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CHAPTER I

THE LIFE OF PAUL HINDEMITH

Paul Hindemith came into this world on November 16,

1895 in Hauau, Germany. Having studied violin and viola

at an early age, he later studied composition at the Hoch

Conservatory in Frankfurt-on-the-Main with Arnold Mendlessohn

and Bernard Sekles. He became concertmaster of the

Frankfurt Opera House in 1915, and was founder, conductor

of, and violist with the Amar String Quartet. This quartet

presented programs throughout Germany in modern chamber

music. 2  In 1923 he became conductor of the Frankfurt Opera

and in the following year married Gertrude Rottenburg, the

daughter of the director of the Opera. 3  For three consec-

utive years, between 1921 and 1923, the major compositions

of Hindemith were featured on the programs of the

Donaueschingen Festival in Baden-Baden, In 1925 his con-

certo for piano and twelve solo instruments (Kammermusik)

was introduced in Venice, and the Dresden Opera under

1Felix Borowski, "Program Notes," Dallas Symphony
Orchestra Programs (Dallas, December 12, 1949), pp. 241-243.

2 David Ewn, American Composers Today (New York,
1949), p. 127.

3The New York Times, December 30, 1963, Sec. I, p. 1.
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Fritz Busch presented Cardillac in 1926. These works were

followed with a wealth of compositions including his famous

opera Maw der Maler 4  From 1927 until 1935, Hindemith

taught composition at the Hochschule far Musik in Berlin,

where he was appointed Professor by Franz Shreker.
5

Although Hindemith had only a scanty formal education,

he became a self-taught scholar. He studied foreign

languages, history and music theory and was especially

interested in the humanities. 6

Life, however, was not all work and no play for Hindemith.

It is interesting to note that a man of so studious a nature

would take such great pleasure in hobbies such as toy 
trains

and woodworking. H. H. Stukenschmidt has stated that on

one occasion of a visit to Hindemith, he could not get in

to see the composer because of toy train tracks running

throughout the apartment.7

Hindemith had an ambition to play all the instruments

of the orchestra as well as his principal instrument, the

viola. In addition to the horn and trumpet (which he played

fairly well), he also played to a lesser degree of proficiency

4David Ewen, The Book of Modern Composers (New York,

1942), pp. 301-362. -

5H. H. Stukenschmidt, "Personal Note," in h New Book

of Modern Composers, edited by David Ewen (New York, 1961)

p. 213.

7Ibid.6lbid,
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the oboe, clarinet, flute, piano, and even in private

attempted to sing.S Oliver Daniel stated, "One of the few

composers to have mastered nearly all of the 
usual musical

instruments in Western orchestras, he became one of the most

complete musicians of our age."9

During these years Hindemith maintained a reputation 
as

a performer and conductor. For instance, in 1929 he gave

the first performance of William Walton's Concerto for Viola

in London. 1 0

When the Nazi party under Adolph Hitler came into power,

Hindemith was forced to leave his homeland. The music of

Paul Hindemith did not conform to the likings of the Nazi

party.11 The Nazis criticized Hindemith as being a "cultural

Bolshevist." 12 In 1935 he went to Turkey and in that year

traveled in other countries conducting his own works and

performing. 1 3

t Ibid.

9Oliver Daniel, "1l95-Hindemith-1963," Musical
America, LXXXIV (January, 1963), p. 59.

1 Eric Blom, "Hindemith, Paul," Groves Dictionary of

Music and Musicians, Vol. IV (New York, 1954).

11 David Ewen, American composers Today (New York, 1949),

p. 128.

12The New York Times, December 29, 1963, Sec. 1, p. 1.

1 3 David Ewen, The New Book of Modern Composers (New

York, 1961), p. 212.



4

Hindemith came to America in 1937 but did not gain

American citizenship until nine years later in 1946.14

It was in 1937 that his famous book Unterweisun in Tonsatz

was first published in German text. Arthur Mendel trans-

lated the book in 1941 as The Craft of Musical Composition.

In 1940 he became a member of the faculty at Yale School

of Music,15 although he also taught at the Berkshire Music

Center. He became Battell Professor of Music Theory in

1957 and taught alternate years at Yale University and the

University of Zurich, Switzerland.16

In 1953 he settled in Zurich, Switzerland, and in 1954

was awarded the Sibelius Prize, which is an award of

$35,000 conferred each year on an outstanding personality

in the field of music. 1 7  The award was conferred by the
1$

President of Finland in Helsinki.

