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Letters to
Editorrs note: Tbe editorial board of the
Society sants to encourage members .to
€xrpness their opinions concerning any
subject of isterest through this Letters
ta'tho Edit6 colwnn. We suggest that
the letters be no more than 300 words
in length and we necessarily res€rve
tle rieht to edit all letters.

AII l-etters shriuld inchide the full name
and address of tbe wri,ter.

Pbotographs of appropriate subjects
are also of interest. Credit will be given
to'[he photogrepher and the photognaph
retorned to the sender.

BR,IEFE AN DEN REDT{'KTEUR
Worte des Red,akteurs: Die Redaktion
d6r Eorneesellschaft mbchte alle Mit-
gtieder fd'rdern, ihre Meinungen und
Gedanken, durch diese Kolumne Briele
on dcn Red,akteur auszudriicken. in Be-
zug auf alle Themen von Interesse. Wir
schlagen vor, dass die Briefe nicht liinger
als 300 Wdrter sein soll'ten und wir be-
balten uns no,twendigerweise das Recht
vor, alle Briefe zu redigieten.

Alle Briefe sollen den Namen und die
Anschrift des,Schreibers einschliess€n.

Wir intenessieren uns auch fiir Photo-
graphie passender Gegenst'rinde. Aner-
kennung wind dem Photograph gegeben
und die Aufnahmen werden dem Sender
zuriickgeschickt.

CARTAS AL EDITOR
Not'a del editor: La junta editorial de
la Sociedad desea animar miembros a
exDresar sus oqciniones tocante tdnicos
de-interds por e-sta columna - Cart?ts al
editor. I'es sugerimos que estas cartas
no .gontengan yt6,de 300 qalabras de
contenrdo; y ademas, necesarramenf,e re-
s€rvamos el derecho de redaciar toda3
las carLas.

the Erlitor
Las cartas deben incluir el nornbre.

apellido. v direccidn del escritor.- Fotoi de t6picos apropriados tanrbidn
nos interesan. Acreditamos al fot6grafo
y devolvemos la foto'al enviador.-

LETTRES A L'EDTT.EUB
Note de I'editeur:.,Le comite editoriral de
la societe desire encouDager ses mernbres
a exprimer leurs opinions euq tout zujet
d'i,ntereret par l.'entremise de cette co-
lonne portarit le titre general de Lettres
a l'editeur. Nous suggerons que les let-
trgs ne denassent pas 300 mots et nous
nous reser-vons le -droit de les editer et
d'y appoiter les retouches ,necessaireF
s'il y e lieu.

tt6"Gs ies lettres doivent ipclure, au
long, |es noms et adresse de I'auteur.

Nous a$precioir,s aussi toute photo se
lapportant a un sujet approprie. L'oeu-
vre du photographe lui sera attribuee et
les phptos serone rgtournees a lrexpedi-
teur'. :

LPTTERE AL REDATTOAE
Osser.vazione dal redattore: IL oomitAto
di editore della Soeietd desidera incorag-
qiare i suoi membri di voler esprimere
f toro pareri con rispetto a qualsiasi
soggetto interessante circa a detta co'
lonna "Lettere al Redattore,"
Et a suggerire che le lettere escrite non
siano di una lunghezza di pui di 300
parole e necessariamente vogliamo riser-
vare i diritti di redattorc a "tutLe le let-
tere.

Accluso nelle lettere si dovreble leggere
il nome intero e I' indirizzo dello scri.t-
tore.

Fotografie di soggetti adbtti sono
anche d' interesse. Credito. sar:i. dato al
fotografista e la fdtografia sard resti-
tuita al . mitt, nte. __.----::_-.

To the editor:
Congratulations on The Horn CaIl -

Jt's great! It was nic,e to see James
Decker, Phil Farkas and - Harold Meek.
Here's to manY more' 

Dick shores
TV eomposer in Holl'wood

Ercino, California
-* ; t :13*.

To the editor:
Bravo! The first issue of 'The Horn. Cull

maqazine is a srnashing su@ess. Thank
you- for havine it sent id me - Mr. Lin-
dels cover is first class.

My forte is laying out interesting ads.
When ads begin coming in I will be most
happy to contribute my part, if needed.

2

Ev,anston. Illinois 
Bill Mercier'

Y;r;";-;;";;;i iff", is most graciousty ac-
centeil. Manu thanks lrom zs oll. editor'

' ' t ' t * r .

To the editor:
The first edition of 'The Horn'Call is

most ' deservine crJ the congratulations it
has received flom internationally famous
rnusical persons. May I humbly' but er
thusiasticallv add mine. It is fill'ed witl
intenselv inlerestins material, tastefullr
formatt6d. and presented in a beautifultr
designed iover.-Long may it continue tr
be published! ,
El Cerrito, California S. Earl Sa@

The Instrumentalist



?o the, editor:
Thr;ks for the Ewa Cott Beautifill job

-congrratulations.
Vance_Be.ach

Editor,
Senaa Sordino

Ircs Angeles, California

To the editor:
Thank you for printins mv article.

"Summer Horn Teacf,ing, ii'theiirst Dub:
lication of The Horn Call. I have alr6adv
received $ome encouraEing comments. It. ii
indeed an honor for me to- be a mernber of
the International Horn Societv. anCI The
Eorn, CalI promises to be an ex-c6llent pub-
Iication. Both are a rnust for all ser:ious
hornists.

To the editor:
Congratulations on ]rour publication,

{*!*u:"rc"r9'l9,if ""si?ri;ffi f*
lnoula ce.rcal+{y. be a, success. I just sentrn. my subscription.

. Ilerbert pierson
. pr'iladelphie Orchestra

Trenton, New Jerse:y--
To the editor:

,, My compliment-s on the first Hotn Ca,ll.r[ rs very well done, really international
rn scope.

Philatlelphi6, pennsylvania rbuise Horner

To the editor:
. I've enjoyed .the Voluqne I, Numher Irssue ,and 

-want to congratulate you. ft isvery..good and very attractive. I'm sureu wul .create a stir in the musical worldano not onty among horn players.
Osbourne MeConrathy

Newton lfighlandc, Massachusetts
To the editor:

r f""ir##?Iii:t fi[ .1.i*, #?ll "$:lf:one.l have talked to. The choice of colois
9.n. me. cover wer,e great. I found the ar-ncres rnteresting and well written.

The Horn Coll looks just fine. and I am
most happy to have it.-Keep up the good
work

",8trff#il
Broadcast Music, Ine.

New York, New York

To the editor:

_,Con_gratu_lallons on the first edition of
Thc Horn Call. lt far exceeded mv ionaeit
cxpeclations. We certainly chose t-he finest
pcsible editor.

(Mucly ef the succesa of our journa,l isgou.r design, W allg.) --__
To the editor:

I .t$$ the issue is altogether com_mendra-bte and really spte"Oa'. --endlii
ove.r,arl _appearance is so fine, whidr ie
I93uy Ttr1t_ eounts. fire effect of the wholeErung,_ lnstde and out, is so ̂ striking thatI think i! wif have qriite an impa*-6n-[tr"
norn rraterrrity-, and ourers. The cover is
Jusf .a wow with the contrastinq coDrrerand Drown _tones reversed from ironl'to
rlacx cover. 

-we 
wene certainly fortunate inrrnqrng such Eood print€rs.

Cornwall, New Yrork

To the editor:

Bloomington, Indiana

Ahby Mayer

Fhil,ip Farkas

Waldernar Linder

Wendell lloss

trbed Fox

&

Malibu, Oalifornia

Glendale, California

To the editor:

(There were many others whose work also
sent into this. editor)

To the edirtor:

- Uay I expness my congratulations for'he copy of The Hom. Call conbainins the
memoriem to my father, Max potta?. It
sould have touched him deeply. as ildid
m_ g -as his long life was hapfy and ful-
filled with his lnvolvement fill tiiJ trorn
and his associates.

tDorothy pottag Barbour
Indianapolis, Indiana

To the editor:

_-I am deliglrted to have this first issue of
T.n" E-ry Call and congratulate vou- on
its poblication. f am co'irfiAinfltiat t[6
Fhole pro-fession will look forward to re.
eer9rng subsequent issues.

W. L. Ifousewrieht.
Dean, School of MuS6

The Florida'State University
Tallahassee, Florida

.. The Horn Call arnved and what a thrilt
i:.IfJr?"H"#;J"*1,15
r"ltlrt};,i?i,"l. tnfil'"t 

"t'"o.- 
l'" -i.' ti

Talrahassee, Florida 
william c' Robinson

To the editor:
The first Horn Cail was great. Con_g'ra.p]rlatt0ns, youte done an excellent job

Los Angeles, California



To tle editor:
I'm so i-oress€d I can hardly hold the

pen! A-nd Volume I, Nunber I (!) - you
inust tow wtat that means to a librarian.
Itb ilonb in sucb good taste from the
eover designs onvards. Nee4legs to soy-
mv sbecri-dion qoes out in the next mail
foi the bddit of our rnusic department.

virsinia r.ifrHi-4*
Ilomont, Pennsylvania

To tle editor:
Congtatulations on the first issue of

Thc Eorn CoIl. It's a beautiful job and I-
can appr.eciate the enormous amount of
work 6i it I hope it is a big success a,mong
hona Pla'ers' 

John Holmes, oboe
Boston Syrnphony Orchestra

Needham, Massachusetts

To the editor:
f a,rr enclosing a check for five dollars for
the dues of a German friend:
Eerr Bernhard Bruchle
8 Munich 90
Lat€ma,rstrq,sse 13
Geruany

He was pl,aying .in the Nor'lir Carolina
Srrmphonv at tf,e time he was paralyzed
wittr-a bioken neck in a swimming acci-
d,ent. You would probably categorize him
as .an amateur, then; since he can no longgq
n]av. IIis interest in horn is, however, still
bll-ionsuminE. For veors he has collected
information about the horn literature. This
work has resdlted in the ptrblication of a
book. whioh vou misht wish to announce:
Hori nfiUoiraplaie, publisheit by the pub-
lishers Heinrichshofen in \[ilhelmshaven
in autumn,,1970; This 304-page book gives
aporoximatelv 4000 compositions for horn
ci€ecorized bv the instrumentation (num-
ber'of hornsi. Etudes, orchestral studieq,
solos. chamber music, etc. 'are all included,
iFor'example, ?60 woodwind quintets and
560 nieces'for hora and piano). In each
qrounins. the works are given by com-
Sosei il alphabetioal order. Publisher'
hate of composition, and the fact if the

"ronk 
da avait'arte on iecords are also given.

An extensive alphabetieal listing of co-m-
posers and authors is in the appendix.
i\4anv illustrations such as early enErav-
ines-and drawings enhanee the book. So'me
are entire pacei. The entire volume is
indexed for briiek referenee; dates of com-
nosers and players are also Eiven.
T'lre book dan- be ordered direclly from
tle nublish.er cir thfouEh a book dealer.
The cost is 2? Geiman marks (approxi-
mately $?.00). Although the book is in Ger-
man. I feel sure that any knowlectgeaole
horn player coulcl figure out how to use
4

the lists. I arn sure that active horn play.
ers will find the book extrenely usefut.

