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THE HISTORY OF MUSIC
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Among the various civilizations of the
ancient world, the one that interests us
most particularly is the Greco-Roman
civilization, the source of Western culture.
Among its many trade categories such as
ironsmiths, shepherds and potters, there
were musicians.



MIDDLE AGES
(476 — 1453, i.e. from the fall of the Western
Roman Empire to the fall of Constantinople)

Itis during the Middle Ages that Western music started

its rise. In the course of this period, musical notation
, P ' . At the end of the 6™ century, Pope Saint Gregory I

came to be. Until then, music had been transmitted _ ,
. . . brought a reform to Roman liturgy. Doing so had a
from musician to musician by oral tradition. Now, , , ,
) ] . i great influence on the course of the history of music.
musical notation enabled composers to set their music ) ) )
‘ Thus, Gregorian chant (in the name of Pope Saint

for eternity! _ , _ ,
Gregory I) became the jewel of this period. Gregorian

] ) ) chant is not a precise musical genre but rather a
The music of the Middle Ages was shrouded in a halo of

, o repertoire of Latin liturgical chants, often consisting of
mystery. Music was a means of communication between

) ] . . i a single voice and without instrumental accompaniment.
Man and his God. Of note is that musicians of this period

would hide in the shadows of anonymity. They considered

themselves simple mediators striving to capture the invisible

and the divine light by means of music.
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When Wolfgang was 29 years old, he made the acquaintance of Joseph

L PER‘OD Gty Her ba\.a:;’e Haydn. Mozart had such admiration for Haydn that he considered
cL ASS\G :0 ) gex, Al nd st ‘? ax0 eﬂ_ . him a second father. As the art of Mozart grew, so did Haydn’s work
(1750 ~ 18 cal y oF “;hea""‘\ fv cted in m;‘i‘) deepen at his contact although Haydn was his senior.

To Sa‘].s\asA ex teae\ oWe m en\aﬁ()“ " ' | |
yeval passh gies W Jth Ludwig van Beethoven, for his part, gradually became afflicted
feelin®® cans of e\o. .mple and €1€® a Wo\’iga“g with severe deafness. He had to abandon his career as virtuoso
How? BY s that ¥¢ ain S ets,‘osevh g cannot be pianist and improviser to devote himself to composition. Among

otchestraﬂot;\assic Os. an eethove? his most famous works, let us first underline the 5" Symphony. It is
AmMON he zart dwie Baroqué the symphony of fate—not only for its famous motif that evokes
Amadeus Mo y fro the 1at¢” n Was fate striking at the door, but also for the lesson in greatness and
'1gn01: e g 1k a:ﬁdS e‘;iazi their courage that Beethoven gives us in his own battle with fate.
Hayd? of at the @ e
era 10 the aa“ Haend®€ W:eethov dwi‘t‘tﬂs Let us also mention Beethovens 9" Symphony, the final
porm Bac . whe“h die 1d soon bta;s is movement of which puts to music poet Schiller’s “Ode To Joy”.
careers ph ny & d ¢ Hayd s WO! ms Rarely has a work matured so long in its creator’s mind. In fact,
his 6" Symd ay- st © onthe great for thirty-one years went by between the project’s conception and
o b“th n(\h'ls ﬂ“e‘_lc eniab\e" its realization. As a source of Romanticism, Beethoven served
mei::za tal MW :‘c;:l at ﬂ;e as a model to 19"-century composers.
£ inS t, i€ sters ©
Aster (‘:’ % teatt is e onlY © Along with Haydn and Mozart, Beethoven belongs to the
of 35 siC, zat ¢ in 1 of the immortal trio of Classical Viennese composers to which
istory n 2 tes- hem a we owe the elaboration and culmination of the classic
to ha,ve\ nres richi music? instrumental forms. These forms are: the piano sonata, the
m‘_‘gcicepﬁo S“ Amadeu’ string quartet, the other forms of chamber music and the
W\t?\e e olfgd . teacher symphony.
C\“\i:ﬂ only on Mozatt
o ¢, LeoP






20" CENTURY

Often misunderstood because

of its great
extravagance, 20"™-century music is synonymous

with rupture. More than ever, musicians seek what is
innovative, out of the ordinary, what has yet never been
seen or, more precisely, never been heard. The writing
systems and the forms used until now no longer satisty
composers such as Bartok, Prokofiev, Stravinsky, Berg,
Webern and Schoenberg. Music heads off in all directions

because it is no longer defined as the art of organizing
sounds in a manner that is pleasing to the ear.

