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THE HISTORY OF MUSIC
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ST F Ve ANTIQUITY

\}%C‘ & ) é'&&‘& \N‘@ & It is not until the arrival of the civilizations of
o é& O&b ‘&‘0'@@%' {,}% O&e Antiquity that the real ambition for artistic

g QQQﬂ ¥ PRI qgﬁ\q’ R creation manifested itself and that a taste
° \0\{29 SO & S ° %Q‘% % for listening developed. At an early age,

& & g&%& %\»& 0 6@9 qu‘v" a child would learn the rudiments
o & & S x@@ > of music: plucking the strings
> & of a lyre, of a sitar, blowing
&L %q&& 60% into an aulos and playing
3 Nl & é&% S @QQO ¥ ¢ the tunes taught by his
> 0&6, oo%ox& master. Each musical
ol QV*‘? ¥ e®  instrument had its

distinctive role.

2 2" & They resonated
Qoo*\%\y\go \Q’. S x»o& . for gods, for battles
&Z& or for celebrations.
Life during Antiquity was
governed by the rhythms of
& music. Indeed, music livened up
A homes, temples and theatres alike!

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
came to be. Until then, music had been transmitted
from musician to musician by oral tradition. Now,
musical notation enabled composers to set their music
for eternity!

The music of the Middle Ages was shrouded in a halo of
mystery. Music was a means of communication between
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.

At the end of the 6™ century, Pope Saint Gregory I brought a
reform to Roman liturgy. Doing so had a great influence on
the course of the history of music. Thus, Gregorian chant (in
the name of Pope Saint Gregory I) became the jewel of this
period. Gregorian chant is not a precise musical genre but
rather a repertoire of Latin liturgical chants, often consisting

of a single voice and without instrumental accompaniment.
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XXt 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 satisfy
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!

12



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 BC, 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.

e
preakthr® B Lt e“t the
Later, as a symbol of knighthood, the horn was used for hunting, for woul cc pame
sounding the hour or for signaling a danger. In the 8th century, the _h of brass ! > 1813, @ ¢ mathen on,
horn was known as the oliphant. It was a sign of nobility for knights mstofz’_‘c pex'\od‘ ‘,“ n valve- From ™ they
who wore it proudly. One could get but a single note out of an Rom?nvented the Pist© be c,htomauc.f "
oliphant, two at the very most. Rhythm was the key to the intented stozel ” strum ve hall- ones Own
meaning of the calls. By the 16™ century, one could distinguish a)) brass to P& he alf blo
. be able resseth 1engt
fourteen calls drawn from the hunting horn, comparable to wou\d hen valves are Pug a added ofe
Morse code. octave: { goes thro ower the ™
. the inst® © \ayers ©
During the Renaissance, major innovations were brought to {ﬂt‘“tbm el %:;ns enc ( (&5@:\091 %
the horn. On one hand, the discovery of the laws of harmonics 4 vice-vers® \earn rade osing Jills,
allowed the making of instruments from which different anﬁmehadtof.ee some transp < Brahms
sounds could be drawn by the puckering of the lips. On the that ANg techn"q“e’ MpOSers such? valve
other hand, new manufacturing methods enabled to curve a ﬁngewevef, certai cf’dea of using h
long metal tubing at will. Later on, the manufacturing of etc.)- ¢, vejecte he ¥
conical tubing—tubes that are tapered like a cone—brought and Webeh wor atic
about a difference between the horn and the trumpet. horn i thet Ks fr :sed for
tral WO 8 inations
During the Baroque era, the horn’s size was reduced, the bell 1 or?:f\st today ¢ R\ YvaﬁO“S i jchar
was flared and the mouthpiece was given a funnel shape, which e 10sacc pani€ Comyp m\poﬁ““‘t
led to a dark, mellow tone that lent itself well to playing with stringed £ trume cample> peytoite _Sa“ o
instruments (violins). During the 18" century, it was not unusual to see two Strauss is SY a of ne\tY music
horns in the orchestra. Haendel, for example, often used horns in his works. themes ent th P o
Until then, the horn had been limited to a few notes that were spaced far apart instru™ the hor? @
in the lower register. Attempts to make the instrument chromatic—able to produce tones(;“vs
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

P

he PrehiStOer T were favoured, the trumpet was somewhat set aside. It was only used
t ese instrmnen?nglns of the , to mark the rhythm and to reinforce the tuttis—the passages where
© f“ghten the S f ulfilleq the fUmpey Merge . . all the instruments in the orchestra must play. It was not
€velopeq ei durip u n Wi o yet flexible enough to be entrusted with elegant
Tighter. ro ha 8 ¢ Ommyp;..... 1€ hory melodies. Attempts were therefore made to improve

