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LEARN
AS YOU PLAY
TRUMPET & CORNET

BY PETER WASTALL

IOKPATHZ X. ANOH2Z

KOYMOYNAGYPOY 10 - 153 41 o

AT. MAPATKEYH - ADHNA Rl Bdliion 304
THA. 8350876 - 6015550

Learn as you play is a series of instrumental tutors designed
specifically to prepare pupils for the early exarminations of the
Associated Board of the Roval Schoois of Music. The tutors
are suitable for both individua! and group instruction.

The course, which is divided into 24 units,
places the maximum emphasis on the early development
of musicianship. From the beginning it introduces the
student to a wide range of music, including works
by leading contemporary COMPOSers. Each unit contains
the following teaching programme:
1
New material is presented in clear progressive steps,
supplementing during practice what has been taught by
the teacher during the lesson
2
Short, concise exercises enable new skills 1o be developed
3
Instrumental solos by distinguished composers
stimulate and develop practice reperioire
2
Progressive technical studies gradually bring the student
into contact with specific instrumental technigue
)
Instrumental duets (alternate units) provide experience in
ensemble playing.

Progress is measured at eight-unit intervals by
the introduction of concert pieces which utilise all previously
learned material, Piano accompaniments are available for
- these pieces in a separate accompaniment book
i The final concert pieces are works representative
of the Associated Board's examination requirements and in
some instances are examples taken from the syliabus

SERIES EDITOR
PETER WASTALL

@Cnpyrighi 1979 by Boosey & Hawkes Music Publishers L1d.
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Trumpet

Cornet
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Left hand position

Notice how the left hand supporis the
trumpet, enabling the right hand fingertips
10 be positioned over the valves

Right hand position

Notice how the right hand thumb provides &
firm base from which the fingers can depress
the valves

Mouthpiece placement
of

In most cases, the mouthpiece should be
placed centrally on the lips, with equal
praoporticns of top and bottom lip shawing
inside the mouthpiece when a visualiser is used
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Embouchure formation

1. Mouthpiece held lightly against the lips
with just enough pressure to stop air from
escaping.

2. Cheek muscles firm [ie. the cheeks must
never be allowed 1o balloon outwards),

3, Jaw positioned so that both lips can
vibraie freely.

Open notes

In keeping with other brass insiruments, the
trumpet has a range of notes that can be
produced without depressing any of the
valves. Afier producing the initial 'buzz’,

try 1o produce one of the open notes, starting
on whichever is most comfortable to play.

Points to note:

1, Usually the first sounds are either C. G or
low C. The main objective will be to play G.

2. |f the first open notes are higher than G,
relax the centre of the aperture. |f the first
open notes are lower than G, firm the muscles
at the lip centre.

3. Onece the G is established, relax down
1o the low C and compare the embouchure
formation required to play these two basic

sounds.
After experimenting with the open Try to start each note with a
notes, compare the sounds of tongue movement similar to that
G, F, E,Dand C. Li??d when pronouncing the letter
Trumpet and cornet pitch
The trumpet and cornet are fransposing
instruments, their notes sounding a major
=::crd lower than the printed notes, Pupils
3 piano to check piich should play G

trumpet of cornet to sound the same

2= ¥ on the piano. Open 1 1 ! Open
2 3
3



PREPARATORY MATERIAL FOR UNIT
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These are the notes shown in the fingering chart.

Notation The Treble Clef Note Lengths
Printed notes are also named after the first Since the same seven letter names are used for The length of time a note is played is
seven letters of the alphabet. From the all instruments {i.e. those that produce jow measured by the beat; the difference in
example it can be seen that they are placed on notes, as well as those that produce high notes)  length being shown by various types of
a staff (the name of the five lines), each line a clef sign is placed at the beginning of each note. The three types used in unit 1 are:
and each space counting as one letter name. staff to establish exact pitch. Music for the

trumpet and cornet uses the treble clef. J A O

crotchet minim semibreve
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Play the following crotchets trying
to hold each for exactly the same
amount of time.

Now play the following minims,
holding each note for the whole
of beats one and two added
together.

Now play a semibreve, irying to
hoid the note for exactly four
beats.
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Bars and bar lines
Bar line

SOKPATHE I. ANOHZ
KOYMOYNAOYPOY 17 - 152 41
o1l NAPAIKEYH - AOHNE
THA. 6380876 - 5015550

Bar line

Beats usually group themselves into regular
patterns of either two, three or four; to show
these patterns, the music is divided by bar piece.
lines into bars.

Time Signatures

A timesignature is placed at the beginning of
each piece of music to show how many beats
there are in a bar, and the type of note that
equals one beat. It is printed in fractional
form, the value of the crotchet being shown
as a fraction of a semibreve.

howing 2 crotchet beats in each bar

S
2]

A double bar-ling is used to separate
ditfering sections of music within 2 single

A thin/thick double bar indicates the end of
a piece Of exercise.
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UNIT1

Notes and Fingerings
summarised from P, 2 - 5)
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et and cornet are transposing

. their notes sounding a major
2r than the printed notes. Pupils
pieno to check pitch shouid play G
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Musicianship

When you practise the instrumental solos, have been marked with brackets. Breaths are
notice how the notes form patterns almost as normally taken at the ends of phrases;

if they were words in a rhyme. In music additional breaths can be tzken, but these
these note patterns are called phrases; 1o help must be discreet so as not to disturb the
identify them, phrases in some early pieces natural flow of the phrase.