Ceeilia C. Baumann
. Department of Gerrnan and Russian

Ebntrurst, Illinois 
Elmhust college

To the editor:
Consratulatiotu on your first issue of

The Eorn CalL lb should be an infonna-
tive and entertaining matgazine for all
horn players' 

Mi.lan Yancich
Rochester, New York

To the editor:
'We received the first Hotn Coll, and

alreadv learned much from it; its sincere
tone a:nd diversification is greatly appre-
ciated. Thank vou for taking the time
necessary to make this periodical such a
professional one' 

Douglas I{irl
Kingston, Pennsylnania

To the editor:
Have iust seen the first issue of 'The

Horn Cd,il. Congratulations on a, superb
jobl

Athens, ohio 
Robert Thayer

To the editor:
Heartv conErats on Volume I. VerY

nicelv d6ne. If,evervbodv enjoyed the first
issue- as I did, I don't think there will be
anv oroblem r (as to where our
ad-f<ir the Hornists' Nest is plEg"$:rrr"_

Buffalo, New Yor| ..
To the editor:

'LTre first issue is magnificent! Good
luck to you in maintaining that standard.
You can- eount on my support in any way
Possibl'e' 

shart J. uggen
C'hicago, Illinois
To the editor:

The first edition is excellent and I hope
there wilt be many more to eome.

Patrick Brislan
North Terrace, Adelaide
South Australia
To the editor:

'We were verv impressed as were all
the others we've-shown it (The Horn CalI\
to. The actual physical appearance of the
book is most impressive. We've had quite- a
few oeople mention that there must -be
oulte'a bit of monev behind the book f-or
if t" Ue nrinted so well. (I didn't have the
heart to tell them I wis addressing label.s.)

Kirksville, Missouri
.!.



Coming 
'tuente

rEE FT0RIDA srATE rrNwERsrry schooi of Music and Division of
P*,$e Education-announce the Third annualuorn-wort iiiop, io ue rr"ra
_h-'l'auahassee, Florida, Jqne 14-18, 1g?1. This annual gather{ns of hornp{y€rs has generated the formation of the raternational Horn society, whichwill cgnvene its annual meeting during the ttiird eirnuai iionr- Wbit i,Iiiiri.the Third Annual Horn worksfr'op will-feaiure ttorn ptay"r* ?iotn thd unite?states and^Europe and 6 program a"signea to ;;;t-tht inte-rests and needs
sr ul-e prot€ssional horn p_layer, the college-university horn player, the uni-veritv or high school tea;hei, and the asi'iring trigtr ictroot sfua"ent.
this year's list of artists include:

o John Barrows, Plo,fessor of Music, university of wisconsin. Former
meber of the Nery_Ygrk Woodwind Quintet, Minneapolis symphony, New
York _opera, New York Ballet, Casalj Festiial antl l{artboi;o 'festiriai. g,
recgr{nq.4rtist. he has appeared as soloist with the Kroll, Kolisch, Bu<ta-pest, Coolidge, Beaux Arts, Fine Arts and Claremont stririg quartdtJ.

^ 
r Dale Q_levens-e1, principal horn with the chicago symphony since 1g66.

See page 43, Profiles.
I 

pqlip Farkas,_ Professor of Music, rndiana university and member of
4g e:_pg_tr School of Music faculty. Formerly solo horn with the.Kansar
City Philharmonic, -Cleveland Orchestra, Boiton Symphony and Ciiicac;
s-ymphony. Tagsht horn at Northwestem, De paul,-ani Roosevert univ&-
sities,c_nd at the sherwood school of Mudic. Authoi of rhe Art of French
Eom Playing and The Art of Brasg playing.

' ward Fearn, Associate Professor of Horn at The universitv of south
Florida, Tampa. Formerly second horn with the philadelphia or;heatrtun-
der -tjugene Ormandy from 1944 until 1964. PlayeA with the Casals Festival
orchestra in Prades, _France and san Juan, Piierto Rico. pupil of Anlot
Eorner at the curtis Institute of Music. Author of Flexible lrorn playing,
lnd Beginning Book for French Horn.
e Fliedrich Gabler, first horn with the Vienna Volksoper since 1962 and
faculty member of the Akademie fur Musik in Viennd: member of the
Yienna Wind Quintet and soloist with the Cappelta Aiademica. Pupil of
Gottfried Freiberg.
I Michael Hoeltzel, Visiting Teaeher of Horn at Indiana University. Mr.
Eoelbel studied at the Staatliche Hochschule fur Musik in Stuttgart and at
the Mozarteum in salzburg, where he earned the diploma with-distinction
in hom and eonducting. Played in the Salzburg Festival and was solo horn
in the Wuppertal Orchestei Bamberger Symphoniker and the Munchener
Philhannoniker and taught horn at the Wuppertal Konservatorium and at
the Mozarteum.
r David Krehbiel, solo hom with the Detroit Symphony since 1963. See

lnge 4€1, Profiles.
. Ib Lanzky-Otto, solo horn with the Stockholm Philharmonic Orchestra
stuce 1967 and member of the Royal Opera Orchestra from 1958 until 1961.
Soloist in Sweden, Denmark, Finland, and Norway. A pupil of Wilhelm
f.anzlry0tto, and the recipient oJ the 'Medal of the Royal Academy.,'

6



The 19r/1 Horn Workshop will offer an inshuctional program which will en-
counag€ close associration among the participants and the artists. Through
vohmtary auditions, participants will be invited to perform in master c}asses.
Guest artists will have an opportunity to perform, which wjll allow partici-
pants to hear them in recital, as well as in master classes. Scholarships have
been awarded for the previous Horn Workshops by the Los Angeles Horn
Club, by lfr. Max Pottag, by the Pinellas County (Florida) Youth Symphony,
and by the South Florida Youth Symphony. This year the Max Pottag Schol-
arship will be awarded and a $50.00 cash award will be made by Mr. I{arold
Meek to a participant selected on the basis of his outstanding musicianship,
by audition at the Workshop. The Los Ang:eles Horn Club will again sponsor
a scholarship.

Qffigers of the rnternational Horn society who will be in attendance at the
Workshop are Wendell Hoss, Vic+Preside.irt; and Harold Meek, Editor.
For further information and workshop brochures write:

Richard F. Zellner
Florida State Universitv
Division of Continuing hducation
118 North Woodward
Tallahassee, Florida 82806

cERrsroPIrER LEUBA will present a two-day Horn workshop for educators
at the beautiful Lake lVildern-ess site of the liniversity of waihington, June
19-20. Contact: Short Courses, U/WA, Seattle gS10b. -

BARRY fitCKWELL will-appear as soloist with the Detroit Symphony Or-
chestra at the Meadow Brook Festival, July l?th.
CLAREMONT MUSIC FESTML INSTITUTE announces a 'HORN WEEK'
directed by Barry Tuckwell, Monday, July 1g through Saturday, July 24.
firis workshqp qll feature master classes with Barry Tuckwell, James Deck-
9y, R-alph-fyle, Wendell Hoss and Vincent De Rosa. There will'be opportuni-
ties for discussions and informal sessions as well as regular reheiisals of
Horn Ensembles and an opportunity for public performance. The workshop
is open_to professional hornblayers,-colleg6 and c6nservatory students, teacli-
ers, and a limited number of pre-college students. Workshop faculty iricludes:

_.-.James Decker: Member of the Los Angeles Wind Quintet; Faculty at
q.S.C. and Cal State at Long Beach. first horn with-Paraniount Sftdio
Orchestra; Columbia Masterworks recordings.
o Wendell Hoss: tr'olmerly lirst horn with L. A. Symphony, Chicago Sym-
ghony, Cleveland Orchestra, Pittsburgh Symphony, N.B.C. Sy-etrony urider
Damrosch. Former faculty at Eastman, U.S.C. anti Cat artsl g?:tive founA_
er memben of Horn Club of Los Angeles.
. Ilalp-h frle: Eamed his B.A. and iVI.A. from New York University. He is
a member of the L.A. Philharmonic orchestra and the L. A. Brass euintet;
formerlv with L. A. Philharmonic wind Quintet. Faculty, Pomona college.
. Vincent De Rosa: Principal horn player, most in demand in tos Angeles
with every recording, film and tel&ision company."Formerly with Il; A.

6



Philharmonie; L. A. Chamber Orchestra. Solo performance with Ipurindo
Almeida on Capitol Records.
t Barry Tuckwell: London Symphony, Philhar:nonia Orchestra, Dart-
mouth Congregation of the Arts; worid-wide appearances as solo virtuoso.
Profe5stii:, Royal Conservatory of Music, London. Argo and London Records.

REGISTRATION; Monday, July 19, 1 - 5 p.m. at Ttratcher Music Building,
Fourth and College Avenue, Claremonf California.

fltmON, ROOM AND BOARD: g100 for ea& participant. Ilousing ffiil
be in air-eonditioned and spacious Oldenborg Center on the Pomona College
campus. Participants will have private rooms and semi-private baths, in-
cluding linen and full board.

APPLICATION FEE: 915, not refundable, but applicable against tuition.
@NCERTS: Workshop participants will be admitted without charge to all

concerts of the Claremont Music Festival during the week of July 19.
Please send application for the French Horn lVeek to:

Claremont Music Festival Institute
Pomona College
Claremont. California 91711

I

ENROLI,IT{ENT IS T,TMTTED. DEADLINE TO RECETYE
APPLICATIONS IS JT'NE 1.

APBIL retc-arc

BERNHARD I{EIDEN
Quintet for Horn and StringB

SHRISTC)PHER LEUBA
wrrH THE PHILADELPHIA gTRtNG

CIUAFTET (ALso, BEGERA, Qt'ARTET)

OLY-102 - Stereo 95.98 postpaid

OLYMPIC RECORDS
5821 Vassar An NE
Seattle, WA 98105 .. :

ADvERT|aEMENTa

Vmbe_rr' clas_gified ade cCnied frce for the
first- 80 words. Beyond this aunber,- l0cl
word, Um them.

'Comqrercial' members are underatood to be
,ust that, and will be charged conercial mts.
Non-meubers' clss-ified ads ar€ l5c per word,
with e midmum charge for 80 worde.

Latest Catalogue Available

Antique Musical Insttfuments

TONY BINGIIAM
tZ W,illoughby Rroad

London, NW 8, England



l'ftt{l$ l{ilt$ oF MEMBER' AND cLUBs

Numan Schweikert has been appointed to the Chicago Symphony Orchestra
as acqistent first horn, beginning his duties there on June 21 at Ravinia Park.
Eugene Qunandy will conduct [he opening coneert. End of srunmer will sge
tle-orrhestra on a six-weetr tour oi fiurope*. They will have recording: sessionb
invienna' 

* * * *
Iowell Shaw and his wife spent part of the Christmas holidays near Inter-
lochen and visited with the Normin Schweikerts. Many issues concerning the
Society were discussed. Mr. Shaw is one of the original members of the or-
ganizing committee of the Society. He plays second horn with the Buffalo
Philharmonic Orchestra. and is associated with three of his colleagues in "The
Ilornists' Nest", a publishing eo;mpafy. 

* *
On January 24 Harold Meek spoke to the Licking County lOhio) Historical
Society on "Experiences of a Musical Artist", and also demonstrated two of
the antique horns from his collection. 

* :r
Miss Louise Horner, daughter of member Anton Horner, was a luncheon guest
of Max Hess, November, at the Lafayette House in Foxboro, Massachusetts,
one of New England's old coaching 

*fu**ro**u 
restaurant.