> It h aCterlst r the ICatln . A p p
elop ed 1 . ntyri 0 . pet 1 Outge, bot the instrument. In 1777, the stopped trumpet made
Th Old Tes d ; DPet jg igher. i I " ad to pe loug its appearance. It is curved so that its bell can be
While the anjfnent Mentjo COnjcy) jnstrulz)n “hed thy,, the]f tmmpet each stopped, thus copying the technique applied to the
8ges, tr the ent, orn, jtg tone ;. horna few years earlier. Another idea, which was also

’ e Sc nsj petaSa €1is . . .
Came ¢, p °S Were ,, ered tryp, Sacreq insy applied to the horn, was to insert various lengths of
of the Hog' 19N0uryp), N Pajreq W'thpe Playing , O;Uhent resery, tubing—or crooks—between the mouthpiece and the
Xpeng;y, ! d oo Y Were ¢, Cltledy,, Ympijc eveny OF priegsg_ instrument for playing in various keys. This trumpet
f Idie ’ st ian € nnc' € Midqj, Wwith its crooks, however, could not modulate—change
At the t lang, ere be . ree IcoUrtS anq Keys—without first having to cease playing.
i Supp]; 8ular

nStrume,,’ °1€ coul PPlied v, ot Mploy . . o
rende Was cafje q 8¢t foyy ¢ o Orse apq The invention of the piston valve, in the Romantic period,
brassr- Wag j posed tura] " a try turned the trumpet into a chromatic instrument capable of
ad st €lawsg pe Ccayge Mpet low, producing all its notes with a consistent tone. This novelty

€ it u

. €I reg; .
S€rieg of C8ister, The Was not embraced overnight because trumpeters had to

Oteg ; . . .
“Ntury, ¢, o rtes It coy]q relearn how to play. The invention did however allow the

Pearap, Curvijp OV the 15m
e-tuneq Cebutitw gtthe s, C
’ very eff.; . altim

c

Duy ient g ;o the slige tmakjng trumpet’s orchestral role to be.deﬁned: with its rin.ging tone,
str g the enajg § Mechap; Tumpe;  the trumpet would now dominate the brass section. From
Aght tr Sance, tp M was not then on, composers such as Bruckner and Tchaikovsky used
Uthpje ]th Clto it the trumpet extensively. Around 1830, a new instrument saw
One resemb]ee Tragg jnStrum Wood |, ¢ ap, Pearance 1, . the light of day in the trumpet family: the cornet. A conical
At thyy time S that ¢ €nts hyy, thelegg @ sorg of instrument, it has a velvety and pleasant tone. Its frequent use in
Miljarj,: - as o € and j ca n o has 4 cup military bands led to the appearance of veritable virtuosos who
h elveg 7% he hory T 4S soff] as ho]es. Its mastered the cornet with a dazzling technique.
It Was dul‘ing & the C]arjn 0 I‘:éltllt umpeters a]';lodlé)irinet.
Conceyy € Bay Ster, egan
€arnip ht Is. 17y, mpe(t]e € Periog that The advent of jazz in the 20" century allowed trumpeters such as Louis
s hg the ; . ) ) . .
Tequep; s oftly d een rep Mmpe acheq .Armstrhong, Dlzzy Gillespie anc'l Mll'es.DaV1s to stand out.. Their skilful
€ art try thejr hnj the improvisations stirred the public. It is important to mention Maynard

in I C . . .
Subject fumpey playiietm his Workg é O exam, fAque,  Ferguson, a Canadian who became famous for his talent at playing in
8 and Methoq Teat magy.. . ‘Bade  the upper register. In a modern-day brass quintet, the trumpet plays a
ght  role similar to the one played by the first violin in an orchestra.
t
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THETUBA

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 dragons 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.

Asto that first valved tuba, it appeared 20 years after the invention of Stozel’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 tubas 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

) el - usic instruments were needed for hunts
0'. c\\ambe oget\‘et and battles to follow their course or
EBP ntet ISP ings TN the for establishing contact with spirit
ass O Vo Puin®  ies g contact with spirits.
by e ¢ 2 ians creeW and Later on, their manufacture was
ens < s ace exe comeﬁo (e OVEY greatly improved thanks to advances
Renaiss? ot £ tWO ?eze\wto for V€. made in the handling of metals. Brass
ons'® ce 52 kb“:;e a jeces manti© ox  instruments then found their way into
i one Huo “\s““me:t;. as \ae“ttated churches and courts.
bras exs e € exe
co vodsﬁwa\d 2&6 VWS rass The invention of valves in
a(;ot\gs that, ave com (et a8 WE w 1813 brought about a
\ayed Y the prass ‘\‘;‘.‘ o NeW YO{‘ (WO radical change: all
v \S- wpea‘e asists © 1bass brass instruments
‘“stt“ aay first War- nco L2 (ox s then b
e ond b e b1 en became
wnoW ecO W mbone an e?eﬁo‘te cten by chromatic.
after he nor™m 2 “;e muS'\Cj“\ t\ Works wr Their use in the
“._“mpe‘s’ These days dts £ oﬂ%“_‘: gwaze?® orchestra is imposing,
« ombORe 4 pund? BoLI® ¥ with up to twelve horns being
et AT ogene “mexo\ls required. Brass instruments today
qui? Ma\co\‘“’ Jaition have become soloists in military bands
M“O\“ more: sez“ made as well as in jazz ensembles.

nd WA ¢ pave
ﬁ:nsctwez?:mﬁ"c“\ After more than 2,000 years of history,
(his type their primitive use has changed
for vie significantly. Brass instruments now
ense™ fill concert halls with their rich and

powerful tone.