SOKPATHI 2. ANOHZ
KOYMOYNAQYPOY 10 - 153 41
Af. NAPAIKEYH - ABHNA
THA. 6330876 - 6015550

EUDOXIA
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1 i 1/
1 1 T 1 I E
=== 1 — =
o &4 — ]
L] | | b " I N N Vi
& !
! | e —
[ e P P |
< o % = C ©
i .
\ 1 \, o jA Y 1L A
A MARCH OF JOY Adapted from a the
o ma me
Brightly ; by Beethoven
I -
~’f;! A | — i | i T i ! i
/ g @ - & v 5
L | !
] J
= e & ¢ ° © -
‘ A HYMN FOR AUTUMN ' ‘
At a moderate speed £ ;" Peter Wa;%a]}
) r ' T | ik
£ = i B b o s v o e a ]
o e L e e e ™ e e e . .
(3] b ‘
i/
- : 1 4]
1 1 f (I 1
e [#} -
©)Copyoieht 1979 by Boosey & Hawkes Music Publishers Ltd.



UNIT2
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The Pause sign Rests
N A beat beat beat beat beat  beat beat beat
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When & pause sign is placed over a note, the The length of time in which notes are not =1
beat stops and the note is played for a pericd  played is shown by various rests, each note
of time longer than its printed value. During having an equivalent rest. The example shows ot
the first section of this book the pause will the minim rest {two beats of silence} and the
be used mainly in the exercises, identifying crotchet rest {one best of silence).
individual notes that are to be sustained for
as long as possible.
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A At a moderate Speed , ; L A traditional Welsh tune
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Tone development

1. Diaphragm giving a light support to the air
stream.

2. Trumpet held in such & position that both
lips can vibrate freely.

3. Facial muscles firm, but not gripping.

One of the best ways to develop a full tone is
to play individual long notes. In the exercise
that follows, listen closely to the sound and
check these vital points.
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UNIT 3

New Notes Dotted Minims
beat beat
Open 2 1 A dot after a note lengthens that note by half
2 - its value, Because of this, a dotted minim wili
be equal 10 a minim (2 beats} plus half 2 minim
{1 beat), making a total of three crotchet beats,
TR R
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Musicianship
The ability 1o remember melodic phrases  The grade 1 aural tests issued by the Associated z GK PAT HY ¥ ~ Aun HY
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memory, try each week to memorise one  porsted into the lesson at this stage. . 8380876 - 6015550
of the shorter instrumental solos.
SWIM, SWAN, SWIM!
Lively Derek Hyde
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CHORALE MELODY
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A MELODY IN PHRYGIAN MODE

Fairly Lively
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~ UNIT4

Semibreve Rests
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A semibreve rest is used to show any complete A tie is a curved line placed over or under two
bar of rest, regardiess of the number of beats nctes of the same pitch. The tie joins the notes
in the bar. When it occurs you must examine together making one continuous note, In order
the time-signature 1o find the number of beats  to produce one continucus note the second

to be counted. Compare the three examples. note must not be tongued,
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MARCH
. “If all the world were paper”
In a bright march tempe L Derek Hyde
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Tone development
1. Use exercise {a) Tor comparing the 3. During the exercise, progressively lower
embouchure formation for playing open the diaphragm and 1ongue levels by
notes C-G-C. using the syllables TOO-TA-TAAR"
2. Play the first note with a relatively strong 4. Encourage the Iipsngel\\,’f“ﬁ;uL
air pressure, keeping the diaphragm keep the corPEs of the mouth in their
maderately firm. Eorrmt position at all times— "~
5. Repeat the drill for each exgrcise.
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~ UNITS

A New Note Flat Signs Slurs
f f
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1 Every note used in music can be raised or
lowered half a tone. The sign for lowering a
note halt a tone is the flat sign shown in the
example. Compare the sound of Bb with the
netural B used in units 3 and 4.

A slur is a curved line placed over or under
notes of z different pitch. It indicates that the
notes contained within the slur are to be
plaved smoothly in one continuous breath.

In order to do this oniy the first note is

tongued.
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= Tone development
g 1. Produce the upward slur by a small 3. Produce the downwerd slur by a small
: contraction of the embouchure muscles; relaxation of the embouchure muscles
a at the same time slightly raise the tangue and z slight lewering of the tongue and
= and diaphragm levels. diaphragm levels.
2 |n bar 2, breathe through the corners of 4. Repeat exercise {8} using the notes
g the mouth keeping the embouchure shown in exercises (b} (c) and (d). Use
formation as still as possible. valves 1 & 3 for bath notes in exercise (d).
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UNIT 6

Keys and Key-signatures Quavers
A 2 ’ A best beat beat
I &F | I
[ 1 {

*Because of the key-signature, both these
notes must be played as Bb,

When flat signs are placed at the beginning of
each staff they are called 3 key-signature.
Each flat is placed on a specific line or space
indicating that every note with that letter

The value of a quaver is half a crotchet: it is
printed with a tail on the end of jts stem.
For ease of reading, groups of quavers
usually have their tails joined together.

name is to be played as it the flat were
against the note. The two keys that use the
key-signature with one flat are: F Major and
D Minor. The music in this unit is in F Major,