Louis Stout, Sr., conducted the Horn Ensemble of the University of Michigan
Sehool of Music in a concert, January L7,I97L. Thirty horn players performed
the following program: Bach, Two Chorales (arr. by Carlyle Manous) ; Rossini,
Le Rendezvous de Chasse; Otey, Symphonic Sketches; Johnson, Suite for
six horns; Mendelssohn-Oldberg, Scherzo; Tscherepnine, Six Pieces; Kerkor-
ian, Sextet for horns; Wagner-Zamecik, Walther's Prize Song.
(Thanks to Nielsen Dalley for this news*item.)

IVendell Hoss substituted for James Decker's iessons at University of South-
ern California, February 21st. 

* * {. *
Suzanne Riggio, Instructor of Horn at West Virginia Institute of Technology
writes that Philip Farkas appeared on their campus April 22nd as clinician,
soloistandcondu-ctor. 

* * * ,
John Barrows conducted clinics in Los Angeles during the week of February
1st, and performed the Brahms Trio, and Reinecke oboe Trio.

l ** f

Plans for recruiting new members are being vig:orously pursued by Wendell
Hoss, Norrran Schweikert and your editor. We are ranging far afield of the
United States, to Mexico, Peru, Germany, Austria, Brazil, Venezuela. Alex
Grieve, founder of the Horn Club in Melbourne has been v€ry successful in
bringing many of his countrymen into our Society. Membership has risen
dramatically in reeent weeks, and we are well on the way to the 500 mark.
And plans for the journal next season include a number of interesting articles,
photos, '?rofiles."
8



Harry Qhapiro o^f tle Bosto_n Qvmnhony is in charge of the travelling anange-
ments for the orchestra $urbg its forthcoming trip to Europe, beginnt-ng
April 2. (If a superior product is desired, put a horn piayer in ctiaiget-editorl

TIIE ATHENS HORN CLI]B OF OHIO UNIYERSITY
The Athens Horn club of ohio university, Athens, ohio made a brief ap
pearance on a "Musical Scherzo" in early January. Bitted as an .,evenine 6f
musical fun," the entire concert was lighihearted in nature ana teaturea 6ot[
students qnd fScul!_y oJ the.school of Music. Nine members of the horn club,
introduced as the "International Horn society, Athens chaptet'' played thre6
of Lowell shaw's _inneries for Horns, (numbers 1, 8 and- a.) /is in encore
the Committee on Tralsposition gave 'a'definitive 

iendition of ttre ttunting
clorus from Der Freischuetz, *itb many abrupt and rather unexpected
changes of, crook. As can be imagined, a g:o6d time was g*trl* 

" 
;;

rrene.Drjnnan, with-.Jang ch{i!t*;" 
"l 

*J piano, save a recital February
22nd in Baldwin Auditorium, Northeast Missoriri Statt Coileee. The prosrarir
{ollqw-s.i Berntrard Heiden, sonata (1989); paul Dukas,-Villinelie; r:-L;mt:
Ca_ntabile et Scheuo; Jabques-Fraircois' Gallay, fst Sbto Opus E;-Gfitfti
schulier, Nocturne (19a0) ;-Leonard BernsieiB, ilt_esv ior l\fiipy tigroi.

{oleplt Tbqv"f will play a _graduate recital, May 14th, at Ohio University
s"hool of Music in Athens, -ohio. His program wiil consiif or ctt6ruuini; $li-
gp{nty{e_ (c_hambers nditiqn); Don Baiks, Tyio for horn, vioHn ind piano;
$chgel H?y{n, C^oncerto; Myron Bennett a new work for horn and tape.
Mr. Bennett is a Cincinnati composer. 

* :r.
Fuglas Hill and his wife, Karen have given seven recitals in five different
Penns.ylvania towns, and six different c6ileges. Incruded were King'. coitege
gt Wrlkes-Barre, 't{isericordia College in Dallas, Wilkes College 

-in 
Witt<es-

l3arre, Alvernia college_ in Reading, Marywood corlege in scranton, and Mora-
vian collgs-e in Bethlehem. Theii'repeitory was diawn from th'e iottowing
I*t.B"+"ley, Trio,_opus 44; Brahms, T{b, oaus 40; Chabriei, La-rghetto]
Schubert,.A$.{"-* Strom, opus 119; Hindemith, Sonite (1989i; Telemanni
Lbncerto_in p (3_horns and_strings), ananged for solo horn, violin and harpsi-
elord; Haydn, concerto No. 1in D; Istvan Zelenka, Trio. horn viorin indpi4no;X,einecke, Trio in A minor, obore, horn and piano, ofus 18g; Schuller,
T?io, viola, oboe and horn, opus 1B'; william presslei, Rhips'ody on i Feadetui
Itg+e.vrolin,^ horn and pi4no; Beethoven, Sonata, 6pusr iZ. dn-Mav fsdand
3d h" i..-performing the strauss concerto No. 1, ofrus 11 with th"e wllies-
Barre Philharmonic.

ftEing the week of March Tth;.b**J*"Jo*rny conducted per{ormances
gf Charpentier's Louise with the Boston Opera Co:irpany. Seveial yearJ ago
be tom.ed the country with this same compiny, condrictitie B""g1t r,itlu. H":it
oe of the company's regular conduetors.

THE HORN CLUB OF LOS ANGELES
Ibe Eorn Club of Los Angeles g:aye a testimonial dinner, February Zg,lgTL
d the corsican Restauranf honoring one of our most important-merirrer3



Wendell Ecs.

the orn Club was founded, and grew out of the necessity of several of us
heving to keep in shape during the weeks when our particular studios were
not working. At this time, contract musicians in the picture studios were al-
lowed to do very littie outside work, and long lav-ofis made for very weak
and soeEy embouchures. This ailment could at times be not only evident, but
often very embanassing when you returned to the studio, and were suddenh
conftonted with a Franz waxman "Main Tiile" with Richard strauss horn
ry+. rn those days you could start on a Main Tifle at g:00 a.m. and not
finis! recording until 11:00 p.m. practicing Gallay and Kopprasch at home

getting the job done, so we decided to get together lo" *tt occasional
quarbet. firis seemed to help, because when you are tired frorn playing a high
part you could switch to a lower one for the next quartet, ano stitt
keep blowing.

Thmugh these twenty yeqs-the music business has changed, giving to somemore work than they,cbutd handle, an{ t9 otftr- ld;; n;;'fim; Ir,i" triiy
?*€ *adv.for;_generallv changinsthe whole atmosptierJttraiwas prlvirerilat
the time the Horn Club was tounaea.

3:!!*plub has sponsor-ed two national contests for compositions for horns,and xecorded two completely different Horn club albums f6r capitol Records.fire interest that wasbnce iteiJ*te";;;.iG;td;;ft;ts and appearins
IB grylplony. orchestrag hag l"gg.a to a g"ertialdUii.;; til; t;Til;;:
Y-?1y_,Tj^!_th9 ,nlolessionals _amon-q us. It has interested many new,'and
Ilqgpqv9"l, and it has.gained wortd-wide recognition through the hosfoital-lEy and ententainment given horn players of visiting symphony orcheitrasand chamber ensembles.

the Eonr club of Los Angeles has survived and prospered these many years
!n5-Lt!e untiring efforts ot ontv one man: -a ia*ous tor; ;i"tudso, ;rrorough mgsician; more important a pure, fine, genfle, man whose life andcareer nave been an inspir-ation_to all of us who had the privilege of knowinghim; lls guiding lisht-of the Horn Club, Wetdeti HG.-- 

-

[tl94_9:f wag presented with a-g-old record, framed and inscribed, of the
1g^..lry rqo.rq, and presented with an honorary life.membership. 'He 

re_
ff_:A^ry telegrams of -congratulations from the leading horn players
tnrougtrorfi the country, and from the staff of The Horn Call.

fte prosan was enhanc{ by a very fine saxophone quartet led by Hanrey
Stt4 a resent soloist with tie Bosion Sv*ptd"v. 

-vi;i;i 
Ivi;;;";R;;Aeeenrqg and Fpmet yoshioka werC i* oirrli riiomrlis. ittdir i&b"diiss

ue qrw cyaihble.)

Ur. G@ge {yde was lfiaster of Ceremorries.
-Arthur Ftantz
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iln 4trrnurtsm

GUY GIBBS

L925-tWL

Guy Gibbs died on March 20th at the age of 46 as the result of an e!ec;
trical aicident. He was the principal horn player of th9 South Australian
Symphony Orchestra since 1966 and vicepresident of The Horn Socieff of
South Australia.

During his lifetime Mr. Gibbs had spent some time freeJancing in London
before playlns in the Yorkshire Symphony Orchestra. He then moved to Singa:
pore and on to New Zealand, where he played in the New Zealand Broadcasting
Corporation Symphony Orchestra. trYbm there he came to Adelaide, South
Australia and the South Australian Symphony Orchestra for the five years
before his most untimely death.

He is survived by two young sons and his widow, yhose address is Mrs.
G. R. Gibbs, 6 Burkil Street, Tusmorg South Australia, Australia. (P.T.O'
5065)



Dta'gttia

Barsas$bi: 2-horn Concerto opus 3, No.4
Ilandel: 2-horn Ooncerto in F;
Telemarur: Suite in F for 3'homs;
Telemarur: &horn Concerto;
Steinmetz: Concerto in D.
James Stagliano, horn
Arthur Berv, horn
James Buffington, horn
Kapp Sinfonia
Kaipo 3388

* l r ! t

Besthoven: Sonata, opus 17.
Gerd Seifert, horn. (Galling)
3-Vox, SVBX-580

r** : l

Etler: Concerto for wind quintet
and o,rchestra.
Jerry Ball, horn
Irouisville'Orrchestra
Louisville 651

! t*de

Lros Angeles Ilorn Club*
Music for Horns,
Lo Presti: Suite for 8 horas;
Garela: Variations on a 5 Note fireme;
Hvde:'Color Contrasts:
Rraskin: MorninE Revi;ited.

'Condueted by W. Kraft
Sera.phirn 5'60095- and
Ne'w Music for Horas,
R Johnson: Suite for 6 horns;
W. Kraft: Games-Colfage No. ,1i etc.
Schuller: Lines and Contrasts;
TV'ilder: Nonet for Brass, etc.

Oonducted by Kraft and,Scftruller
AnEel 5-36036-***
Mozart:12 Duos, K,487t
Beet'hoven: Sextet for 2 horns and
strinqs. onus 81 b.
Christo'p,hirr Leuba and Paul Binstock,
horns, with th'e Lenox String Quartet.
A,udiophile AP 70.