In that perspective, two main lines of conduct took shape. On
the one hand, there is the rigorous organization of music. In the
middle of this century, new expressions of it could be heard in
the form of serial music and repetitive music. On the other hand,

there is the so-called random music and intuitive music, to name
just those two.

In parallel, a new form of musical expression saw the light: jazz.
Stemming from the blues, jazz found much of its inspiration in classical
music to establish its own harmonic rules. Jazz and classical music were

fused together, notably, in the compositions of Gershwin, Milhaud and
Ellington.

Until this point in time, the only way to hear music had been to be where it

was being played. With the emergence of sound recording in the 20" century,
music can be experienced anytime, anywhere! Scientific discoveries abound
and come to strengthen the projects of composers. With the appearance of
radio, television and cinema, music reaches an ever broader audience. Artists
here find inspiration in music from elsewhere and, thanks to continuously more
efficient means of communication, boundaries gradually disappear.
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THE MAESTRO

The maestro—or conductor—is a musician who, through
his gestures, coordinates and leads the instrumentalists’
performance. These days, a conductor faces a most
demanding musical task and very few of them attain a
veritable mastery in this field.

The artist looks to the sky and hopes to have his place
among the stars. Worshipped artists. Revered conductors.

In such a circus, what becomes of the music?

Music, Maestro!




THE HISTORY OF BRASS INSTRUMENTS

INTRODUCTION
Brass: Group of wind instruments,
made of metal and having a cup
mouthpiece, producing a sound
through lip vibrations (Buzz).

In this family of instruments are found
the horn, trumpet, trombone and tuba.
Their appearance in history is not a
coincidence and their development is
directly related to the evolution of Man.

Once upon a time, there was...
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THE HORN
Three thousand years BCE, the horn was in fact a shell, a plant, an
animal horn or a bone. A thousand years later, it was being reproduced
in terracotta or thin metals. Ornamented with engraving, these
instruments proved to be veritable works of art.

The
thtO % 1 € the
Later, as a symbol of knighthood, the horn was used for hunting, for btea‘,‘:ou\ ! :;):e g occt redna e
sounding the hour or for signaling a danger. In the 8" century, the that of brass ! 813, Ger "“;\en oy
horn was known as the oliphant. It was a sign of nobility for knights history c d ! valve. F"-om,t . they
who wore it proudly. One could get but a single note out of an oma'““en the pisto” yomw: uc-{ an
oliphant, two at the very most. Rhythm was the key to the intented srolzel ‘.nv s o half- ones ©
meaning of the calls. By the 16" century, one could distinguish all brass “;S to Py all e x blo
fourteen calls drawn from the hunting horn, comparable to Wou\db;:: Jalves ar¢ P‘;SSa ,added‘e“%z
Morse code. octave: t goes throw clower the nO
. e i stru ube, 1\ yetS I\
During the Renaissance, major innovations were brought to the ;:‘:\:ng el gf; nsequenc® :ord velopin®
horn. On one hand, the discovery of the laws of harmonics odvice“’e utade( Y Jkills,
allowed the making of instruments from which different an® chad 10 1€ ea anspost ahms
sounds could be drawn by the puckering of the lips. On the that“‘f‘ng techmd’ sers has valve
other hand, new manufacturing methods enabled to curve a ﬁngeﬂever, certain c?dea of using the
long metal tubing at will. Later on, the manufacturing of etc.)- HOW rejecte he ¥
conical tubing—tubes that are tapered like a cone—brought and Webew Wwor atic
about a difference between the horn and the trumpet. horn in theX £ the :se 4 for
s O . t"ons
During the Baroque era, the horn’s size was reduced, the bell I Orfhgs toda¥ = 4 yarious bind ichar
was flared and the mouthpiece was given a funnel shape, which ?eﬂ()\osaccoml)ame tsY Comy . ortap
led to a dark, mellow tone that lent itself well to playing with stringed s0 of instl‘.“men@;amp\e, %.“fes epertoire: n of
instruments (violins). During the 18" century, it was not unusual to see two Strauss, (.)Y' is symP onic 1P of 2 variety asic
horns in the orchestra. Haendel, for example, often used horns in his works. ghemes 1 ot that 15 Capabe used W L o
Until then, the horn had been limited to a few notes that were spaced far apart jnstrume the b ¢
in the lower register. Attempts to make the instrument chromatic—able to produce tones S
. youp
consecutive half-tones—were numerous and even far-fetched. Some horn players ®