F Major
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BRANLE DE CHAMPAGNE :
Fairly fast =‘ C. Gervaige
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Aids to music reading
When you play quavers, read them like a '‘Doc’ then “tor’, you read 'Doctor’. This To help this development, each time guavers
two-syllable word. For example, when you “block” reading skill should be developed at occur, make a conscious effort to read both
. read the word 'Doctor’, you don't read the earliest possible stage of music reading. notes at the same time.
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A Lively (in the style of 2 bossa-nova) Peter Wastall
¥ 1 |m| | y N i N
15} P P 1 s s F P I .4 Py
L4 ey S |
e T : : =1 - =
). Pupil 1 S
A Pupil 2
F | Fil | | | R | i 5 5\ 1 | | | wraiams | i | |
a b ks I 1 f\ ¥ | ] | .J\ 1 I | | A |
e i e e e oo o oo
e = =
f -
/ ) 4 | O i Y

3/ 1
L 1NN
]
At
ﬁ_;;q
-
19 ot

3&3

1 1 PR ) | I | . 1
|7y I | s | ] | ] £ ! | 1 | Fi
v T T & b 91 ] & 'S

\@ & & é..i B i3 (8]

QJ o ~—

S—

s ; . ,

I T | - T [ I ; 3 P | ] :

e e e B e e e |
> ]

2 & | ) & () &
e | S
f

) Y . 1 5 1 . 5 .
VAT ] 1 | | ¥ | I f | I & I | \ B
K ¥ o WA N ] I s | I T I & ) B I |
d 77 1) a7 [, 2 L] 1
N e . o TR et

17



UNIT7

O

New Notes Keys and Key-signatures
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2 1 The two keys that have no flats {or sharps) in =
2 their key-signature are: C Major and A Minar. e
The music in this unit illustrates C Major. ’
=
E
CMajor % _——
- .Exercise 1 =l
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{7 — . ] g = e et ———
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Exercise 2 ) B
W O 7
[T S I 1 I | !
= =
Ca Mo L e W g g~y —
e = = - — _=
.__‘
: =
7 ! ! I 1II : I e
6, < ® - ———— | =
a ® i_ _i_ = _
= —
Exercise 3 ==
A % [h
o = - ' =
: 1 | I N 1 I
R ! ! g
1Y) = = " + T ¢ v < —
)
- ¥ — : 1 =3
A : ]
15 i S R | | ——F
g & < 4 & < 3 o




G Ol O G O e R G W G O e O G G O Gl GO LU G G G D N D LU Gl G LW W A L Ly L

VARIATION

on ““Ah vous dirai-je, maman”
%y A traditional French tune
R

|

=

Tone development

3. As you descend, enlarge the mouth cavity
by slightly opening the gap between the
teeth.

4. Check the angle you are halding the
trumpet to ensure that the botiom lip
is free to vibrate.

Use this set of exercises to develop
maximum vibration at the lip centre.
Check that the facial muscles are properly
tormed at all times, particufarly the
corners of the mouth outside the
mouthpiece.
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A traditional Welsh tune

96) T o i T
5 : T ; " o
3@-&-{) = i LB el i i s ! s —
f—— E—soe—mr——==
.. . 1 1 1

T E@g—;ﬁ‘i

I - IR

p—
.‘C‘) l T Y3 ‘| !
e E=——ur———
b |

g — C R '

= T
= et rpte—"1

M w
A
e E=ee===
! I | I " I

~J I ’_Dl—_H I ! }
®) wsﬁ--\_ﬁ___ﬂ/,;&



UNIT8

Staccato Marks

Repeat Signs

ltalian Terms

A A Moderate J
i ) 7 & —F 1 oF T T i
fox f i | ) e
A3 P AR374 =5 }' A . ]
Y] - e e) -

When a dot 1s placed over or under 3 note it
indicates thzt the note is to sound detached.
To achiave this, the note is played shorter than
its printed value, often producing s clipped
effect, rather like saying the word TAP.

When a section has to be played twice, a pair of During units 17, the words used 10 describe
dots is placed at the beginning of the section the speed of a piece have been printed in

and another st the end. Used in this way, the  English; from this unit cnwards, mast of them
dots act as bufiers, bouncing you back to the  will be prinied in Italian. To help learn the
previous set of dots. When there is only one various words a list of Italian musical terms
set, the repest is made back 1o the beginning and their English translations is printecd at the
of the piece. end of the book.

Exercise 2 A
rox 1y =
ﬁLi 3 N i 5 5 ] 1 r I P | ] I 1 R
¢ & r s — o e "
Q) Z 2 = l . . I
QL T o } d 1 T ]

ﬁr‘ﬁ‘—.?—“f:k&y = e
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| GERMAN DANCE ‘
Moderato ] ! L. van Beethoven
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Tone development
1. Use the first note to establish & good 3. Pay strict attention to the siurs; even ifa
embauchure formation. note fails to "'speak”’, resist the temptation
2 Inbars 2 and 3, check that the tongue and 10 tongue it.
diaphragm levels move slightly up when 4. Repeat exercise {8) using the notes shown
the notes ascend, and move slightly down in exercises {b) (¢} and {d).
when the notes descend.
p {b} (c} {d) ~
e e e e *.
- - ;
pa] 1 _d CH| I il 5 1 i 1 | P
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- GONCERT PIECES FOR UNITS 1-8

Piano accompaniments to the concert pieces
are available from Boosey & Hawkes Music
Publishers Lid., and should be used to
provide experience in playing with an
accompanist. During the preparation of the
pieces, the grade 1 aural tests can be
completed and a start made on grade 2.