During his last ten years, Hindemith made numerous

appearances throughout the country as a guest conductor.

14 David Ewan, American Composers Today (New York,
1949), p. 128.

1 5 David Ewin, The New Book of Modern Composers (New
York, 1961), p. 212.

16 Felix Borowski, "Program Notes," Dallas ymphon
Orchestra Programs (Dallas, December 12, 1949), pp. 241-

243.

1 7 David Ewen, The New Book of Modern Composers (New
York, 1961), p. 212.

1 The New York Times, December 30, 1963, Sec. 1,

pp. 1, 17.
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In December of 1963, he became ill at his publisher's home

in Mainz, Germany. He was returning to his home in

Switzerland after having conducted some of his works in

Berlin. He died at the age of sixty-eight in a Frankfurt

hospital of a circulatory ailment on December 28, 1963.19

Hindemithts life has been divided into three periods

by Maxine Bloch. 2 0 The first period consisted of approx-

imately nine years from about 1917 until about 1926. Operas,

chamber music, and songs of a romantic nature were produced

during this period.

The second period consisted of approximately seven years

from 1927 until 1934. This was the period of the

Gebrauchsmusik. The term defined as functional music was

invented specifically for Hindemith because of the great

work that was produced by him for radio, theatre, pianola,

and for the mechanical organ. He felt a strong responsibility

to produce music for society geared to its "present day needs,

tastes and pursuits."2 1

The third period began around 1934 when he became iden-

tified with the neo-classical movement. Hindemith resorted

to the more traditional forms of composition in his mature

years. The music discussed in this paper falls into this

latter period of his life.

t9 Ibid.

20 Jaxine Bloch, "Paul Hindemith," Current Biography,
LXXIX (New York, 1941), pp. 313-314.

21Ibid.



CHAPTER II

ANALYSIS OF MATHIS DER MALER

Hindemith was inspired to compose Mathis der Maler by

three paintings of the sixteenth-century artist, Mathew

Grinwald. The paintings are presently hanging in the

Isenheim Alter, of the Museum at Colmar, Alsace. Mathis der

Maler has actually known two lives. It originated as an

opera, but Hindemith later selected three orchestral excerpts

from the opera score and developed them into a symphony--

although it is more like a suite than symphony. The first

movement, "The Concert of the Angels," is actually the over-

ture to the opera, the principal theme being a melody utilized

throughout the symphony. The second movement, "Entombment,"

is derived from the sixth scene, and the final movement, "The

Temptation of Saint Anthony," comes from the intermezzo of

the final scene.

The story of the opera deals with the life of the painter.

It is a romantic story set against the turbulent background

of the Peasants' War of 1524. Mathis abandons his life's

work, that of painting religious pictures, and joins the up-

rising of the peasants against the church because of the

degeneracy and vice of the church. Once in the struggle,

however, he sees as much murder, pillage, and injustice on

6
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the side of the peasants as he had seen on the other side.

He abandons the movement along with his beloved Regina, the

daughter of the leader of the uprising peasants, to seek

peace of mind in the Odenwald. He is haunted by ugly appa-

ritions, they disappear, and beautiful visions, panels from

the Isenheim Alter, appear and return to his art. Regina is

no longer with him, and with a peaceful resignation, he gives

up the outside world.1

Analysis

Hindemith adheres to the traditional concept of using

two trumpets in his orchestral brass section. The trumpet

parts are notated in concert pitch on the score implying the

use of the "c" trumpet, although in actual practice, the

parts are often transposed and played on the B-flat trumpet

by the performer.

Hindemith avoids the use of the upper register trumpets,

such as the piccolo trumpet, or the lower register trumpets,

such as the bass trumpet. Contemporaries of Hindemith, such

as Igor Stravinsky, have found uses for these instruments.

However, Hindemith seems to feel that there are other instru-

ments more qualified to speak in these registers.

Before the trumpet with valves was invented around

1S15, trumpets were used mainly as a part of the percussion

1 David Ewn, The Complete Book of 20th Century Music
(Englewood Cliffs,7T76l), pp. 173-174.



section.2 With the advent of valves, however, the trumpets

were enabled to play chromatic passages and melodic passages.

The modern trumpet is well suited to playing varied types of

roles, such as rapid tonguing, which is typical of many

trumpet parts, or of soft lyrical playing. Modern composers

have finally accepted the trumpet as a complete musical

instrument with broad capabilities.