***
Mozartl all four tConcerti for hora.
M,ason Jones', horn
Philadelphia Orchestra
Coiumbi,i, MS-6?85

:lt :1. *

Schoeck: Ooncerto for horn.
Jozef Breuza. hora
Znnah Orehestra
M:ace. 5-9047
Telem,ann: Concerto in E flat.
Georges Barboteu, horn
Toulouse Chamber Orghestra

Schallplatten
Nonesuch 71066
Wolff: Duett II for horn and Piano.
Howard llillyer, horn; (Tudor)
Mainstrea,rn 6015

!t lt :F

Deutsche Grammophon Gesellschaft
reoords the followins:
Brarhms: Trio, opus 40.
Gerd Seifert, horn. (ChristoPh
Eschenbaoh and &luard Dmlc.)
Stereo, 139898

Ftraydn: Concerto for horn and strings,
no.2inDmajor.
RoIf Und. horn
N D R SrrrnphonY Orchestra,
Ohristopher StepP, condu,ctor.
Stereo, 198651

Mozartz Divertimento in B flat maior,
K. 196 f.
Detmold Wind Sextet.
Stereo, 198023

Mozart: Musical Joke, in tr' major,
K. 522.
N D R SyrnphonY Orchestra,
Christoph Stepp, condtrctor.
c 922-AL7

Mozart: all four 'Concerti for horn'
Gerd Seifert, horn
Berlin Philharmonic Orchestrta,
Herbert von Karajian, conduetor.
Stereo, 139038 - c 923091 or' 

9038 - 8T89038
Mozart: Sinfonia Concertante in E flat'
K. Anh I (2p7b).
KarI Steini,bboe; Karl Leister,
clarinet: Gerd Seifert, horn;
Guenter Piesk, bassoon.
Berlin Philharmonic Orchestra,
Karl Boehm. conduetor.
Stereo, 139156

Schubert: Ostet in F rnajor,
D. 803 (opus 166).
Berlin PhilharT nonic Orchestra
Stereo, 139102

Telem,ann: from 'lfhe Constant Music
Master." rniscellaneous collection for
wind instruments. including Minuet fo'r
2 eornesdes-ehasse, in F maior.
Ifeinnich Alfing, Konnad Alfing, horns.
Stereo, 198480
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4 7e1/s&-t irtt ilauthpiere
RT.HARD.=l*E r*. .RGER

l0f ail the metals known to man, brass, perhaps, is the best and most
commonly used material for mouthpieces of brasslvind instruments. How-
ever_, with the _gqgat 

:scientific achievements being made today there is
good- reason to believe that a man-made material 

-can 
be developed which

will be superior to brass for this pur?ose. with this idea in mind Dr. Edward
Apgan, a! thg time a physicist at Princeton university, and I decided to test
a newly developecl material called teflon and its use as a brasswind instrument
mouthpiece materiai.

- 
(The short term "teflon" in this description is used for convenience and

refe.rs tq !!rg f:qily of fluoroearbon resins inctuding TFE (tetrafluoroethyl-
ene)-and 100 FED (fluorinated ethylene propylene) wtrictr aie known to ha-r'e
excellent thermal properties, resistance to chemii:al action and low-friction
characteristics).

-.Dr. _Ap-gar and I choose teflon principally because of its low friction
apality. rt - is }nown that teflon has -the lbweit known co-efficient of any
dry material; i.e., it is slippery. This property we felt might be useful tL
those- pefibrmers wlro play with the wet lip method. It seemed conceivable
that if this material was used for a moutfipiece it cou]d eliminate the ne-
cessity f91 usils saliva to lubricate the fipj entirely or at least make this
a ]ess critical function. It is also known that teflon is extremely inert phys-
ically and does not react with ordinary substances. This second point iryoirtd
be pa_rticularly important to those peiformers who suffer frorn skin aller-
gies. wlile the cases are rare where a performer is infeeted (or affected)
when his lips come in contact with the iiretal of a mouthpiece, neverthelesj,
there have been some cases that I have known where ttiis #as a problem.
one such case is that of a prominent first horn player of a major London
lrmqhgny orchestra who could not use a metai moulhpiece withbut becom-
ing infected. A third point which seemed significant and an impo*ant
reason for choosing a teflon mouthpiece over a metal one was teflonis ther-
maJ. properties.-It is well known that teflon has a very low thermal conduc-
tivity compared with metals; that is, it feels warmer io the touch. Because
of this, a teflon surface applied to the lips will not feel chilly but will instead
g:ive.the feeling produced by a metal-mouthpieqe after Leing warmea-up
by playing. rn extreme _c-?leq of temperatures below freezing, metar mouth'-
pieces would not only chill the lips, but even stick to them ind could cause
tearing of the skin. Tef]on's warmer, no-stick surface would be advantageous
in either case it seemed.

while there seemed to be three distinct advantages to using teflon
over metal as a mouthpiecg material there was one problem which" had to
be solved before actual testing could begin. The probleir was ttrai teiton-can.
1o!. be tempered to a desired hardness like mariy plastics. In its final foim
teflon does not have a rigidity common to mdsi metals. Because of this
{agt, Dr- Apgar and I decided against making a comprete mouttrpiece-oi
teflon.

Three methods of u_sing teflon for a mouthpiece material were tried.
The first was to cover the iim of a mouthpiece with a'piece it *trem;ly
thin adhesive-backed teflon tape. This tap-e was appiieri s*ooit tv t; th,"e
t4



surface of the rim of a metal mouthpiece and extended over the outside
edge and approximately rlu of an inch inside the mouthpiece cup. The teflon
tape-covered rim felt very smooth on the lips and was very comfortable to
play on. Some lubrieation of the lips was necessary to reach maximum flexi-
bility and best tone quality, but not nearly so much moistening of the lips
was required as with the metal rim mouthpiece. The teflon tape-covered rim
also felt warmer when it was first placed in playins position on the lips
than did the metal rim. It seemed evident after a month or so of trial that
a metal mouthpiece with a teflon tapecovered rim did possess qualities of
of merit worthy of further investigation. The one factor which led us to
our next step in our investigation was the point that after a few months
of playing on the tape-covered rim the bonding material which held the t4pe
to the metal began to release and cause slight bubbles and creases in the teflon
skin. Dr. Apgaf and I did not attempt to f-ind a better bonding material which
perhaps could have eliminated this particular problem; rather we decided to
pursue another course of applying the teflon mbre directly to the metal'

Our second method was to use a fluorocarbon resin coating technique.
The metal rim of a mouthpiece was dipped in a solution containing powdered
teflon particles, baked on at ?OO degrees F in air for one half hour and then
allowed to cool gradually. (TWo mouthpieces were coated in this way and
both were successful in feeling smooth and warm when played). This coat-
ing seemed to adhere well except where the thickness was excessive; i.e,
.010 of an inch, where it cracked and wrinkled due to thermal expansion dif-
fsences. Minute surface imperfections were present due to improper appliga-
ti<rn of the coating (i.e., use of dipping instead bf spraying). Later, in the spring
of 1962, it was found that a shorter bake (10 min.) at a higher temperature,
780 degrees F, \Mith a thinner .003 inch coating gave a smoother, more ad-
herelt surface. Unfortunateh this thinner surface was very susceptible to
demage and for this reason was ruled out by Dr. Apgar and me.

-tcfually a threaded screw rim of solid teflon which could be detached
from tle main body of a metal mouthpiece, made for us in December of
1961 by Joseph Sauers, was the most satisfactory solution to our problem.
The teflon screw rim, which was an accurate copy of the metal rim, offered
us tbe best opportunity to make direct comparisons between the two rims.

f,he horn mouthpiece used was one which had a slightly wider rim and
a dighfly larger cup diameter than the mouthpiece I normally use. (I felt
I uoulil get a more accurate test on a mouthpiece with which I was un-
{hnri}isr fhan or one which I normally played and had certain preferenee for
Nn$itrs)-

h eomparing the teflon rim with the metal rim both rims were played
in a rtom where the temperature was approximately 70 degrees F and
twin ir a room where it was almost 90 degrees F. Both rims were also
mbjleted to below freezing temperatures for at least one hour and then
' -'$fltply played on in a room temperature of 70 to 75 degrees F. Under
,m crtuditfulrr.c mentioned it was immediately apparent that the teflon rim felt
nmmc cdontable on the lips than the metal rim. In the case where both
rfimnm n'ere snbjected to below freezing temperatures it was possible to play
mmm*,lf on the teflon rim immediately after taking it from the below freez-
nqg *qrlEgattrre and not at all, after duplicating the same process on the
ilrdxil rim lte excellent thermal properties which the teflon possessed
ilmrmd W dearly in all tests made.

(both
15

Tb ffi the low friction qualities of the teflon rim, various arpeggi



.toos-o4 a$ s]uqed) covering the full range of the horn, and also individual-
ly attac.ked notes in both the uppet and lower registers of the instrument were
pl"I"d by a number of profeGional trorn praiers a"a m". 

_. 
rt was ageed

that on the teflon rim slurs were noticeably-smoother ana easier io fr;Ire;
while attacks were as clear and secure as on-ilie metal rim.

To further this testing the author then played the following slwred
arpeggio on each rim on a dry lip. sufficient uiarming op *"r doie to be,
come accustomed to t-he particular rim being tested ind in each case the
notes were played in the exact order written "below.

o Teflojr Rim (played on a dry lip)
Top register excellent, easviir produce.
F below middle C difficult to produce.

o Metal Rim (played on a drv tip)
Top register. (_high C) hiticult to produce.
F below middle c easier to produee than on the teflon rim.

The same series of notes played on both rims using a wet lip produced thefollowing results:
r Teflon Rim (played on a wet lip)

fop legister easy to produie, good tone quatity.
F below middle C easy to prodice, eood tone A;afty.

o Metal Rim (played on a wet lip)
Top register, particularly -liigh 

c, more difficult to produce than onthe teflon rim.
F below middle c easy to produce. Tone stronger than that producedon the teflon rim with rl" y*S ayoupt of eii5rt. 

_-_'

., + the prece.Cing tests on a dry lip the teflon rim gripped the lip morethan the metal rim. There is no doubt that this *u* on"-oiirr" 
"i,-r."fi.-ii'rrvthe teflon rim mouthpiece performea so muctr better in the upper registerof lhe horn. rt is arso why'the teflon;i- p&i;;ild-r;ss"weii-in [hE-l;;register 3r,,d lv-4y a noticeible break appeared at F below middle c of thenorn regrsrer. rt was"evident.in m?l.ing these tests that the teflon rim pro_

911! fll*huv more friction than did ihe metat rim. Howlv"", witt a-tittieIubrrcatron the break-register of the teflon rim disappeared'u"a--tt"--to*register improved to.the noinl where it was_ eguai io'-t'lre-r"* 
""di*i"" 

p--duced on the metal rim..,ilhe high r-egisier of uie teiion-rim rema"ined g6od,e?*r tq.produce even wilh the use of lubrication *iii" th; ;;tar iim-m6uiri
qt$-" gjd.Tot improve in the trigfr regist"" ;[u;-Til;-iip*'i.". tubricated.AII indieations from these tests strow ltre tenon rim- mo,iiirliiu." t" 5f b;.dio !h" middle and upper registers uta uqout to th; ;;;;i""im in the rowregister. The necessity ror lunrication-of lhe rip*-i* ,i"t Jri*ir"t6a eiitirery
16
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by the use of a teflon lim but it does seem to make lubrication a less critical
function.

It is quite evident after playins--bhe teflon mouthpiece just a short time
ttrat 

-iiris 
ii* proao.".;;;rl"i, fitter sound than tlie metal rim. In everv

iur., *rr"iu-ffih iiffi;;;-i6y*i ruioie a"oiences and individuals who
;|"-j ;ili.iu"r-u"o 

"i"-*iri"Iuil.,lr." 
p"tti""iu"-rim being used was posi-

il"liy-iJ"itti?i.a ryiit"^;il4-;il.": i"'o"" *s" itte tone*produced on the
metal rim *a, .ta"u"i"rir*a-u. 'li*t"-l; ietutio" to tlrq tone from -the
teflon rim. The metal rim without u aoont-pioduces a brighter sound than
the teflon.