MINUETTO

\ L. from Sonata No. 3, op. 99 JAMES HOOK
\ ‘;‘i - 4 (1746-1827)
=4 Allegretto arr. PETER WASTALL
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(©Copyright 1975 by Boosey & Hawkes Music Publishers Ltd.

y . CHORUS ; C. W. GLUCK
ewty e (1714-1787) ;
2 % !—0_ Anda"te %%J—E % from “Parig' and Hezen‘ : arr. PETER WASTALL\/
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GRANITE

EITH RAMON COLE
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With a solid reck beat
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UNIT 9

New Notes

£

Sharp Signs

A New Key-signature

0 0 O S O 0 e A M

(i

4 A O R

24

: : 04 —
=%
F— . " S
5 =3 0
* *
* Because of the key-signature, both these
notes must be played as F8 .

1 2 The sign for raising a note by half a tone is The two keys that use the key-signature with
celled a sharp. Like the flat sign, it can be one sharp are: G Major and E Minor. The
placed immediately before the note it zffects,  exercises and pieces in this unit are in G Major.
or 11 can be placed st the beginning of each
staff to form a key-signature.

i \ A i
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C maor, 10 be played from memory
b , ,
r X ] I T 3 - ‘
I — ’ ] 3 i =
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Qx & ] ! 3 & = = & & =

Tone development

1 Ensure maximum flexibility by using a 3.
minimurm amount of mouthpiece pressure

against the lips.

[

Listen carefully 1o the sound and do not 4,
tolerate a pinched, nasat tone quality.

as possible.

develop e

mbouchure control.

Breathe through the corners of the mouth,
keeping the embouchure formation as still

Use the rhythm of the exercise to help

5. Repest exercise (a) using the notes shown
in exercises (b} [c) (G} and (e).

A la) N {b) {c) (d) ] ~
) T e = e —
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Allegro 7 1 16th century dances
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'UNIT 10

Accent Signs

B
T:%%i

"S‘PI_
Y

Dotted Crotchets

beat beat beat
- i
- . Fo i —5]]
/| 1 [
U | I
e '

An accent sign placed over or under z note Since 3 dot after a note lengthens that note by
means that the note must be given @ strong half its value, the value of a dotted crotchet
atiack with the tongue. Often this strong will be one and a half crotchet beats; the same
attack is combined with 2 little 'punch’ from length of sound as three quavers added together.

the diaphragm.

Look at the example, then study the similarity
of bars 2 and 3 in the first exercise.

A
Exercise 1 E P i
CHEE e EEEssremmm f
1oy 5 i 1 R Lﬁ—fi-—ﬂfa—s‘:‘, f
o) : [ — ] 7
EeEET ] B e ———
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‘ r

Exercise 2 . \
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A

THE EMPEROR OF GERMANY’S MARCH

i1
Moderato ' _ Jeremiah Clarke

T : I I I

e r Tt & F
A i 5 ‘ i =
] e T E e,
—o g et e |
e)
f) e T S — > " x . H> ; v
1 I i I ] S I I ]
| 7 & [ g { e i] I 1 ‘5 ;
~ L'Lt’ _¥—‘ i TF
O I | l b 3 > > T A . ! > > > >
Tone development
1. Start with an accent on the first note then use ‘TEE-OQQ-AAA’, for upward slurs 3. Take asmall rest after each exercise, but
use the varying tongue and diaphragm use ‘TAA-OOOQ-EEE". don't move the mouthpiece.
levels to assist the production of the 2. Resist any temptation to tongue during
lip-siurs. Vowel shapes similar to those in the slur; remember that the point of the
I unit 4 will also help; for downward slurs exercise is to develop a fiexible
T embouchure, not just to produce the notes.
i i
> ol > o D s allEt P . ~
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UNIT I

A New Note A New Key-signature Accidentals
f
3”23 ) ] 1 ,
£ af | i I
y fe—s
* Because of the accidental, both these
notes are F .
1 In sharp keys, the name of the major key can When & flat or sharp is used that is not in the
be found by counting one letter name up frem  key-signature it is czlled an accidental. An
Z the last sharp. The example shows a accidental lasts until the next bar-line and
key-signature with two sharps. Since the last because of this, affects any subsequent note
sharp is Cff . the name of the major key must of the same pitch in that bar.
be D major.
L
i-?' 1} ‘.j
AR
Exercjse; 1 ; .
A y ; '
Nt i { ——1 i . —
\ [ 4 g Fis ] . P
o .. o | e — g @
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Scales and arpeggios

D Major, to be played from memory
—;' 2 7 T = > — | i
tt F 1 - ] & :
e R i — ! w ’{ e 0 4= il - r
:w ] 1 ™ i 3 — 1
e I A = [ [~
Tone development
1. Concentrate on @ muscular contraction of 3. Play bar 3 at a speed comforteble to your
the embouchure far playing these smalier embouchure development.
interva! lip-slurs. 4. Repeat exercise (a) using the notes shown
2. Use bars 1 and 2 to establish the muscular in exercises (b) {c) and [d).
feel of the exercise.
ir"
P {a) (b) lc) {d}
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UNIT12

Natural Signs
Ja) gy
o I

3

AT
@

A natural sign is used to cancel a flat or sharp.
Since it is a type of accidental, it will only

last for the bar in which it is printed.