The trumpet is primarily used as a lyrical voice and is

often the predominating sound. However, it is also used in

the role of providing accompaniment for other members of the

orchestra.

The trumpet has excellent blending qualities in combina-

tion with other orchestral instruments. Hindemith used the

trumpet in several interesting instrumental combinations,

each one creating a different tonal quality and adding a

different color to the sound of the orchestra. Some

examples of these instrumental groupings are as follows:

The trumpets voiced with the French horns achieve a full

but tight and compact brass section sound. An example of

this is found in Figure 1.

2 lyde E. Noble, The Psychology of Cornet and Trumpet

PUtrin (Missoula, 1961, p. 15.
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Fig. laExcerpt from Mathis der Maler, third movement

I9 plus eleven measures,illustrating trumpets voiced with
French horns.

The trumpet in unison with one clarinet and oboe creates

a sound quite different from that of any single instrument.

It seems as if a new instrument has been added to the orchestra.

An example of this is shown in Figure 2.

Fig. 2--Excerpt from Mathis der Maler, first movement

plus seven measures, fllstriing the trumpet, oboe,
and clarinet in unison.



10

Hindemith must have believed that the oboe and clarinet

had a certain kinship in sound with the trumpet, for he often

used one or both of these instruments either in unison or

in octaves with the trumpets. See Figure 3.
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Fig. 3--Excerpt from Mathis der Maler, first movement,

, illustrating further use of trumpet, oboe, and clar-

inet used together.

Further examples of this can be found in the first

movement, 9 plus three measures and in the second move-

ment, j plus eleven measures.

The trumpet in unison with the complete brass section

is seen in Figure 4.
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The trumpet is also voiced above the complete wind

instrument section as shown in Figure 5.
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Another good example is shown in the third movement

at f plus twelve bars showing the trumpet voiced above

the brass section in the final chorale, "Alleluia."

The trumpets are seldom scored in ensemble with the

strings. On the contrary, they seem to be used along with

the other wind instruments in contrast to the strings.

Both trumpets are used together most of the time, with

the exception of a very few solos. They are used only once

as a section apart from the rest of the orchestra and here

they are in octaves. See Figure 6.

Fig. 6--Excerpt from Mathis der Maler, third movement,
12 plus three measures, illustrating the trumpets as a

section.

Hindemith rarely uses the two trumpets in thirds with

each other for any period of time. Often they will move in

and out of thirds several times in a passage, as shown in

Figure 7.

Fig. 7--Excerpt from Mathis der Maler, first movement,
plus four measures, illustrating trumpets in non-parallel

motion.
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Another good example is shown in the third movement at

[1 plus four bars.

Hindemith liked to use the instrument melodically. This

is evidenced in the following examples: The first entrance

of the trumpets is one of a melodic nature where a restatement

of the principal theme, "Es sungen drei Engel," is accom-

plished. It was first stated by the trombones in unison and

next by the French horns. (See Figure 3.) The two trumpets

are voiced in octaves in this instance. Hindemith's reason

for this was probably.to give the statement strength. The

voicing of the trumpets in octaves with each other is some-

what of a traditional device used by the classical composers,

although their reasons for using it were different from

Hindemith's. Before the addition of valves to the trumpets

making chromaticism possible, there was little choice of

notes available to composers in scoring for the trumpet, at

least in its middle and lower registers. The composer had

at his disposal only the notes in the trumpet's natural

harmonic series. As a result, trumpets were usually scored

in octaves and fifths. As mentioned earlier, the trumpets

were used actually as a part of the percussion section. As

a matter of fact, in the classical period the trumpets were

almost never used without the tympani. An example of this

style of writing is shown in Figure 8, an example from

Mozart's Haffner Symphony.
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Fig --Ecerpt from HaffnerfSymphony, first movement,
measures four and five, illustrating the trumpets in octaves

used with tympani.

Hindemith used the trumpets as an excellent outlet for

syncopated figures as is shown in this example, 
Figure 9.

Fig 9--Excerpt from Majs der Ma4er, third movement,

1 plus ten measures, illustratTn the trumpets playing a
syncopated figure.

The trumpet because of its predominating sound and brilliant

tone has been chosen to play a sustained solo in the finale.

The trumpet is augmented with full chordal statements by the

rest of the brass section leading into the final climactic

chord. See Figure 10.
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Fig. 10--Excerpt from Mathis der ,aer third movement,
plus six measures, illustrating the trumpet playing a

sustained solo.