specialized in the clarino register, which consists of playing very high notes that allow for scales

and trills. Another technique consists of stopping the bell with one’s hand to lower the notes. This
latter discovery, by Anton Hampel of Germany, would allow the horn to become a virtuoso instrument
during the Classical period.



During the Classical period that followed, in which string instruments
were favoured, the trumpet was somewhat set aside. It was only used

hese in o 8ins o to mark the rhythm and to reinforce the tuttis—the passages where
to Tightep, . ents fUIﬁUed the frumpey ey ' all the instruments in the orchestra must play. It was not
Velope the; €hemy durip Same fuﬂCtiofé With those |, yet flexible enough to be entrusted with elegant
Tighter, jt ) }jf own ¢ aractf —bat. Oy, .th Ommllnicatjn € horp, At ¢ melodies. Attempts were therefore made to improve
ape js o Ongate(r{ IStics, Tp trum, e ?entufies, 0 ~ Lhe tryp, ot he Outset. bot the instrument. In 1777, the stopped trumpet made
The Old st and jt j not , pe Is higp, r‘pite orn apnq . d to pe loy its appearance. It is curved so that its bell can be
While ¢, ) dMmeny tio COnijcy) C A Tumpe; each stopped, thus copying the technique applied to the
ges, try, Acient 3, X cn tbe t . Orn, jtg tone | horn a few years earlier. Another idea, which was also
Came ¢, s Onsider 5asq insty applied to the horn, was to insert various lengths of
of the Holc; ] ,OHO“rab]e. 1 pajreq W'thpe Playjng an ;Unen.t resery, tubing—or crooks—between the mouthpiece and the
Xpengjy, it d ..y Were the ettleq, N evenyy | OF priegtg_ instrument for playing in various keys. This trumpet
Soldjep.. i Ist m ian Pring € Midqj, ~Wwith its crooks, however, could not modulate—change
At the time “lans, Werse Sull;;]{ the regu]:(r)urts anq Kkeys—without first having to cease playing.
ns ne led yy; €mp],

1‘61:1 ‘:rhent as ¢ uld g fouy soun With 4 horse fn(; The invention of th‘e piston valve, 'in‘the Romantic period,
brass i aS imp g d Aurg] ¢, a trupy, turned. the trqmpet into a chromat%c instrument c.apable of
ade jtstru €lawsg fnat lie ecause g Pet:9 Iowe, reor producing all its notes w1jch a consistent tone. This novelty
yet fiy S APpear, ) d Curving € By the 154 SCTies of Otegls,ter- The Was not embraced overnight because trumpeters had to
~tun It wag nog ¢ ury, the art St coylq relearn how to play. The invention did however allow the
uri ver efficien; as i Ime, tp, slid 0 makjng trumpet’s orchestral role to be defined: with its ringing tone,
ot g the €naj its echan;q ¢ tumpe;  the trumpet would now dominate the brass section. From
Taight ¢y, $Sanc e co M was not then on, composers such as Bruckner and Tchaikovsky used
mollthpj c clto it the trumpet extensively. Around 1830, a new instrument saw
One resempy, Iass inStrum 00d by 4p Pearance . the light of day in the trumpet family: the cornet. A conical
At thyy time S that of th O.ents haye and : at no elesg Sasort of instrument, it has a velvety and pleasant tone. Its frequent use in
'Ilarizin ) h ° € and | can plan S fingey has @ cup military bands led to the appearance of veritable virtuosos who

i Selveg wWith g eo 1 player t); ZS Softly 44 a c(;]e's' Its mastered the cornet with a dazzling technique.