However, if a note that has been aliered occurs

ltalian Terms

W very soft
p soft

fm@e moderstely soft
————

again in the next bar, an additional accidental
is often used to confirm that the note has
returned 1o its original pitch.

gradually softer

Italian 1arms are also used to describe the
mood of a piece, changes of spced, and large
repeats such as da capo. As with the speed
indications, English translations can be found

ﬁ very loud

gradually louder

--nﬂ___'—‘;__:____

symbols shown in the example.

at the end of the book. The ltahan terms
which describe how loud or soft the music
should sound are usually sbbreviated to the

Exercise 1

9|L e I.} t = - T i i ;
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e
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TRUMPET AIR

Moderato D. Purcell
} /
1 | P f 1 rﬁr I o |
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d cresc.
Musicianship
Crescendos and diminuendos play an important  the ais pressure} will make a ncte go sharp, To stabilise the tuning, allow the lip aperture
part in creating expression but need careful and a diminuendo {produced by reducing the  to open slightly during a crescendo, and close
use since they also have an effect on tuning. air pressure) will make a note go flat. slightly during a diminuendo.
Basically, s crescendo {produced by increasing
g MINUET
Allegretto . ¥ Esprit Chedeville
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UNIT 15

New Notes Quaver Rests

beat beat bea1 beat beat beat
f) f) i y y | L
s — 1 "*‘ﬁmi“.a e os——re 11—
e & ﬁj —7 ' T | (E] 7 '
\C)'J 'ﬁ = E !} 7 L & L)
Open > A quaver rest is a rest for half a crotchet beat.  Minor Keyg
3 Bar 1 of the example shows i1 accurring on the
second hali of a crotchet beat, and bar 2 on the To find the name of a minor key, count three
tirst half. The rhythmic difference between the letter nameas down inclusive from Lgﬁ‘ép-fheme of
two rhythms should be clearly understood the major key. To find out whe}ffér the music
hefore playing their related exercises. is in a major key or 2 minor kef, compare it
with the appropriate scale.
iy - 34 )
; 5 & A b
Aminor *° i
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Sczles and arpeggios:

or (harmonic form] 1o be played from memory.

h : |
7 7 i T T {
7 —F ; 7 I T o il b . ]
5% T e e o e e i
TP ‘ — =R =y
'3, 27 -+ 5 = = & o =
Tone development
1 Se=art with @ small accent, then concentrate 4. Remember: diaphragm, minimum mouth-
on controlling the diminuendo. piece pressure, mental awareness of the
7. Keep as stil} as possible during the first tiny muscles at the lip centre; these are
e the cantrol points for expressive playing.
2 Commence bar 3 with an embouchure 5. Repeat exercise (a} using the notes shown
tormation identical 1o that formed at the in (b} (c} (d) and (e).
end of bar 1.
A B> - (b) (c) (d) (e] ~
= 7 = 7 | i f T e ;
e e S TP |
RN VAR 2 T i i 1 = L — Oy & 7 &Y
) ] i i I i S <t 7, Ay
-~ THE POST
i Allegro A traditional posthorn song
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“UNIT 4

Compound Time

r"é j:%

r' = one whole beat

When the natural puise of a piece divides itself
into thirds of 2 best, the music is said to be in
compound time. The various notes retain the
same value in relation to each other; for
instance there are still two quavers in a
crotchet, but their value in relation to the beat

Compound Time-signatures

A beat beat beat heat best beat
26 \ I {
T S = - i - - I E—— 0 o

@

To show the new note values, 2 new set of
time-signatures is used. The example shows
six-eight, indicating two dotted crotchet beats
in a bar. A chart showing the complete range
of compound time-signatures and how they
are applied is printed at the end of the book.

is changed to the values shown in the example.
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MARMOTTE

L. van Beethoven

Allegretto
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Aids to music reading

each group. When playing the pieces, apply

When reading notes which are thirds of a beat,

this reading principle to all rhythmic groups

contained within one beat.

read them as if they were three-syllabie words.
As an example of this, try the first exercise

thinking the word TENTATIVE as you play
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UNIT 1o

New Noies
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Double Names for Notes

==

1 T
| i)
fo po ek
Al = Bb Cf=Db Df=Eb F=Gb Gt

The interval between A and B is one whole
tone. Since a sharp raises @ note by half a
+one, and a flat lowers a note by half a tone,

it follows that Al and Bb are different names

for the same note. Double names can be

given to all the flats and sharps learned so far.

A New Key-signature

In flat keys, the name of the major key can be
found by counting four letter names down

= Ab

from the last flat. The key-signature of

exercise 1 has Bb and Eb, therefore the name

of the major key is Bb Major.
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Scales and arpegqaios

£ Minor [harmonic form) 1o be plaved from memory.
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Taone development
1. Start with a smzll accent, then carefully 3. Bemember that rests between the
follow the dynamics. exercises are almost as important as the
2. Produce the second note by choosing just exercises themselves.
the right amount of controlled physical 4. Repeat exercise (a) using the notes shown
relaxation, in exercises {b) lc) {d) {e) and (f).
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UNIT 16

