel, welches
ich angegeben, eine durchaus hinreichen-
de Schnelligkeit. Wonach man hauptsich -
lich streben muss, ist die Erlangung ein-
er untadelhaften Pracision und Sauber -
keit. (Siehe No.1 bis No. 76.)

Vom Zungenstoss im
zweitheiligen Staccato.

Diese Art des Staccato ist von grossem
Nutzen fur die Ausfilhrung von Tonleitern,

Pour donner plus d’egalité au coup de
langue, il faut, en commengcant, allonger
un peu chaque syllabe, de maniére a
bien lier les notes entre elles. Ce n’est
que lorsque le coup de langue sort avec
précison que l'on doit prononcer avec plus
de sécheresse, afin d'obtenir le vrai stac-
cato, '

Voici le mécanisme du staccato ternai-
re.

En pronong¢ant les syllabes tu tu, la
langue se place contre les dents de la
machoire supérieure et, en se retirant,

roduit les deux premiers coups. La

angue doit alors remonter an ?ont dela

bouche et obstruer le gosier en se gon -
flant par l'effet de la prononciation de
la syllabe ku, qui,en laissant pénétrer
la colonne d'air dans l'embouchure, dé-
termine le troisiéme coup.

Pour donner & cet effet de va-et-vient
une grande régularité, il faut travail -
ler lentement afin que la langue, tout
comme le ferait une soupape, laise é-
chapper a chaque syllabe la méme quan-
tité dair.

Grilce & ce genre darticulation, il n'y a
plus de traits difficiles; on peut arriver
& jouer aussi facilement que le fait la
flute; mais il faut, pour cela, une pro -
nonciation dune grande pureté. Lexpéri-
ence m'a démontre que pour obtenir un
staccato vraiment perlé, il faut pro -
noncer les syllabes tu tu ku tu tu ku tu,
comme il vient d'étre indiqué, et non pas
les syllabes du du gu du du gu du; ces
derniéres vont plus vite,il est vrai; mais,
au lieu de détacher, elles produisent un
coup de langue dans le son.

Le coup de langue ne doit pas etre trop
précipité, car alors l'auditeur finit par ne
plus le distinguer. Il faut bien se rappeler
que cette articulation doit servir a exécut-
er des traits en changeant de note sur
chaque coup de langue, et non pas a
imiter le bruit de la crécelle. On ob -
tient, au reste, une trés-suffisante vi -
tesse par le moyen que j’ai indique. Ce
a quoi il faut principalement s’appliquer,
c'est a realiser une précison et une net-
teté irreprochables. (Voyez du no.1 au
no. 70)

Du cour de langue en
staccato binaire.

Ce genre de staccato est d'un grand se-
2 ” 03
cours dans lexécution des'gammes,des ar-
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glos, in the binary rhythm. In order to ex-
ecute this exercise with precision,it mmst
be practiced slowly, always having regard
for the principles set forth for triple
tonguing.

First o% all, the student should pronounce
the syllables:

Arpeggien und aller Stellen in zweitheil -
igem Rhythmus. Um es mit Pracision aus-
fiihren zu lernen, muss man es langsam
iiben und dieselben Vorschriften befolgen,
welche fiir das dreifuche Staccato gege-
ben sind.

Man hat zuerst die Sylben:

peges et de tous les traits dans le rhythme
binaire. Pour arriver a I'exécuter avee
précision, il faut le travailler lentement, en
suivant les principes indiqués pour le coup
de langue en staccato ternaire,

On devra primitivement prononcer les syl
labes:

As is seen, the tongue performs ato-and-
fro movement, which it is very difficult
to obtain with perfect equality; but once
this has been attained, the most diffi-
oult passages may be executed with all
desirable speed,energy, and strength.

After having practiced all the studies
connected with this kind of articulation,
recourse may then be had to the scales,
the perfect chords, the chords of the
dominant seventh and diminished seventh,
These should be executed by employing
same staccato, so as to accustom the fingers
to {;roceed in conformity with the tongue.
This practice will be fruitful in its results.
(See from No.77 to 114.)

The Slur in Doubie Tonguing,

In order to combine slurs with the doub-
le staccato, a peculiar kind of pronuncia-
tion must be employed. It would be mo -
notonous to employ staccatos continual-
ly without having occasional reference
to the slur. The combination of the two
occasions a pleasing variety in exeou -
tion, at the same time facilitating the
acceleration of the movement.

This articulation is obtained by pro -
nouncing the following syllables:

1 L 1 - 11 I
—— +—

tu ku tu ku tu ku tu kun tu

auszusprechenWie man sieht, macht die
Zunge eine Bewegung des Vor- und Riick-
wiirtsschreitens, welche sehr schwer mit
vollkommener Gieichmiissigkeit auszufihr-
en ist. Hat man aber dieses Resultat er -
reicht, so kann man auch die schwierig -
sten Stellen mit gewiinschter Energie,
Schnelligkeit und Gewalt ausfiihren.
Nachdem man alle fiir die Genre der Ar-
ticulation gegebenen Uebungen studirt hat,
kann man sie auf die Dur- und Mollaccor -
de, die Dominant Septimenaccordeund die
verminderten Septimenaccorde iibertr
und diese mit Anwendung desselben Stac-
cato ausfiihren, um die Finger zu gewsh-
nen,dass sie gleichmiissig mit der Zunge
gehen. Dies wird eine sehr niitzliche Ue -
bung sein. (Siehe No.77 bis Ne.114)