Another good example of the use of trumpets in sustain-

ing tones will be found in the third movement at 5 .
The trumpet line is predominately made up of whole

step and half step motion, and with arpeggiated figures.

Hindemith also utilized the trumpets in playing accom-

paniment figures. The following example in Figure 11 shows

them with the horns, oboes, and clarinets playing an eighth

;r .

"r
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note staccato figure accompanying the unison strings and

bassoons.
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Fig. 11--Excerpt from Mathis der Maler third movement,
1 plus ten measures, illustrating the trumpet playing an
Tcompaniment figure.



Figure 12 is another example of the trumpets in an

accompaniment figure. The trumpet is voiced with the com-

plete brass section in a series of rhythmic punctuations.
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Fig. 12e--Excerpt from Mathis der Nal , first movement,
plus eight measures illustratilng the trumpet with the

brass section in rhythmic punctuation.
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Through the years rapid tonguing has become a trade-

mark of the trumpet, but Hindemith has little use for the

instrument in this manner. An isolated example can be seen

in Figure 6.

It is obvious to the student of the trumpet that

Hindemith had an adequate knowledge of that instrument.

His ability to perform well on the instrument was in no

small degree responsible for this. The trumpet parts in the

symphony were all written well within the practical range

of the instrument. The highest note played is B flat, above

the first leger line, above the staff. The lowest note

achieved is B flat, two octaves lower. It is interesting to

note that the full practical range is employed while the

extreme lows and highs are avoided except for special effects,

such as a climax near the end of the piece. This is seen in

Figure 13.

tO u$

blow

Fig. 13--Excerpt from Mathis der Maler, third movement,
35 , illustrating the trumpet in Ridemith's extreme range.

b b
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Hindemith employed the full dynamic range of the

instrument from iff to pp. However, most of the trumpet

parts are in the C to Cf range.



CHAPTER III

ANALYSIS OF SONATA FOR TRUMPET

The Sonata for B-flat Trumpet was published in 1939,

a period of time when Hindemith had decided to compose a

sonata for most of the instruments in the orchestra, and

soon after his famous book Th Craft of Musical Conosition

was written. The Sonata followed Mathis der Maler by five

years.

The Sonata is scored for solo trumpet with piano

accompaniment in three movements with a coda.

Hindemith uses the trumpet in this work in a number of

ways. Figures 14 and 15 are examples of the trumpet being

used in two manners, that of a powerful dynamic force and

that of a soft and lyrical nature.

I -~ \

Fig. 14--Excerpt from Sonata for Trumpet, plus four
measures, illustrating trumpet as a powerful force.

21

.... ... ...



22

Fig. 15--Excerpt from Sonata for Trumpet, $ ,
illustrating the trumpet's soft lyial qul ties.

The trumpet is very effective in playing soft, staccato

passages. A common misunderstanding of the full capabilities

of the trumpet has led many a composer to limit the trumpet

role to one of power and force or in playing passages con-

sisting of rapid tonguing. Certainly the instrument is well

suited for this, but in the hands of a capable performer,

it is compatable with playing soft lyrical or soft

staccato type passages. Because of these traits, it is

especially well suited for chamber music. Hindemith used

the trumpet to good advantage in playing light staccato

passages such as this example shows:

Fig. 16--Excerpt from Sonata for Trumpet, plus

eight measures, illustrating the trumpet playing soft staccato.
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The trumpet, in the hands of even a moderately good

player, presents no particular problem in playing wide inter-

vals. It is interesting to note that Hindemith uses the

interval of a perfect fourth and its inversion the perfect

fifth predominately in this composition. The trumpet is

well suited to play intervals of this type as evidenced by

the fact that Hindemith uses this interval in the trumpet

part alone a total of ninety-six times in just the first

movement. This means that over one-fourth of the intervals

written are intervals of a perfect fourth or its inversion.

There is very little typical trumpet writing in this

Sonata, that is, passages of rapid tonguing. It is inter-

esting that there are only two places where rapid tonguing

takes place, and in both of these places the tempo is not

very fast (M.N.= 96 - 100). Both times the dynamic level

is at piano and both times triplets are being played. Also,

both of these passages immediately precede short solos for

the piano.

.S.

4I
P,

Fig. 17--Excerpt from Sonata for Trumpet, plus one
measure, illustrating the trumpet dTiying triple s.
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Actually, the trumpet part of the Sonata is quite

lyrical. The piano is used sparingly as a solo voice, but

at least in enough places to avoid monotony and to allow

the trumpet soloist sufficient resting space.