Two factors were immediately suspected for the darkel sound attributed
to the teflon rim mouthpiece. One theory was that the.teffon rim somehow
cut out some of tire"luffiotii.*- 

"t 
ii""tiils present !n the tone produced-^by

the metal rim mouthpiece ana tfr^eretore it was these lqissi"c=,luI1gg::
that made the tone-ies's brilliant. The second theory was that perhaps,srnce
6ilil;; so.tt u po* 

"o"ao.tor 
of hoJ or cold it also was a Door conductor

of vibration or sound. It was obvious tftai-in oiali io fina out what was -hqn-
pening to the *o*a-*" woufa need soml kind of machine or electrical de-
vice ittat could in some way analyze the sound.

For help in analyzing the sgun{ produced by t}e teflon rim mouth-
piece Dr. Apgar unt'"f-*?"t io tft" n.'C.1,. taU-otalories it Princeton, New
iil;y:AtifiE irf""it*ieJwe u*" i"a"ft"d to nr. Harry.Olson for his iirter-
i.t""i,i-.l,"peration in putting at our Oisposal the-equipment used in our

nri,;ei,T, 
""d't" 

Mi.-baffird ll;?.i. ioi trf. aia and adviie in securins data'
- - 

of the equipment used at the ft.c.A. laboratories the 'sona-Graph' 9r
Sound Spectrograph made by the Xav pteclionic Company of Pine Brook'
New Jersey p"ot*d- 1o fe ihe most-u*"fot to us. The Sona-Graph i9 a
machine on whieh a sound can be 

"..o"alAl 
th9 machine,in turn can then

produce a sraph i"iiri"iila.f, ii"Joi tfte graph rept,e:u"ls the pres.enceif
and the intensity or'itrl*,i"iiJ 

"" 
p"*i"t* p-resent-in tle lone recorded' Dr'

;;,d--;;ipriit"a trt" *u.r,i""-uid t;l'data while I played.the various
tones on the horn t'ofi 

"-6"o"aua. 
Cft" no"tt used was a-German '4'!uspe' and

the mouthpie.e usit-*u*-ifr"=o"9 ..ryittt interchange-able rims of teflon and

brass. Various tonei*tai<!]' i"o* trt" ro*,-t!iiOOt" uita nign registers of the

ttoit *"t" recorded and graphed by the machine'
Below is a reprodu.iiotr of two of the_ graplrs qracle bV the Sound Spec-

trosraph machine. 
^ffid;;;tF 

is onJmuaiof the-G (soundine middle C) as
played on the U"u.s 

"i- 
tio"iftpiu." u"J on tt 

" 
i"tto" rim moulthpiece' These

two gfaphs are typicaf of Tft" *^uoy gtupft. made of various tones oroduced on

the horn using first the metal ti* ilo"trtpi"ce and then the- teflon rim

mouthpiece.

, 
Brass Teflon

--r--
----.II-!r-
!-r-

----
--
--rb
--.-
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,, . + both graphs the same number of lines are present indieating
that the same number of harmonics are p_rese$ in the tone produced by thl
!g4oq,"i- mgqthniece as.in.the tone- produce4 by the metal'"i* r"rttrpi".ii
lhis then ruled out our first thgory in which it was felt that perhaps c6rtain
lamonics were missin-g from the-tone produced by the ienoi rim-ana-trrai
t-hege n-rissrng -harmonics made the tone of ttrJ tdnon rim iess Uriifiani or
darker in quality than the tone produced by the brass rim:

. TF". intensity (lepresented by the length of a line, a long line means
that- pha! particular harmonic is strong, a short Iine means a harmonic is*+) 9f cgrre,sn^gnding harmonics in .u|.tr g*uprr giul* irc--o* greatest ctueas to yhy the teflon rim produces its dark torre quality. on the-tefton graph
weak harmonics are much less weak than the corresponding harmonfis ;;the brass rim graph. Compare the top line on foit iltphs ?nd then .oo*
tlowp anfl compare Iine eight on both graphs. Lines one and eight are so much
weaker than the harmonits next to t-hem and those same linis on the brass
eTaph.are so much weaker than those on the teflon graph itiaf ttteylre.uo."
of their.weakness, tend to accent even more ttie stioni-tra-rmoiiics'*6;di";
next to them. If one looks- carefully at both graphs ttri uiass craph ;}rot;greater.disparity between lines than does thJteflon craph. In-o-tfir ;;"d;
ll-" -1ullo1r,Cr?pf ,is more even; harmonics are less accented. This, then,rranslated back into sound makes the tone produced by the teflon rim inouth_piece fuller, even, darker.

o rn brief summation it seems that teflon is a man-made material which
does improve_o:r the_qualities of brass as a mouthpiece materiat for brasswind
instruments. It is indeed possible that a teflon rim inouthpiece couta Ulneiit iiie
most sophisticated performer on a brasswin'd instrumeit as weti a* iti" pe"-
]9"*9T who must go, on with the show no matter what the weather, -the
marchrng band specialist.

Mr. Gerstenberger is teaching instrumental music in the Des Moines
public schools. He has played horn with the Kansas city philharmonic, the
New England opera Theatrg Boston pops, Boston symphony orchestra, and
is now first horn with the Des Moines Symphony Orchestra in Des Moines,
Iowa. He has taught horn and was Assistant professor of Music and Direc-
tor of Bands at Rutgers university in New Jersey, and also taught horn and
brass instruments as Assistant Professor of Music at Drake university. tr



THE HORN!

HARoff MEEK

During the past summer I was invited by a twelve-year-old neighbor
to attend several concerts by the local 4-H band, in which she played. Since
it was not possible to see all the instruments beyond the first two or three

rows, I asked her how many horns were in the band. This drew only a blank
look and no reply. Again I asked. This time she stammered, "You mean
trlench horns?" No, I meant horns.

T\vo hundred children presumably were being taught, prob4bly-by more
than one teacher, by the pu:-blisher wliose music t[ey used, and_by the-manu-
facturer of their instrum-ents, that the orchestral horn was a French horn-
all "one word," with no indication that "Flench" is an adjective descri-bing
one type of horn only, which is the one made in France with narrow bore,
piston valves, and nanow bell. It is not used in the United States.

Up until about hventy years ago it was the type of instrument that had
been uined in England a[irost exclisively since tfie days of the hand horn'
Raoux being one-of several trYench makelrs whose instruments were regularly
imported into England and later copied there. At least one contemporary
maker, the house 

-gf 
Besson, makes 

-a 
clear distinction in tl_reir catalog be

tween'the French horn and-the instrument we use here, which they tenn
simply the double horn (in F and B flat,, copred from the German model). So
our-Fritish cousins have correctly called their instrument a Fbench horn.

The term has been erroneously imported here, probably via the E4sli{
bngfige. gut this is not the horn thaf has been alinost eiclusively adapted
and us-ed in the United States as well as in most of the rest of the world of
Western music. Ours is 

-the 
German horn, of wide bore, rotary valves, and

wide bell. Therefore, for a person outside of England to call the orchestral
horn J French horn is as redundant as speaking of the "Boehm clarinet." I-et
us stick to the main species, hom, and nbt worry ourselves about the,variety
used. In addition to the Geiman'and French types there is also a Viennese
horn, more closely identified with the German type, but having a still wider
bore and double pistons on each valve.

The horn is acousticallv different from all other brasswinds, since its
conical bore most nearly adlieres to the original family of animal horns from
wtrictr-it derives. Henee its name, the horn. We have fractically nofdstory of
the hunting horn as a part of our eulture in the United States- But this instnk
ment featired prominiently in European culture where it is known as the
hunting horn (Britain), jdsd horn (-Germany), cor de chasse (France), a*il
corno di caccia (Italy). Hunting horn societies (ensembles) 

- exist pr€senttf
in France, Belgirim, 

-airA 
Germiny; they give concerts and have recordingS

available. in tfre Vi6nna State Op6r'a, it is not unusual to hear the jagd han
(hunting horn) quartets in a Weber opera performed on actual hunting horns.

From hunting horns the instrument advanced to the natural horn' on
nanA horn, anA irito orchestral use, and later on (about 18_30) was-adapteil
with valves, to evolve into our piesenLday instrument. .In America it is
known as the horn, in Germany ai ttre horn, in France as the cor, in Itab as

19



the cornq and in Britain as the French horn (copied after the French_tyneins frument ) . The R ussiun" 
".re" 

6 E-a;. 
- 
!h;' ;il"h;** Atransriteration asnear to the Russian as.r-can cor_ne), wtiicii-ipp"""'ffii"1'tir" German wald-horn -or natural rrorn without ;;fi;!: In Japan it is the horn.composers and artists in ttre unii;d S66r-l&;i}ril;i"" to the instru_ment as the horn. But.maly g"nurul .oli"g"r ald universities teach the termFlench horn. Music punti.t6"J*oiii6iiil.. ou" iil i;i* Fil.r, ho"rr; diction_aries erroneouslv continue to tisi- tro"", o".*o"e properry the French horn!,,tud jg:l.p us6 the t""m, pu"f,a"p* uit no*ng,v.

une or mv coileagues s_aid, "Blame our_teachers.,' shourd we? r berieveinstead that tlie prote-ssionat-, *t 
"'ijii 

pq{hap as many as 200 concerts ayear, who handle the_riterature and'knbw it weil, who live their instrumenttwenty-four hours 
" 

a"v, r[""td];;d;il way of explanation for others. oneteacher of horn in a ,,Bis id; fi;u;..ity ibii, .fi;a,'?'fr;w ,horn, is the
ffrr! term, but no one e-tse rrere od*i;i;oird'"oirillni iilut tr,""u is some_
:?.lc,I_gry wfolg with this facuuy, ana trrose;il'ilffi"ir-ll. tl."ii,i"gor rt' It ts up to the general music teachers r"otn ou" .orreffi and universitiesto carrv the-co*ect re-rm into iile 

"ffi;;;;. 
-w;il;!?;ilUise 

technical ran_suase for the brasswinds, andl am si*pty'p";b;il; th#il use it.still misunderstogd ana nor prop.riy_t"ueht is the fact that there arehigh horn players anO io*-r,o"""prIy"1i.'"tr,r--ii*"#to^Jri,:irr"t one is eithersuperior or inferior to the ot\er, ;u,la; ;" are preparea td say that a sopranovoice is better than a.-contr"ri;: i;i ;hbn it com-es to horns, most teacherswill put their best nupils o" iili t J*,'"ra qrlid;-ih" oth;;t" the remainingpositions. Actuallvi i.""" s"*tifl,"riJiJt'._"f two pairs of horns, the first andsecond horns, and the ttrirf--ano iorrtr""nno*r pffid-";-t"nio trr.i1. ranges toencomP-ass the complete.,ll/z octaves ofttie iro"i, 6rii tiri-'ijEs not mean thattftev all lqgnd go-o-d-in ei.thbi ttre nottom ir.loo re-gisters. And sometimes thists true of the middre register as werr. so-wird;?;6;driuiliiuu arr the notes,his best efforts mav be"in th-e ;"i""*;i"; register,.the extreme high register,the__middle register; o" a sjigtrt;;6;ffi of this middre register. This shourdnever mean that fourth ho_"o !* less demandint; lh"t il tal?el tess of an artistto plav.it 
-than one of the !is! trgrn p*ir. e T"di iil];;;:ti or second hornplayer is just as rare as a tioiyli";Tffi 

"" 
tf,iCI h;;;;E;;.