> r
Covl‘],izrfuring the Bar “rino regiStﬁ‘rI_npe €IS alsq e:‘;;lt

earnjngh:(fIS. umpe:.]eti Fl’]eriod that the The advent of jazziin thet 20‘h‘century ‘allowed‘ trumpeters such as
Tequen; use o 4 a en refi, Feacheg Louis Armstrong, Dizzy Gillespie and Miles Davis to stand out. Thelr
he ar¢ P h g thejy te the skilful improvisations stirred the public. It is important to mention

. PdC [ . .
Subject Tumpe; Playjnet 1 his vy, _ G Or exam, o fAlque, Maynard Ferguson, a Canadian who became famous for his talent at
& and Methgg Teat magta.. | Made  playing in the upper register. In a modern-day brass quintet, the trumpet

S Were ypi. * OUght  plavs a role similar to the one played by the first violin i h
Writtep, on t plays a role similar to the one played by the first violin in an orchestra.
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THE TUBA

The tuba’s ancestors all had the same role: accompaniment. Of
similar lengths, these instruments had a similar range. Their
prototype—the serpent—appeared in France in 1590. In church, it
doubled the voices to maintain intonation and to add richness to the
sound. Made of wood, it had 6 finger holes and an ivory mouthpiece
that was inserted in a metal receiver. Stemming from the cornetto, it
had a sinuous shape that could be six to eight feet long (2 to 2.5 m).
The serpent player had to be able to adjust his lips for each note, since
each had variable intonation. This accompanying instrument could
play loudly enough to support twenty men’s voices and softly enough to
join a chamber-music ensemble. During the 18" century, the holes were

replaced with keys, varying in number from three to thirteen.

Other such hybrids were used in the early 19" century. First, there was the
Russian bassoon. It was largely inspired by the serpent, but much easier for

the musician to hold. Its bell was shaped like a dragon’s head. There was
also the bass horn. It was made of metal, was V-shaped and its bell was more
flared. The most popular remained the ophicleide, which literally means
“keyed serpent”. Invented in 1817, this instrument was made of metal and had
many keys that made it chromatic over at least three octaves. The ophicleide
allowed for a superb legato. For several decades, it was used as often as the tuba.

As to that first valved tuba, it appeared 20 years after the invention of Stolzel’s
piston valve. This new conical instrument made its entrance in the orchestra
thanks to Wagner. In the tuba family, we also find the baritone and the euphonium,

which are half as large and therefore higher pitched. There is also the sousaphone, a
tuba that wraps around the musician with its bell pointing forward, used for parades.

In 1954, the tuba was used solo in a concerto written by Vaughan Williams. However,
the tuba’s support role in the overall musical repertoire makes it appear generally
oafish and it remains caricatured as in those notorious A&W advertisements!!!
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CONCLUSION

The history of brass instruments
has always been tied to the needs of
the various historical periods. First
used toward communication, brass