MUSICAL REPERTOIRE PERFORMED
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Song of the Sicilian Sheperds
and Sikkinis Dance

Anonymous, arrangement: Jason De Carufel and

Sylvain Lapointe

Roman Calls

Jason De Carufel and Sylvain Lapointe

20" Century Fox Fanfare
Alfred Newman, arrangement:
Enrico O. Dastous

Venetia, Mundi Splendor /
Michael Cui Steno Domus

Motet for the Installation of the Doge
Michele Steno, 19 December 1400
Johannes Ciconia

RENAISSANCE

AL
<
\)
«OQ‘ Q@Q 0\{\@
A »
& &
N2 4@ &S
R edo R
¢
Vo MIDDLE AGES
Antiphony to the Holy Virgin
Anonymous Gregorian chant
ANTIQUITY

Canzon per sonare no.1
“La spiritata”

Giovanni Gabrieli

Now is the Month of Maying
Thomas Morley,
arrangement: Sylvain Lapointe

Fives Pieces, The Marie-Golde
Anthony Holborne

BAROQUE PERIOD

Three Pieces, Bal
Johann Pezel

The Four Seasons, Spring
Antonio Vivaldi, arrangement:
Sylvain Lapointe

Canon
Johann Pachelbel,
arrangement: Sylvain
Lapointe

Toccata and Fugue in D
minor

Johann Sebastian Bach,
arrangement: Frederick Mills
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XX* CENTURY

Bubble Jazz Cocktail
Marie-Josée Poulin

Q ROMANTICISM
Q)o > Come Together
QQ’ P\ Buzz Opera John Lennon, arrangement: Jocelyn
NG R Enrico O. Dastous Leblanc
6\0 Q‘\ ?50
o e;\(io &@qu Ballade Op. 65 No. 5 Décadence
.\gf et T . O e Edvard Grieg, arrangement: Alan Civil  Eprico O. Dastous
\)‘Q‘ ‘&\&«&’bﬂb @t @\){, @0 0&
" © &
60\4 < \)& oL ,Q\? & Hockey Night in Canada
o° fb}Q O Q,,b’ > Q’Qo :
A\ @ 06 C‘ﬁ\Q & Dolores Claman, arrangement: Jocelyn
S & Qo?» g . Leblanc
v.\,\ \K Qgﬁ\ &@0 (\* 04@
2 o &
O@QQO & %e"“\@ James Bond Theme
* A QO@Q QQ'@ Monty Norman, arrangement : Sylvain Lapointe
X 0 P
oY AT N
\}’b\@r& Johnny B. Goode
o Chuck Berry, arrangement: Sylvain Lapointe

On Broadway
Barry Mann, Cynthia Weil, Mike Stoller, Jerry Leiber,
arrangement: Sylvain Lapointe

The Rite of Spring
Igor Stravinski, arrangement: Benoit Coté

Singin’ In The Rain
Nacio Herb Brown, arrangement: Sylvain Lapointe

Super Mario Bros. Theme
Koji Kondo, arrangement : Sylvain Leblanc
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THE MAESTRO

Little Fanfare
Jacques Hétu

5t Symphony
Ludwig van Beethoven
Arrangement: Sylvain Lapointe

Just a Closer Walk
Traditional American
Arrangement: Frederick Mills

The Saint’s Hallelujah
Traditional American Folk / Georg-Friedrich Haendel
Arrangement: Luther Henderson
Adaptation: Sylvain Lapointe

Imperial March
John Williams, arrangement: Sylvain Lapointe

y A
BUZZBRASS

www.buzzbrass.com

Author and artistic director
Sylvain Lapointe

Director

Guillaume Lapierre-Desnoyers
Costume designer

Diane Coudée

Set designers

Sylvain Arseneau

Joannie D'’Amour

Lighting

Martin Dussault

Anne-Marie Rodrigue-Lecours
David-Alexandre Chabot
Translation

Shelley Tepperman

Gaétan Chénier

Teacher’s manual produced by
Sylvain Lapointe

Jason de Carufel

Translation

Carole Moquin

Revision

Gaétan Chénier

Graphic design:
Nimoov Communication
Michel Bérard
numoov.com

22