*:rig$_@ Music Educators'Journar, November 19?0. Reprinted withperrn$ston.

The precedinE article was 
-prepared in the summer of 1g69 and sent to theIIusic Educators' Journal in t't J iufi. 

' 
Af*ost a year elapsed before it wasprinted. rn the meantime the i;te-rn;td;;l^H;; "s;;i.ty ff; formed in thesummer of 1920 and,its organizing commiiiee (l_h;;;i"";;ot trreml agreedthat'T'Yench" wourd ne ofiitteaE it*'nu*". (you may note that the work_shop this vear will carry the na-e,-;;tiiiii Aonili ri6irrWi"r,shop.,,)

Most of the confusion and inaccuracy here in the united states stemschie{lv from our failure to use th" i;r*-.,#a*.wirrar';-.,itJ"'speating of mem_bers of the brass family.-Insiuua, *."u""-ffiJoi6r l:,ii;Tif- referring toarr-thing lrom a piccolo- trgmqe-C h.olp-d u'fib;.-il;;ic;jj;,; my above articte*,as placed near an ad in the i\{uJi" noi"utors, Journai ;iich pictured brassand woodwinds - and referred to ttrem air as .:t o"ns;r trri* if .ou"." is sheercaretessness. But no more so ttran ads whi;h;d;;l,tiri.ti"i"iilts (alone), and
m
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SINGING ON THE HORN

oy

5. Ear l  Saxton

Nearly twenty years ago I  learned a unique and wonderful  way

to play the horn f ro 'm Victor C. Kress,  formerly a t rumpet player in

the San Francisco Symphony. He cal led i t  "s inqing".  Unt i l  I  met

Vic my playing had been adequate enough to gain posi t ions in two

major symphonies,  but i t  Iacked a certain substance and secur i ty

that was then di f f icul t  for  me to def ine.  For lack of  a better des-

cr ipt ion I  thought my playing was "br i t t le" .  He diagnosed my prob-

Iem, "You are blowing on your horn.  I  bel ieve i t  wi l l  help your

playing to learn to rs ingr on i t . "

The year that  I  studied with Kress was a s igni f icant turning

point  for  my career in horn playing and teaching. From his method

of t rumpet playing, urhich is appl icable to a. l l  brassesr I  began to

evolve my own approach to ' rs ingingrron the horn and to passing on

the concept to my students.  Quotes have been used around "s lnging"

because the term is apt to be confusing unt i l  one understands i ts

meaning in the context  of  horn playing.

As simply a.s I  am able to def ine i t ,  s inging on the horn means

using your horn embouchure whi le playing in as near ly as possible

the sane way you use your larynx urhi le s inqing. Stated another way,

the horn player should feel ,  as he plays in th is manner,  that  he is

singing on the horn wi th his ourn voice,  just  short  of  making an ac-

tual  sound with his vocal  cord.  He should not hum into the tone

being oroduced on the horn by his I ip v ibrat ions,  as th is usual ly

causes a ' rgrow1".  He should let  h is vocal  fo lds v ibrate sympathet-
,)

- {
{
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ical1y wi th the pr imary v ibrat ions of  h is embouchure.  This sym-

pathet ic v ibrat ion in the Iarynx is one of  the more important

aspects of  the s inging approach to horn playing. I t  adds resonance

to the sounds that are ampl i f ied by the horn in the same way other

str ings in a piano reverberate nr i th the str ings that are struck

when the damper is released. An assumption that th is impl ies a

need for an open, relaxed throat would be ent i re ly correct .

The larynx is manrs or ig inal  ur ind instrument" Al l .  other mus-

icaL instruments that  are breathed into for  sound phonat ion are

imitat ions ot  extensions of  the human voice.  Nature has been de-

veloping manrs voice for  thousands, parhaps mi l l ions,  of  years and

i t  has become a very ef fect ive instrument,  even when i t  has not

been professional ly t ra ined. lYlanrs 1ips,  on the other hand, are

relat ively inexper ienced at  making musical  sounds, having been used

in th is unnatural  funct ion for  but a few hundred years at  most.  I t

is  logical  to me that I  can learn much about hou to make music on

my horn wi th my l ips by studying hour my voice works in s inging.

Learning what my voice does obviously requires that  I  do lots

of  s inging. Sight s inqing not only helps to develop music ianship,

i t  provides an excel lent  working modeL of  tone product ion.  True,

the vocal  fo lds canIt  be uratched urhi le s inging, but nei ther can the

part  of  the l ips covered by the mouthpiece be seen whi le a horn is

being played. However,  what happens physical ly can be heard and

FeIt  in both of  them uhen var ious ways of  using air  and body ener-

gies to oroduce sounds rrr i th each are compared. I  have found that

there are many more simi lar i t ies between vocal  s inqing and horn

playing than I  once bel ieved. To be sure,  there are also a number

of important di f ferences, but in th is discussion only s imi lar i t ies

wil l  be emphasized. 23



ioE to use the breath in playing brass instruments has long

been an intensely interest ing,  much-discussed and t ,heor ized upon,

and soret imes even controversial  subject .  The quest ion has been

great ly s impl iFied for me by the discovery that  approximately the

sanre anounts of  breath used in very much the same ways are required

for s i .nging a musical  phrase and playing one of  equa] length on the

horn.  A deep breath that  f i l ls  the lower r ib cage is equal ly nee-

essary in ei ther s inging or playing to insure plenty of  support  to

sustain the tone at  any dynamic level  through the last  note of  the

shrase. But i t  should be noted that in s inging on the horn as de-

f ined ear l ier ,  i f  there are any di f ferences from vocal  s inqing in

how much air  is  used in achieving comparable dynamics on phrases

oF equal  lengbbs, less air  is  usual ly required by the horn.  This

is probably because the horn mouthpiece throat is somewhat smal ler

than the human trachea.

The pr incipal  conceFns with which a s inger is occupied whl le

singing are pl tch,  resonancs, volume and project ion.  Let me hasten

to say that I  am aware that statement leaves out rhythm, phrasing,

dict ion and other musical  considerat ions that are real1y not sep-

arable.  For analyt ical  purposes, however,  the temporary isolat ion

of factors is necessary here,  as i t  wi l l  be at  other points in th is

discussion, Returning to those four pr incipal  thoughts,  t ry s inging

a phrase using the syl labIe,  "D00".  I f  your vocal  tone was not breath-

y and you fel- t  that  i t  was project ing pret ty wel1,  i r respect ive of

i rhat  p i tches or volume you sang, I  would be wi l l ing to uager that  you

r;ere not part icular ly conscious of  how much air  you ruere using, or

tnat ycu had the feel ing you tuerertblouing" your voice.  As a horn

cieyer I  am pr incipal ly concerned with many of  the same thinqs in



making music that  a s inger is,  and I  have, come to feel  about tonal

factors such as pi tch,  resonance, volume and project ion that they

are the products of  a voice- l ike v ibrat ion of  the l ips '  which requires

a certain k ind of  concentrat ion and feel ing that to me is more l ike

singing than blour ing.  Consequent ly I  no }onger f ind the word, blow-

ing, very meaningful  or  useful  to me in relat ion to horn playing,

except ing urhen I  make mistakes.

I t  might be apropos to note here that the comments of  many stu-

dents make i t  appear that  a i r  movement through a horn af ter  i t  has

act ivated the l ips into making a sound is widely misunderstood.

The mere presence of  a i r  in the horn,  whether i t  be moving touards

the bel l  in being displaced by the air  required to producs succEss-

ive tones or standing st i l l ,  insures that sound waves wi l l  be con-

veyed instant ly through the horn.  I t  is  qual i ty,  or  pur i ty i f  you

wi l l ,  of  the sound produced at  the point  of  phonat ion that inf luen-

ces project ion most.  Air  going into a horn wi th high or loud tones

undoubtedly moves faster than air  that  enters wi th low or sof t

sounds, but sound ulaves travel  many t imes faster than does the air

movement that  caused them. The progress of  the so-cal led "column

of air"  ihrough tha tubing sf  the horn has nothing to do with tone

project ion,  except inq possibly to distort  i f  i t  is  pushed Forurard

too vigorously by the blowing of  the player.

Most brass players have had occasion to become painful ly aware

of the danqers of  excessive pressure of  the mouthpiece against  their

l ips.  Too much pressure causes ear ly fat igue and swel l ing of  the

Lip t issue, both of  which are problemat ical  to sensi t iv i ty of  tone

oroduct ion,  Flexibi l i ty  and endurance. To be sure,  some pressures

are brouqht about psychological ly dur ing playerst  ear ly at tempts to

gain secur i ty through tr ia l  and error methods of  qet t ing tones and

bui ld ing range, and the pressures become habi tual .  Possibly the
E



most direct  cause

mouth behind the

l ips l ike gaskets

mouthpiece r im.

Some of the many suggest ions that are of fered by exper ienced

players to rel ieve these pressures are real ist ic '  providinq Iast ing

means for el iminat ing the problem, but too many of  them are aimed at

the symptoms, rather than at  the causes of  pressure'  The probfem

of pressures is direct ly related to blowing that was discussed ear-

Lier.  l l ishinq to rel ieve l ip pressures real ist ical lyt  I  must reduce

air  pressure.  Having found that s inging on the horn cuts down sig-

ni f icant ly on the amount of  a i r  needed for a tone from ulhat blowinq

atoneatthesamedynamlcfevelrequires, Ia lsof indthat insing-

ing one of  the needs for excessive pressure of  the mouthpiece aqainst

my I ips has been considerably minimized'

Adiscussionof} ippressulesleadsqui tenatural lytotheem-

bouchure,  the central  component in horn tone product ion'  The r im of

the mouthpiece forms a f rame against  which the l ips,  ur i th their  smalI ,

e l lypt ical  opening, should be placed in such a posi t ion as to insure

maximum freadom for v ibrat ion and f lexibi l i ty  of  adjustments for

range. Farkas has urr i t ten of  extensive and valuable research on what

that posi t ion should be.1 That his recommendat ion for placing the

for ptessure,  though, is a bui ld-up of  a i r  in the

l ips,  the usual  tesponse to uhich is to t reat  the

in order to avoid the escape of  a i r  around the

Farkas, Phi l ip,  The Art  oF French Horn Playing'
Co.,  Chicago'  1956

. The Art  of  Brass PlaYingr Erass

Clayton F. Summy

Publ icat ions,  Box

66, Bloomington'  1962

t r  understand another book'has been publ ished

ciud--s subsequent research on the embouchure'

I  have not examined a coPY.