As stated in the previous chapter, Hindemith had an

intimate knowledge of the capabilities of the trumpet. This

is again obvious for the entire Sonata is written well within

the middle register of the instrument. Middle C is the very

lowest note the trumpeter is called upon to play, and even

this note occurs only twice in the entire composition. The

composer consistently utilizes the register wherein the

trumpet displays its most sonorous tone. The highest note

achieved in the composition is B natural above the staff,

and this note only appears in three different passages. Here

again, as in Mathis der Maler, Hindemith uses the full

practical range of the instrument, avoiding the extreme

ranges. The great bulk of the work is performed between

low E in the staff and A flat, first leger line above the

staff.

Hindemith uses the full dynamic range of the trumpet

from the restatement of the primary theme in the first move-

ment in measure sixty-seven at fortissimo to the pianissimo

passage in measure forty-six in the third movement; however,

the major portion of the work is written above the mf marking.

This Sonata is one of the most physically tiring pieces

in the trumpet repertory due primarily to the consistent
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demands of dynamic power and continuous, sustained playing.

There are resting and breathing spaces throughout the work,

but not enough to offset the long passages that are usually

played above a mf marking. The aforementioned problems are

of real concern to the player but the most tiring part of

the Sonata is the final chorale in the third movement, "All

men must die." This is a Bach chorale, arranged by Hindemith,

consisting of twenty-seven measures in length at a very slow

tempo (N.M. e = 40). The trumpet plays consistently through-

out this passage without a break and at varying dynamic

levels. This Sonata is very popular, due to its fine lyrical

qualities, among better college and graduate level trumpet

players. However, due to the aforementioned problems, very

few players have performed the last movement, and especially

the chorale, decently. The chorale ends the work with no

apparent connection with the rest of the work with the

exception of the possibility of the rhythm pattern which the

piano plays underneath it.

It should be noted that prior to the time this Sonata

was published, there was little music of this type available.

The great majority of the music available to the trumpet

player was of the "cornet virtuoso" variety (triple and

double tonguing, trills, chromatic runs, arpeggiated passages,

and florid cadenzas). Only in recent years have composers

actually consistently contributed good music to the trumpet

literature. Worthy of special mention in this regard are
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the French composers, who in recent years have contributed

greatly to the literature of the trumpet. This Sonata is

significant because it was actually one of the first of a

trend toward good solo music for the trumpet.



CHAPTER IV

ANALYSIS OF SEPTET FOR WIND INSTRUMENTS

The Sepet for Wind Instruments was first published in

1948, following the Sonata for Trumpt by nine years. This

composition, as does Mathis der Maw and the Sonata for

Trumpet, falls into the third period of Hindemith's life as

defined by Maxine Bloch. (See Chapter I.)

The Septet, in five movements, is scored for flute, oboe,

clarinet, trumpet in B flat, horn, bass clarinet, and bassoon.

Hindemith uses the trumpet quite sparingly throughout

this piece of music. However, when the trumpet is used it

is used conspicuously. It should be noted that Hindemith

has scored this work actually for a woodwind quintet with the

additions of two remote instruments, the trumpet and the bass

clarinet. The bass clarinet is a woodwind instrument to begin

with so it fits the character of the group quite well. The

trumpet seems to be the outcast member of this particular

group. True, the horn is a brass instrument also, but it is

generally considered a woodwind instrument when playing in a

woodwind quintet because of its excellent blending qualities.

But because he wanted a sound that would contrast with the

other instruments and also have good blending qualities, it

was only natural that he chose the trumpet.

27



As stated previously, the trumpet is used primarily as

a solo voice and always as an independent line of its own.

Fig. J&-Excerpt from Septet for Wind Instruments, first
movement, LC, illustrating the trumpet as iTdependent
solo voice0

Fig. L9--Excerpt from Septet for Wind Instruments, third
movement, measure one, illustrating the trumpet as an inde-
pendent solo voice.

Again in this composition, we see that Hindemith has an

affinity for using the trumpet in a melodic manner as con-

trasted to the typical use of the instrument by many composers.

It is used primarily in a lyric manner, with no rapid tonguing

passages, but some staccato eighth notes used in an accom-

paniment figure are in evidence.
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The entire piece is characterized by the linear design

of the individual parts and in this respect is not unlike a

similar composition, L'Histoire du Soldat, with the same

number of instruments, by Igor Stravinsky. In fact,

Hindemith's compositions in general are characterized by

this linear design.