Tenuto Signs 1st and 2nd time bars
f = fu ! ] L i) 712' [
4 =  sicat
2 T : I
) {3 A — e + ey
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A tenuto sign placed over or under & note Sometimes the ending of a repeated section is  which bars 1 - 4 are played quite normally
means that the note is to be played with a altered the second time through. When this the first time through, but when they ere
lingering pressure. Usually it is also occurs, 1st and 2nd time bars are used. The repeated the first time bar is omitted and the
associated with a type of tonguing where one  example is taken from “Ein’ feste Burg” in second time bar played instead.

syllabie is added to another without any
noticeable break in the air stream.
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EIN’ FESTE BURG A chorale by M. Luther
adapted by . S. Bach

Andante moderaio ~ M. ~ 1
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Musicianship
Sometimes the general character of a piece 10 the instrumentalist to interpret the music
suggests that many of the notes should be in a staccato style. The “Duo’’ by Chédeville

played staccato. When this oceurs, the dotson  is en example of this.
g . .
top of the notes are often omitied, leaving it
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'CONGERT PIEGES FOR UNITS 9-16

As with earlier concert pieces, piana
accompaniments should be used to provide
experience in playing with an accompanist.
During the preparation of the pieces, the
grade 2 aural tests can be completed and

a start made on grade 3.

TWO TRUMPET AIRS

« 5 J. B. LULLY
from “Xerxes (1632-1687)
’ Allegro arr. PETER WASTALL
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UNITI7

A New Note

Grace Notes

ﬁ e
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1 In their simplest form, grace notes are Notes to decarate the second A, As e general rule,
added to a melody to make the music sound grace notes should be played gracefully and
more decorative. To show how they are used, lightly.
first play the example without the pair of
grace notes, then again, using the grace notes
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L
n 7 STUDY No. 1
o A Andante grazioso = Pierre Clodemir
Ed I i ! I T Jw 77 ? i !
y o  — — T S i RS Z——, o ——
~ Y & l1 [#] | o i & / | i [
\, e | g & f
\ P :
f ..',
¥ T I 1
4 T { | ¥ tﬁp‘*—f—?— i —
L i WA - 1 { ~ | | 'L
7 —— :
2 f‘> > >
£ s ] 2 7
¥ | ! T s
- ! —Ii | 0
RS S e S e =
o) : g 1 < i S| - '
h > o > 1 >
—a - | s 1 ) ¥ I |
t — s} I b C— ®- —
T e — I — r -
I = ) .
TP ~ { q ! I
T T M [#) ) T ]
G — === ===
[ d P
f) =
A : : i 77 ! i <] T =
fir——yg ] - — g ‘E S S —
ANV e | %4 P 77

[P — —— AR "En arn A arlh rn arin AN Hiel

Ja—



ON WINGS OF SONG
_ Andante tranquillo F. Mendelssohn
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Tone development
1. Use these exercises 1o continue the 3. For upward slurs {notes 3 and 5) help the
development of tongue and diaphragm embouchure contraction by forming either
co-ordination. an ‘000" syllable or an 'EEE’ syllable,
2 For downward slurs (notes 2 and 4}, form depending on the pitch of the note.
an ‘AAA’ syllable and enlarge the mouth 4. As before, repeat exercise (a) using the
cavity by slightly opening 1he gap between fingerings indicated.
| 1he teeth.
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UNIT 18

Semiguavers
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The value of a semiquaver is & quarter of a

cretchet; it is printed with two tails an the end  when strongly accented notes occur between
the beats instead of coinciding with them.

of its stem. As with quavers, all the tails

Syncopation

beat beat: beat
A T 5 : s
.. N i . ) 1
D4e’ <

contained in one beat can be joined together.

A new rhythm, called syncopation, is produced  As shown in the duet, the surraunding
guavers are usually played staccato to help
bounce the syncooated notes off the beat.
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Scales and arpeggios:
F Major, to be played from memory.
4 s T e |13 ———
o=t == S e R

FIen,

AIFL

Mmoo A M

HM I

Ll

L AL P A

Laly

&l

(3l

Al ey fryeere Amin e Amih A amh Pal el el all il all Aenm [al &l Tal aly bal gl Arn mm arn



AN OLD HUNGARIAN DANCE
from “Clarinet Music for Beginners”

P. Karolyi
{b.1934)
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(£1972 by Editio Musica, Budapest

Aids to music reading

With blocks of four semiquavers, read each as the two exercises shown opposite} and
group as you would a four-syllable word, make a conscious effort to read each block of
Start with passages that are easy 1o play {such four semiquavers gs a single unit.

! % A SYNCOPATED DUET Adapted from a chorus
£ Vivace _‘}by Henry Purcell
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UNIT19

A New Note
f)
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Dotted Quavers

ﬂ beat beat beat
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A dotted quaver, or its equivalent rest, lasts
for three guarters of a crotchet beat. Usually
it is combined with a single semiquaver since
this completes the beat.