%

by l t l r .  Farkas which in-
UnfortunatelY, to date
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mouthpiece with approximately 1/3 af  i ts  r im sutface on the Lower

Lip,  2/3 on the upper l ip '  f inds widespread agreement among profes-

sionals is amPlY documented'

I t  is  possible that  I  have missed reading a statement somewhere

in Farkasr or another.  authorts usrk theor iz ing a basic physical

reason why the 2/3 upper Lip '  1/3 Iourer l ip '  embouchure posi t ion is

prefeiable to others,  hal f  and hal f '  for  example'  The fol lowinq I ine

of reasoning, for  whatever value i t  may be to others uho ate int 'er-

ested, is one that Paul ine 0l iveros'  a former horn and composi t ion

student at  San Francisco State Col lege'  and I  came upon dur ing a

lesson manY Years a9o'

In forminq an embouchure the v ibrat ing surface of  the upper l ip

normal ly extends down approximately even ur i th the bi t inq edqe of  the

upper teeth.  uJi th the louer jaur dropped sl ight ly

for the opening betureen the teeth that  is needed

forunrestr ictedtoneproduct ion' thelouer l iprs

hiqhest surface normal ly ls found to be consider-

ably above the bi t ing edge of  the lower teetb '

The diagram repressnts a s ide v iew of  tha center

of  the embouchur$ shour ing the relat ionship of  I ips

U
f\

might lead one to bel ieve this to be an

evenly balanced posi t ion'  An at tempt is

made ur i th the second diagram to shourt  i f

the relat ionship of  the playerts l ips and

teeth edges is normal '  that  th is posi t ion

is actual ly unbalanced'  The dotted l inas

n

4

a

!

and teeth oqA$Se the mouthpiece is seated'
'rffi-'

Ulhen the mouthpiece is placed aqainst  the embouchure so that

hal f  is  on the upper l ipt  hal f  on the lower '  outs ide appearances

)U
-f\.



draun from the inside edqe of  the mouthpiece r im to bi t ing edqes

of the teeth del ineate I ip areas lef t  f ree to v ibrate.  In th is

olacernent the lower l ip is given considerably more vibrat inq area

i .han is the upper I ip.

of the r im surface

I:f\
strengthen recommendat ions against  the somet imes used 1/3 of  r im

on upper l i ,p,  2/3 on lower l ip placement of  the mouthpiece, unless

the playerts I ip and teeth relat ionships are reversed. This anal-

ysis would also tend to support ,  i f  i t  is  t rue,  the content ion by

some researchers that  only the upper l ip does the vibrat ing.

There is at  least  one other relat ionship in embouehure forma-

t ion that I  consider to be siqni f icant ly important.  I t  is  the ver-

t ical  re lat ionship of  the " l inerr  a long the crest  of  each l iprs sur-

face urhere dry,  outs ide skin meets uet,  inside mucous membrane. I

th ink i t  is  th is ' rmaximum vibrat ion crest"

of  eaeh 1ip around the el lypt ical  opening

in the embouchure that corresponds most

favorably ur i th the vocal  fo lds of  the lar-

ynx.  I4y vocal  cord appears to me to func-

t ion most ef f ic ient ly urhen i t  is  nei ther

very ruet nor very dry --  in a state of

L, lhen the mouthpiece is raised, so that 2/3

is on the upper l ip,  1/3 on the }ourer,  the

resul t ing relat ionship of  1 ip areas Ief t

f ree to v ibrate,  as shoun in the th i rd dia-

gram, is more evenly balanced. This could

account for  a better sound and enhanced f lex-

ib i l i ty  that  t ,h is posi t ion af fords.  I f  th is

analysis has any val id i ty,  i t  would appear to

t
,
!?
I
t
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balance, so to speak. The dotted l ine in the accompanying diagram

cj.rc les that  port ion of  the l ips corresponding to the vocal  fo1ds,

the vert ical  dot ted Line runs throuqh the center of the maximum vib-

rat ion crest  of  each l ip.  Some students have a tendeney to rol l

the lower l ip inward in at tempt ing high tones, and to thrust  the

louer l ip outulard in at tempt inq 1ow tones. Both of  these tendencies

create s i tuat ions of  imbalance on the opposing I ip surfaces. In

rol l ing the lower l ip inward i ts usual ly dry surface,urhich is Iess

sensi t ive and less f lexibIe,  comes closest to the upper l ip,  pro_

ducing a hard,  penetrat ing and insensi t ive sound. I f  the lower r io

is rol led outward, as in a pout,  i ts  inner surface, usual ly wet,  too

f lexible and also less sensi t ive,  is  then nearest  the upper l ip,

producing the wel. I -known row register ' tb lat t" .  Therefore i t  is  im-

portant to maintain through al l  register changes a cLose proxi .mity

of  those maxfmum vibrat ion crests,  s imiLar to naturers posi t ion^inq

of the vocal  fo lds.

Art iculat ion,  the use of  the t ip of  the tongue in start ing tones,

is a subject  c losely related to the embouchure because the tongue acts

as,a val"ve to release the air  that  v ibrates the l ips.  In horn play-

ing art iculat ion there are some interest ing and useful  points to be

learned from a carefur study of  how certain sy11ables are pronouncect

by the voice.  For example,  i f  I  p lace the back of  my hand armost

against  my l ips and pronounce the syl lablerrrTU,, ,  which is the one

most widely advocated for 'brass art iculat ion,  I  can always feel  a

puff  of  a i r .  on my hand that arso momentar i ry brows my r ips apart  just

before the vowel sound begins.  p.ronunciat ion oF the syl lable,  , ,D00,, .

produces the vibrat isn of  the vouel  sound earr ier  and with much less.

i f  any'  in i t ia l  d isturbance of  the 1ip opening. Further study of
tongue pracement and subsequent -r t iuns dur ing pronunciat ion of  borh

n



of those syl lables reveals that  the only discernable di f ferences

between them is the puff  of  a i r  that  precedes, "TU'r ,  and the COn-

sonant,  ' rD' t ,  immediately v ibrates vocal ly '

Referr ing back to an ear l ier  paragraph urhich cal1ed at tent ion

to a comparison of  the feel inqs of  b lour ing versus those associated

ui th what I  have cal l 'ed a vocal  way of  producing a horn tone'  in

try ing the two syl lab1es, r1g" '  and' t rD00'rr  on the horn I  can dis-

cern very s imi lar  ef fects to those not iced when I  sang them aqainst

my hand. rrTU",  t€nds to disrupt the v ibrat ing posi t ion of  my em-

bouchure suff ic ient ly to cause sl ight  delays in the response of  the

tone and/or spl i t  at tacks,  "approximaturas'r t  someone has dubbed

them.Consistentui ththegreateramountofsecur i tyandgeneral ly

improved responsivEness of  tone that I  have der ived from del iber-

ataly generat lng feel ings of  s inging on the horn'  the syl lable '  ' r000'r '

for  a l I  separately art ieulated tones'  part icular ly on very sof t '  very

loud, and/or staccato notes,  produces far better resul ts for  me'

Support ,  involv inq thE 6nt i re body'  is  an inteqral  part  of

s inging on the horn,  a l thouqh i t  may be thought of  in a di f ferent

way than by advocates of  b lowing'  Diaphragm support  and abdominal

support  are f ine as far  as they go'  but  in my est imat ion emphasis

upon them leaves out an especial ly important body area that of ten

needsmoreconsciousinclusionintheprocessoftoneproduct ion

thani tgets: thelegsandfeet 'Hornplayersu'hostandurhi leplay-

ing automat ical ly receive the benef i t  of  ihe fu l l  support  of  their

lourer l imbs, and because of  th is l  am sure,  many hornists prefer to

stand as they pract lce'  Concert  ar t is ts who play solos f requent ly '

and mi l i tary bandsmenr understandably f ind i t  pract ical  to stand as

they pract ice'  but  orchestral  p layers near ly always si t  urhi le per-
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forming'andtheirpract icehabi tsshouldbeconsistentwithper-

formance condi t ions.  The act  of  s i t t ing may, unless something

posi t ive is consciously done to counter i t ,  sarve in ef fect  to el im-

inatethelegsandfeetfromtheiract iveusefulnessasthefounda-

t ion of  the playerrs ent i r , r  tonal  support  system. The"something"

that I  f ind most useful  whi le playing is to t ry to maintain a feel-

ingthatmylegsandfeetarecont inuingtoholdmybodyup'al thouqh

I am .seated.

Exert ion of  energy is necessary in both horn playing and singing'

and distr ibut l ion of  that  energy output over the urhole body'  for  bet-

ter  funct ional  ef f ic iency of  the more immediately involved areas, is

much to be preferted over al lowing the resplratory system and the

embouchure to t ry to take over al l  the work.  Since making a sound

tui th the voice or on the horn is a direct ional  act iv i ty (air  goes

out through ihe v ibrator and sound waves go ahead of  i t ) ,  an ef for t

in a certain direct ion is needed to move the air  in such a manner

that the sound uraves are act ivated most ef f ic ient ly.  Neutonts Third

Law of fYlot ionr to every force there is an equal  and opposi te leact ion'

appl ies in the mot ivat ion of  sound waves as i t  does in aI I  of  nature,

and orovides us wi th a c lue about the direct ion in which we should

exert  our ef for ts.

Nhen a man l i f ts  a load the direct ion of  h is thrust  of  enerqy

is dournward. Nhen a rocket hurt les into space the direct ion of  i ts

thrust  of  energy is downward. consider urhat might happen i f  the rock-

etrs f i r ing tubes were to be directed upurard,  in the same direct ion

that the missi le is intended to be projected. t t lould i ts module then

go into orbi t? obviousLy i t  would not.  In the matter of  moving air

to project  sound uraves there appear to be two schools of  thought.2
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0ne advocates a So-Ca11ed'rupuard-dr iv ing met 'hod" wherein the forces

of energet ic output appear to be directed along with the path of

sound wave proiect ion.  The other,  "downuard-dr iv inq methodrr '  as

descr ibedby[ l inter 'appearstomemoredirect lytoagreewithNew-

tonIslaw'al thou9h' Iamintr insical lymoieinterestedinsound

u,ave project ion than in the movement of  a i r .  Air  movement is the

means by which vocal  and brass instrumental  sounds are projected'

just  as the measured explosion of  rocket fuel  is  the means by which

the rocket module is propel led into space. f i luch careful  study into

the true nature of  the neans of  propuls ion of  missi les has to be

donebythespaceengineerrandacomparableproport ionofthought

should be devoted by the horn player into the t rue nature of  the

means by which sound waves are act ivated'  Care has to be exercised

not to confuse the role of  the fuel  wi th the role of  the project i le.

In horn playing and in s inging the pay load is sound waves'  not  a i r '

As dournward ef for t  exert ion helps control  the support  needed

for good tone, so also does i t  help to maintain physical  balance,

another factor that  is  as necessary to horn playing and singing as

i t  is  to athlet ics.  l l lary Groom Jones, wel l -known, excel lent  and

hiqhly respected singing teacher,  whose voice courses I  studied at

the universi ty of  cal i fornia,  constant ly encourages development of

a feel ing of  balance in c lose conjunct ion wi th exert ion of  downward

directed ef for t  in s inging. A feel ing that onets center of  qravi ty

is too high, which can be contr ibuted to by direct ing the abdominal

ef for t  upward, of ten upsets the balance suff ic ient ly to be a direct

cause for weak sound, poor intonat ion and even missed pi tches'  par-

t icular ly in the upper reqister.  Equal ly appl icable to horn playing,

a crel l  developed sense of  balance can help great ly to enable a play-
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er to negot iate an extremely dis junct  passage, including ur ide reg-

ister changes, wi th much more ease and secur i ty than the same play-

er would exhibi t  pr ior  to establ ishing the balanced feel ing.