Hindemith uses the trumpet quite sparingly throughout

this work as demonstrated by its complete absence in the

second and fourth movements. It must be noted, however,

that although these movements are slow in tempo, they are

both short intermezzi movements.

Once again, the pattern concerning range that Hindemith

has established is in evidence. No extreme ranges are used,

either high or low. The composer actually calls for a more

narrow range in this work than in the Sonata for Trumpet,

the top note being A immediately above the staff and the

low note being bottom line E flat. Again in this composition,

Hindemith utilized the trumpet's dynamic range from fortis-

simo to pianissimo. There was no occasion for the fff, for

the trumpet sound was already outstanding in comparison to

the other instruments.

In contrast to the Sonata, seventy-one different inter-

vals were played in the first movement, and only fourteen were

perfect fourths or perfect fifths. This is slightly over

one-fifth of the intervals played by the trumpet, somewhat

less than in the Sonata. Movement of half and whole steps
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is predominant while intervals of major and minor thirds

and sixths are quite scarce.

When not playing solos, the trumpet is usually given

accompaniment parts, independent from the other instruments.

Fig. 20--Exgpt from Septet for Wind Instruments,
third movement , plus six measures, Illustrating the
trumpet playing off-beat eighth notes as accompaniment.

In this work, the trumpet is very seldom used in unison

or octaves with any of the other instruments, as it was in

Mathis der Maler. One such isolated instance of this is

as follows:
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Only once is the open trumpet (without mute) voiced

with another instrument and that is with the one other member

_Solo

-/

BS'8-37477

Fig. :.-Excerpt from St4 for Wind Instruments, third
movement, , illustrating t e trumpet and French horn as a
section.
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of the brass family, the French horn, playing an off-beat

accompaniment part.

Hindemith used the trumpet when it was needed--he did

not give parts to play that were insignificant just to keep

the player busy. Unfortunately, the very opposite is the

case with a good many composers today. With this work, the

trumpets are treated as special instruments and their use is

always a refreshing change.

In measure 152 of the first movement, the dampfer

(mute) is used. The muted trumpet is voiced above the oboe,

the clarinet, and the bassoon. The open trumpet is usually

p11
r urAn

g. _-E rp, r4 p f Wd In,

,SS 747

Fig. 2-Excerpt from Septe4 for Wind Instruments, first
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treated in a contrasting manner to the other instruments

while the muted trumpet, with its softer tone, is treated

more as a member of the woodwind group. The trumpet with

straight mute produces a sound not unlike that of the oboe,

and in many cases of contemporary band arranging, it is used

as a substitute for the oboe sound. It is also interesting

to note, especially in light of what has just been said,

that an echo of the same thematic material played by the

muted trumpet is played by the oboe itself a few minutes

later.

Fig. 6--Excerpt from Septet for Wind Instruments, first
movement, JJ, plus six measures, illustrating oboe answer
of muted trumpet statement.

Rarely is the trumpet voiced as a member of the whole

ensemble (the first and twelfth measures of the first movement

are rare exceptions); rather, it is generally used as a

separate and distinct line.



CHAPTER V

CONCLUSION

Hindemith had an abundant knowledge of the capabilities

of the trumpet. He never used the trumpet in excessive

ranges, either high or low, in any of the compositions

analyzed.

There was no noticeable difference in his use of dynam-

ics among the three compositions. Both fortissimo and

pianissimo were used in all three compositions, and all of

the degrees in between were used also. Mathis der Maler did

go up to fff on a climax, but this was permissible because

the much larger orchestra made it possible for the trumpets

to play loudly without overbalancing the over-all sound.

The performer is given sufficient resting space and

breathing space in the symphony and septet, but is taxed

considerably in the sonata, because of continuous demands of

dynamic power and sustained playing.

What has been considered as typical trumpet parts have

been avoided, such as rapid tonguing, rapid arpeggiated

passages, or fanfare-like passages; rather, the trumpet has

primarily been used as a predominant type of melodic voice,

sometimes independent of other instruments. Hindemith used

the trumpet in combination with other instruments to create

35
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some fascinating tonal effects in Mathis dr aler, but

avoided mixing the trumpet with other instruments in the

Septet.

The trumpet was used in accompaniment figures but not

in an excessive amount.

In conclusion, it can be said that there is little

difference in Hindemith's use of the trumpet in the three

compositions analyzed.
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