STUDY No.2
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SERENADE

Maestoso Jeremiah Clarke
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Aids to music reading
The reading technique for a single semiquaver example, play the first note of the "Soldier's
is to group the semiguaver with the note March” by Schumann, then think TODAY as
which follows. In lively movements, a useful you play the next two notes. This reading
way to achieve this is to pronounce the two technigue can be used every time a dotted
notes as if saying the word TODAY. Asan rhythm occurs,
SOLDIER’S MARCH
R. Schumann
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UNIT 20

Semiquaver Rests
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A semiguaver rests 1s a rest Tor a quarter of a
croichet beat  Notice that it is similar to the
semiquaver note, being printed with two tails.
Examples of the semiquaver rest can be found
in the duet

Note patterns using Semiquavers
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By combining semiquavers with quavers,
several new rhythm patterns can be formed.
The examples should be studied carefully
before playing the exercises.
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SHORE’S TRUMPET TUNE

From an eighteenth century
~ collection of trumpet funes
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Musicianship
As you play the "Duette” by Devienne, notice the syllable DAH. When playing in this that needed for playing Shore’s trumpet tune,
that the general character is one of smoocthness. manner, we say we are interpreting the music where the mood demands that & vigorous,
To achieve this smoothness, use a very gentle in a legato style. Compare the style with accented type of tonguing be used.
type of tonguing; rather like pronouncing
DUETTO
Andante F. Devienne
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UNIT 21

A New Note

Three-eight Time

beat beat beat beat beat beat beat beat  beat
[} A i i
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s 7 - m— S— r o 4
A P
J Jeo o)
i1
1 The time-signature of three-eight indicates
9 that there are three quaver beats in each bar.
3 As before, the various notes retain the same
value in relation to each other; it is the value
of the notes in relation to the beat that is
changed.
STUDY No.3 .
Andantine P. Clodomir
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Tone development
1. Give the first note a fairly strong attack, 3. Low Cfl is very sharp in pitch. In some
then concentrate on controlling the lip passages, this can be corrected by pushing
aperture so that the exercise remains in the 3rd valve slide out a little way; however,
tune. it is usually more convenient to correct the
2. Asbefere, repeat exercise (a) but this time sharpness by a small relaxation of the lip
use natural fingering throughout, making aperture, Make this adjustment in exercise
sure there are no ungainly bumps. {f).
~ (b} (e} {d) le) (f
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ALLEGRO Adapted from Purcell’s
sonata for trumpet and strings
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'UNIT 22

Triplets Two-two Time
A 3 A beat beat beat beat beat beat
) 13 Y ) § o
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A triplet can be defined as "three notes plaved  The timesignature of two-two indicates that
in the time of two notes of the same value’ {for there are two minim beats in each bar. The
instance, three quavers played in the time of value of the notes in relation to the beat is
two guavers). The number 3 is placed over or shown in the example. Sometimes two-two is
under the notes to show the momentary change called Alla Breve,
of note value.
2 b b k\“l
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Scales and arpeggios:
D Minor {harmonic form) to be played from memory.
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g - FANFARE

© Allegro vivace Mgy b : v W. A. Mozart
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| Tone development
1. Descend by relaxation, making sure the 3. If a note fails to ‘speak’ in the ascending
§ facial muscles remsin under control, slur, resist the tempiation to tongue it;
= 2. if the lower notes fail to respond, check instead, take a smal! rest then try the
i the pressure of the mouthpiece against exercise one semitone lower.
§ the lips, remember, for lower tones the 4. Repeal exercise (a) using the notes shown
; bottom lip in particular must be free ta in exercises (b) {c] and (d).
§ 3 vibrate.
T
— N ib) fe) L ~
| e s £ i e ———
' = I N | D it
— *—— e R | ; =
] (L - | b-d- I —I
—— T T — -
= COTILLON
— Giocoso N Esprit Chédeville
n -H 2 \ P
i e = T | —
® 4 o p=i w4 pe o S )
R : | s - i e | | <
- ! L[ | -
7 mf
| =——rEaEE e '
i (5 Wit '_"—P & | P R O ) T P - T
U R | - I T J w 1 o i — =
(\\\//\‘- N Taes ] = }
. m f)
y | I—
) P et i

%
%

L 1R

JLL
:
I

‘/"m—\

N> N>
U ;
w@F

&
i
(

o
f
1
il

F
gh
.?

53

RN NN RN



UNIT

25

New Notes

Change of Time-signature

i = e |
fal i | P
1A E ) 5 ; &
< ! 7 ]
= 47 ¥ r '
2 ODEI"I Sometimes a time-sighature is changed during
the course of a piece. When this occurs the
speed of the beat usually remains the same; it
is the pulse pattern that changes. The example
is taken from the “'Cantilene” by Arpad Baldzs.
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" STUDY No.4
Andante 3 P. Clodomir
£ 1 i ; ;
P 2 " ! T T
05 v = - | |
Sl W Z — !| ! E‘P‘“‘h’f o P P P
H oY x I 1 | il | 1 s 1
o }‘7\ J ! 1 ]
4
—~
/
f] | > b P
) | s T & )
#WPH " | p- —F | k
e B B R ] ! |
Y
| mf /
’w ‘\‘ﬁ"‘;
Q 1 !} 1 T ’! T 2 — |
ﬁ b 'g o q ] = 7] ~T — ] u ] —
= 1 a - ] {
| | ol boucl | 1 | | Ly | I
Y] f | i T ' i ] |
- ; . ‘ S
7\ -L 1 frk] L " = T
s ] ; | I | | Py
A3 ¥ I P ] [ I [ e
J Y |
(%)
A
\u—f‘f{ #
' ra

T %
f\
e

&y e ]
() @
'7 ~ g:/p;co rall.
fH | i ) ]
0 ‘f = A ; | - .