Vom Schieifen beim zweifachen Staccato,

Um geschleifte Tone mit dem zweitheilig-
en Staccato zu verbinden, hat man eine be -
sondere Art der Aussprache anzuwenden.
Es wiirde monoton sein,fortwithrend Stac -
catos zu machen, ohne zu den geschleiften
Tonen zu greifen.Thre Mischung bewirkt
eine gliickliche Abwechslung in der Aus -
fithrung und erleichtert zu gleicher Zeit
die Beschleunigung der Bewegung.

Comme on le voit,la langue opére un mouve-
ment de va-et-vient qu'il est trés-difficile
d'obtenir avec une égalité parfaite; mais
aussiune fois ce résultat acquis, on peut
exécuter tous les traits les plus difficiles
aveo toute la vitesse, 1énergie et l'entrain
désirables.

Apres avoir travaillé toutes les études af-
fectées a ce genre darticulation, on poutra
se reporter aux gammes, aux accords par -
faits, aingi qu’aux accords de septiéme dom
nante et de septiéme diminuée,et les exé-
cuter en employant ce méme staccato,afin
d’habituer les doigts & marcher réguliére -
ment avee la langue, Ce sera 1a un fécond
travail. (Voyez du no. 77 au no. 114.)

Du coulé dans le staccato binaire.

Pour entreméler des coulés au staccato bi-
naire,ily a un genre particulier de prononci-
ation a employer. Il serait monotone de
faire toujours des staccatos, sans recourir
aux coulés. Leur mélange apporte une
heureuse variété dans lexécution, en méme
temps qu’elle facilite l'accélération du
mouvement.On obtient cette articulation en
prononcant les syllabes suivantes:

ta-a taka ta-a taka

The syllable a serves to strike the
first note, and the syllable a,which comes
afterwards, enables the performer,by pro-
longing the sound, to slur easily to the
second note. This tonguing is assuredl
one of the most indispensable, inasmuc;
as it is to be met with in all kinds of
music. (See No. 114 to 134.)

Tonguing as applied to the Trumpet.

Having frequently observed that many
pupils, both at the Conservatory and
elsewhere, who were able to perform the
trumpet tonguing, scarcely ever succeed-
ed in correctly performing the true stac -
cato, 1 conclude therefrom that this
tonguing is an obstacle to the other ar-
ticulations, .and I therefore recommend
students not to practice this, until they
sball have thoroughly mastered all the
others. Moreover, its execution is ex -
tremely easy, when the student is really
capable of performing the deuble and
triple tonguing. (See No. 136 to No.145)

ta-a taka taka taka ta-a taka ta-a taka ta-a takatakataka

Die Sylbe ta dient zum Ansatz der ersten
Note,und die Sylbe a,welche daranf folgt,
erlaubt, indem sie den Ton verlingert, ein
leichtes Hiniiberschleifenzur zweiten Note,
Diese Art des Zungenstosses ist sicherlich
eine der nothwendigsten, wenn man in
Betracht zieht,dass er in allen Musik -
gattungen Anwendung findet. (Siehe
No. 116 bis No. 134.)

Der Zungenstoss bei der Trompete.

Nachdem ich mehrfach--sowohl auf dem
Conservatorium als auch anderweitig—die
Bemerkung gemacht hatte, dass die Schiiler,
welche den Zungenstoss auf-der Trompete
zu machen verstehen, fast niemals dahin
gelangten ein wirkliches Staccato aus -
zufiihren, so schloss ich daraus,dass die-
ser Zungenstoss ein Hinderniss fiir die an-
dern Articulationen ist,und ich rathe ihn
nicht eher zu studiren, als bis man im
Besitz der ersteren ist. Die Ausfilhrung ist
iibrigens sehr leicht, wenn man dahin ge.-
langt ist,den zwei-und dreifachen Zungen-
;;os: gsn)t auszufiihren. (8iehe No. 135 bis

0.148.

ta

La syllabe ta sert & attaquer la premicre
note et la syllabe a, qui vient ensuite, per -
met, en prolongeant le son, de coule facile-
ment sur la deuxiéme note. Ce coup de
langue est assurément un des plus indis -
pensables, attendu que lon trouve son em-
ploi dans tous les genres de musique.(Vo -
yez du no. 115 au no.184.)

Du coup de langue de trompette.

Ayant maintes fois remarqué que les
€léves, — soit au Conservatoire, soit ail -
leurs,— qui savaient faire le coupdelangue
de trompette, n’arrivaient presque jamais
& exécuter tréscorrectement le vrai stac -
cato jen conclus que ce coup de langue est
un obstacle aux autres articulations, et
jengage & ne l'étudier que quand on pos -
sédera bien tous les autres. L'exécution
en est dailleurs des plus faciles, quand on
est arrivé a bien rendre les coups delange
binaires et ternaires.(Voyez du no. 186 au
no. 148.)
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J: 80 to 124 (for 57 to 62)
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