QU\N ETbet_m“s'\C : instruments were needed for hunts
(352 cha R mg’eﬁ‘e e and battles to follow their course or
qu'm‘ema \)ﬂ“‘éD“ Ang ¢ \les for establishing contact with spirits.
embie sician® ot ense‘“os and Later on, their manufacture was
e e exe ynett over reatly improved thanks to advances
\i  gsaN< ¢ tWO cote greatly 1mp
Rrendt Gsting s. Qe’LC\W . for five made in the handling of metals. Brass
c “t\\ ce kb“d od iecets mant cex  instruments then found their way into
e PO rume? Y churches and courts.
or ass ¥ s h @ 1ebrate
by ey exe
oS! 10 e
© ag\d pwe 4 ¢, at the “‘?‘c‘;\ brass . The invention of valves in
wor hab ~  co \“““ex as V\q[ot\‘ 1813 brought about a
\‘A‘]ed by The prass qd n NeW o of radical change: all
S’wume ) cst a‘me‘«lﬂf"'t 1t consis va (0 brass instruments
. af.
w it oday \Nof\d e an a oire forx then became
xnowW coﬂd “ombo . ) 1ePe* ate®  chromatic
ex the Se of a dhe m“S\Ca | W of\‘s W Thei e .
2 (s, @ s gy eir use in the
0 trom®e ,1\\ se 42 ’as of oﬂggwa’be“ orchestra is imposin
O ombORl o undt® e th up to twelve horns being
tr \ude BoLLY with up to twelve horns being
bass - mnc ¢ . .
a5 quint® S g™ merov® required. Brass instruments today
v rnold a\C‘“ additio® have become soloists in military bands
by & any moxe: peen made as well as in jazz ensembles.
Lo Ve
aﬂd . S bt
o ‘0“ . . .
wa“scﬂ?‘ of sical After thousands of years of history, their
for this ee primitive use has changed significantly.
\e. Brass instruments now fill concert halls
emP

ens with their rich and powerful tone.



MUSICAL REPERTOIRE PERFORMED
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ANTIQUITY

(circa from 5,000 BCE to the 5t c. CE)

Song of the Sicilian Shepherds
Anonymous air from Greek Antiquity,
arr. Jason De Carufel and Sylvain Lapointe

Dance of the Satyrs
Anonymous air from Greek Antiquity,
arr. Jason De Carufel and Sylvain Lapointe

Roman Call
Sylvain Lapointe and Jason De Carufel

20t Century Fox Fanfare
Alfred Newman, arr. Enrico O. Dastous

MIDDLE AGES

(circa from the 5th ¢. CE to 1450)

Antiphony to the Holy Virgin
Anonymous Gregorian chant

Venetia, Mundi Splendor / Michael Cui
Steno Domus
Motet for the Installation of the Doge Michele

Steno, 19 December 1400
Johannes Ciconia

RENAISSANCE

(circa from 1450 to 1600)

Canzon per sonare No. 1 “La
spiritata”
Giovanni Gabrieli

Now Is the Month of Maying
Thomas Morley,
arr. Sylvain Lapointe

The Marie-Golde
Anthony Holborne

BAROQUE PERIOD

(circa from 1600 to 1750)

The Four Seasons: Spring

Antonio Vivaldi,
arr. Sylvain Lapointe

Toccata and Fugue in D minor
Johann Sebastian Bach,

arr. Frederick Mills
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ROMANTICISM

(circa from 1800 to 1900)

King Elidor
Enrico O. Dastous

20" CENTURY

Bubble Jazz Cocktail
Marie-Josée Poulin

Triigerish Impression
Enrico O. Dastous

The Rite of Spring
Igor Stravinski, arr. Benoit Coté

Johnny B. Goode
Chuck Berry, arr. Sylvain Lapointe

Singin’ in the Rain
Nacio Herb Brown, arr. Sylvain Lapointe

On Broadway
Barry Mann & Cynthia Weil,
arr. Sylvain Lapointe

James Bond Theme
Monty Norman, arr. Jocelyn Leblanc

Super Mario Bros. Theme
Koji Kondo, arr. Jocelyn Leblanc

Hockey Night in Canada Theme
Dolores Claman, arr. Jocelyn Leblanc

THE MAESTRO

La péri: Fanfare
Paul Dukas, arr. Wayne Barrington

Symphony No. 5
Ludwig van Beethoven, arr. Sylvain Lapointe

Just a Closer Walk
Anonymous traditional American air,
arr. Frederick Mills

The Messiah: Hallelujah
Georg Friedrich Haendel, arr. Luther Henderson

When the Saints Go Marching In
Anonymous traditional American air,
arr. Luther Henderson

Imperial March (from Star Wars)
John Williams, arr. Sylvain Lapointe
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