@] %x
L YN
o |

54

TR

sl $dnem 0 én@n 0 anan o anen M BN



CANTILENA Arpad Balzs

- Molto legato fmm.\?Pmno Miniatures for Children = (b. 1937)
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Tone development
1. Use m_s_i_ note io check and establish 3. For notes 3 and 5, raise the tongue-level,
the embouchure formation. making sure the diaphragm is giving
2. Start the lipslur with a “TOOQ' syllable, co-ordinated SHBROTL B
then use relaxation and a slightly lower 4. Repeat exercisé (3 iﬁrough each valve \'n__”
. tongue-level 1o produce the second note, .. _combination, starting on the notes shown.
(b (c) @ e (1) (g} 7o
i Ln A ]
= ey &5 17183 Py I
b 1€F 1R )
b
1 i 2
= 3 2
et 3
..~ ALMANDE -
\ Giles Farnaby
T
. j T :
= il —
— o ®
= & —
5, i 112. *)
| : 2 ; £ ]r\ ) :
P % [ l Iz
= ] .
SJ : i 2 7 g A“i?__&i P Py =
. ) & ¥ rs
o~ 4% e,
lﬁ > e ‘ T : ] } . \]
4 = Eq_p_ - i 5 z 7 ey
~f- e ‘“'——fjtm "
i = T
0y 1 i ! e '
. \ >z 2 5 I, AEPN
= ! ] f - — | s
[ = [ 1 1 ! I
i = [ = T
l -

55




UNIT24

Acciaccaturas

Rests of Several Bars

£ i } o | i o | I3 & | N | 1
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e ) ¢ i 2 3 4 ({istha)
2 2 3 4 {2nd bar)
An acciaccatura is a small grace note with a When a rest af several bars is required, only
stroke through its stem. [t should be played one bar is used; a black line is usually drawn in
on the beat and as short as possible, this bar, and the number of complete bars to
be counted placed on top. The example is
taken from the concert piece on p. 61.
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Scales and arpeggios:

G Mgjor, to be played from memory.
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ANDANTE
Andante Antonto Diabelli
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Musicianship

Both pieces in this unit have performing
directions relating to their mood: the
"Andante” by Diabelli is marked dolce
espressivo, and the Charpentier " Fanfare” create good opportunities for displaying
con bravura. As you practise, iry 1o create

these moods using the appropriate staccato
and legato styles of playing. In the
"Andanie”, the shapes of the phrases

control over the dynamics; the important
thing to remember is that performing
directions are the starting point for
creating your own expression.
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CONCERT PIECES FOR UNITS 17-24

The “March from Scipic” is an example of
music which has been set for the grade 3
Associated Board syllabus.

MARCH

from “Secipio” G. F. HANDEL
(1685-1759)

T D = arr. PETER WASTALL
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A GAME OF TAG
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from “Trumpet Music for Beginners” JOZSEF KARAI
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M. A. CHARPENTIER
(1634-1704)
arr. PETER WASTALL

PRELUDE
from “Te Deumn”
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A very slow blues tempo
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BASIC FINGERING CHART
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Notes available from each valve combination
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1. Look up the time signature

7 1 ook in the left hand column 10

find the number of heats in each bar.

3 Lok in the top row above the
time signature to find the type of
note that equals one beat.

Simple time

Compound time

\Value of each beat (type of note)

Q.
.
b

. -
-
?7

Value of each beat as 3 fraction of
a semibreve

7 beats in each bar

3 beats in each bar

bmed | | e
e |Gy | wles
e | Bl

4 beats in each bar
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ITALIAN TERMS

A tempe Resume the normal speed.
Accelerando Becoming gradually faster.
Adagio Slow, leisurely.

Agitato Agitated.

Alla marcia In the style of 8 march.
Allargande Broedening out
Allegretto Slightly slower than Allegre.
Allegro Lively, reasonably fast.
Andante (lit. walking) A1 @ moderate pace.
Andantmo A little andante.

Animato Animated.

Cantabile In a singing style.

Con With.

Crescendo (cresc.) Becoming jouder.
Da Cape (D.C.) al Fine Back to the
tesinning and finish at the werd Fine.
Dal Segno (D. 8.) From the sign %
Dieciso Decisively, firmly.

Diminuendo {din.) Becoming gradually

softer

Dolce Sweetly.

E,Ed And.

Espressivo {espress.) With expression,
with feeling.

Forte { f) Loud.

Fortissimo { ff) Very loud.
Grazioso Gracefully.

Largo Slow and stately, brosd.
Larphette Lessslow than Largo.
Legato Smoothly.

Leggiero Lightly.

Lento Slowly.

Maestoso Majestically.

Meno mosse Less movement.
Mezzo forte (‘mf} Moderately loud.
Mezzo piano (mp) Moderately soft.
Moderato WModerate time.

Molto Much.

Meto Movement.

Non troppe Not too much.

Pianissimo (@1} Very soft.

Pizne (#) Soft.

Piu mosso More movement, quicker.
Poce a poco Little by little {gradually).
Presto Very aquick.

Quast As if, almost.

Rallentando (rall.} Becoming gradually slower.
Ritenuto (rit.) Hold back {slower at once).
Rubato Flexibly.

Semplice Simple.

Sempre Always.

Sforzando ( sF, s } Forcing, accented.
Solenne Solemn.

Sonore Sonorous, full toned.

Sostenuito Sustained.

Spirite Spirit, life, energy.

Tempe | Resume the original speed.
Tranquitlo Quietly.

Un poco A little.

VYivace Lively, quick.