Before at tempt ing to pul l  a l l  of  the points touched upon into

some sembLance of  a more meaningful  whole,  there is one mo!€ subject

to which I rd r ike to give separate at tent ion.  I t  is  the horn.  This

magnif icent instrument possesses acoust ical  propert ies that  enable

an accompl ished player to give for th some of the most exci t ing and

compel l - ingly beaut i fu l  sounds in al l  of  rnusic.  The proport ions and

mater i .a ls,  u i th s l ight  var iat ions in both,  g ive al l  ( f rench) horns

a very s imi lar  character ist ic tone qual i ty.  Each player produces

his oun unique sound, ur i th only minor var iat ions in qual i ty,  on every

horn that he prays.  That is not meant to imply that  a player is not

capable of  wide var iat ions in tonal  col0rs,  but  that  in each of  the

colors he can produce, his own part icular sound is more prominent ly

apparent than are the di f ferences between several  horns he'may play

on. I  f ind that  to be a fascinat ing phenomenon. I t  suggests to me

that the horn is rearry a highly ref ined ampl i f ier  of  the playerrs

sound, that  sound being the product of  an extrenrely indlv idual ized

concept as much as i t  is  the product of  a physical  act ion,  and that

an ampl i f ier  is  a l l  that  we should expect a horn to be.

The modern double F and g-f lat  horn enables the player to sound

the piart ia ls of  twerve di f ferent overtone ser ies ( fourteen in al l ,

but  turo over lap),  and th. is acoust ical  rear i ty is a great boon to horn

playing. 8ut the uray many students (and not a few professionars too)

develop a habi t  of  dependinq upon f inger ings and the part ia ls to herp

them f ind and stabal ize pi tches and intonat ion on the horn suggests

that they may be expect ing more of  the instrument than i t  is  capable

r



of providing. Other brass instrumental ists may be able to ' rget  by"

ur i th that  uray of  p layinq more sat isfactor i ly  than do horn players '

but  anyone doing i t  on any instrument sounds more mechanical  than

musical .  One of  the benef i ts of  learning houl  to s ing on.the horn

is to gain some sense of  f reedom from over-dependence upon valve

combinat ions for pi tch and interval  secur i ty '  l r lhen singinq is func-

t ioning best the player is only vaquely auare of  the existence of

the oart ia ls '  and the use of  valves becomes merely a habi tual  accom-

modat ion of  the tength of  the tubing to the pi tches that are sung.

Singing oh the horn combines many physical  and conceptual  fac-

tors that  require extensive separate analysis to be understood'  But

successfuls ingingistheresul tofcul t ivatedfeel ings' I th ink '
S

more than t t re ry ' i f t  of  an intel lectual  process'  A11 of  the subjects

contr ibut ing ta the process of  s inginq that ulere touched upon in

this essayr and more of  somewhat lesser s igni f icance'  afe needed

equal ly in s imultaneous combinat ion --  p ius the magic of  imaginat ion

--  for  real lY art ist ic s inglng'

A discipl ine s inginq most decidedly is '  and i t  is  one that is

not easi ly acquired'  Much pat ience and persistence are needed by

both the student and the teacher '  Occasional  d iscouragements and'

indeed, f rustrat ion may be exper ienced'  0Id habi ts and misconcep-

t ionsconstant lytecurtoqet inthewayofprogress. l t isnotan

easy, short-cut  route to accurate and musical  performance'  nor is

i t  a panacea for aI I  the i l ls  one can en:ounter in beinq a music ian'

ulhen i t  has become qui te naturar for .you to s ing on the horn i t  does

succeed in placinq within easier reach the solut ions to horn playing

prob Iems.
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Biographical  Note

Earl  Saxton has played Pr incipal  Horn in the Oakland Symphony since

1959, dur ing which t ime that orchestra qained nat ional  recogni t ion

in performing contem.porary avant-garde music,  under the direct ion of

Gerhard Samuel.  He played in the San Francisco Symphony and 0pera

0rchestras through the r50s, and in the Pi t tsburgh Symphony and 0pera

\:S.>s\r'us\sr. \ss )>r:s\>\s:.s\\-a\. \> rx-as \s\s \stn ll-r\\ \\e D\-

t1e Symphony of  5an Francisco unt i l  i ts  br ief  but  br i r l iant  existence

ended in f inancial  d isaster.  Recordings, radio and televis ion,  ice

show and theater orchestras,  the San Francisco and vis i t ing bal lets,

as welT as casuals wi th show and folk-rock bands round out his exoer-

ience.

He earned an A.8.  in f lusic at  the Universi ty of  Cal i fornia,  Berkeley,

did graduate studies on horn at  the Jui l l iard School  in Neu, York,  took

an fYi .A.  in 0lusic Educat ion at  San Franciseo State Col lege, and has

done further graduate study in {r lusic and Educat lon aqaln at  U.C.,

Berkeley.

He has taught horn on the facul t ies of  Carnegie Inst i tute of  Technol-

ogy, Pi t tsburgh, Pa.,  lYlusic and Arts Inst i tute,  San Francisco, Col lege

of the Holy Names,0akIand, 5an Francisco State Eol lege, Stanford Uni-

versi ty,  Palo Al to,  Cal i fornia State CoI lege, Hayward, and is current-

Iy on the facul t ies of  the Universi ty of  Cal i fornia,  Berkeley,  Chabot

Col lege, Hayward, and the San Francisco Conservatory of  lYlusic.

l i lh i le the accompanying art ic le is devoted mainly to outcomes of  a year
on

of 'study with Victor C. Kress,  inest imable values are place/his stud-

ies wi th Herman C. Trutner,  Robert  Schulze,  Forrest  Standley,  and

Ldendel l  Hoss. Bb
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referring to them as horns. of course they are not. They are trumpets,members of the brasswind family.
on February 72, Lg70 Mike Dougras, the TV talkmaster, interviewed Milt

11T9" (comedian) and Jan Peerce,(Metropolitan opera tenor.) Douglas in-Eroducect r(amen as a "fbrmer French horn player.,' But further in the con_versation one Rever heard that term from 6itfier Mr-peeice or Mr. Kamen.
|t w1s 'horn.l It is as natural for an-artist to use tire co"rect term as it is tobreathe. During my ye-ars in the Eosion-snntli;ry b*;h.;#" i n"vet heaxd
"French horn" In Synnphony H;ll.

The late Herman D. Kenin, president of the American Federation ofM_usicians, stated in a letter to ft", d"6J-o.,1;u!*-zi,^lg^61i1'... .I am
::It?ln^,v lvlpathetic to the position you take with respect to the proper lennror rne orchestral horn. A long time ago I was taught the lessoh and have
always referred to the instrurient as tEe HOILN. 

-:

"Your susggstion that the Federation 
-isht 

help educate our people is
i,_ggo_-d 919: ul,q I shdl give-a gopr 9f your teiTer io M". Sffii"v euTru;.h*ih"
eorror ot the lnternational Musician.,'

on the other hand, a letter dated February 14,196g, from a person whomust,necess-arily .r_emain anonymous in this dis,iussibn-- tuiwirose voice hasDeen neard by millions over the radio since the 1980,s - states: ,,I really see
l^" Igff9i y,!y.y"" shouldn't, _(-cail the instrument a Fiencl, t,o""j i?o"ivto drstrnguish it from the other brass and the so called English Hoin whiciris not a horn at all. r would arso think that common usage wouid ;ibw il-iouse the term."

,_-^--Tlu,ubove,point of .view beg_s the question! Are musicians supposed toKnow and use the correct terminology, or can we afford to be carelesit uusi-cal slang, which Fren_ch horn is in rirv view, is as i"p"d"""i as ..ain't,, is in
cgler?-l language. Both are noted in dictionaiies trowe?ei. 

-we 
are all familiai

w-ith the term "muta", m-eaning "change to". And ru"G th; term .,m"ta i"
c" in opera horn parts, for eximpre, ireans exactty to-t-triptdy"i-tilffi;;
(rrom whatever horn key !_e-was in) to horn in c. Careless iopyists and ecli-
!_g# llggrsntlv transcribe this to "muted horn in c;;. somJifii"g 

"t-" 
qrit"

dtfrerent. ln my_ view of "French horn" I believe that somethins of this-sortoccurred a cquplg of centuries ago (more or less!) when someo*ne overheard
rwo or our ljritish-cousin horn players discussing their new French horns
(lust over from Paris.) This untarowing eavesdropper rras been perpetuaiing
"French horn" - onq wor$ - as gospelev"r sitre.i.To o"r t*o 

"ivttii."i 
rr"*iplayers who knew what they were t-alking about, French horns-referred to

horns from France. The gen-eric term was] and siill iJ, frorn. e trumpet ls a
lrymnet (no! a horn), a trombone is a trbmbone (noi a horn), a tuba is a
tuba, (not a horn) - and q_uite _naturally all are brasswin,ir,l,ist as uti
wood wind instruments are woodwinds.

ilF
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Harold Meek is an internotionallg-lcnown horn plager. Author of studies for h;s
hstrument, he_hag also acted as ad:t)iso,t'-consultent to seaeral mil,sical d,ictionaries and,
books about the horn Ad,jud,icator and cliniainn, sometime lecturer at Hart:ard- i,ti-
rersity, former prineipal plager i,n Rochester Chtic ond, Philhartnonic orchestras. Boston
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Robert Forberg, music publisher, Leipzig
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SIMPLE STUDY
TO HELP IN TRANSTNON
FROM SINGLE F HORN

TO DOUBLE HORN

STUARTT UGGEN

This exercise has been designed to provide specific practical exercise
of a purly mechanical nature for the horn student faced with the sometimes
awkard problem of a thumb operated valve key. (Teaching the fingerings
of the double horn is not a particularly strong point of the exercise since
alternate fingerings are used for e and e flat).

In each group of slurred notes the student need only change the position
of the thumb valve key while the other three valve keys remain in position.
The only other specific technical consideration during the execution of the
exercises should be an attempt to match the tone quality of the two sides
of the horn. Throughout the exercises the student should strive for cleart
slurs and progressively faster speeds.

Once the student becomes proficient in the execution of the exercises
presented here he has nearly conquered the meehanical problems of double
horn fingering. The student should then practice the major scales of c, d,
e flat, e, and f which will take him through the most commonly used fingerings
from c(1) through f (2). The examples below simply indicate a preference of
this writer.

@ B.gr,n stJty (c. .l =Ao)

Mr. Uggen is Director of Bands at North Park College, Chicago, Illinois,
specializing in brass instruments, conducting and orchestration. He holds
the Bachelor of Science and Master of Music degrees from Moorhead State
College, and studied horn with I{. D. Harmon, Christopher Leuba and Eugene
Wade; conducting, with Frederick Fennell.

He has authored articles appearing in The Instrumentalist, March and
June 1970, and January L971.

Other posts were in Climax, Minnesota public school,,Moorhead State
C-o_llege (Minnesota) as horr assistant, and in Appalachian State Univensity
(North Carolina) as Instructor in Horn and Director of Concert Band. n
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Vary routine by playing tongued, in retrograde, at varied speeds, etc.



erllresses its admiration.

Wirliam C. Robinson
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FORMATION OF THD INTERNATIONAL HORN SOCIETY

The formation of the International-Horn Society-stems,from a. propgryl

introduced at the Fj'J'ann;;i'din w;tkth"n' trtig a1lJp Florida state

university in Ju4g, rb"og. il"hi"d t-hg nronosal was the notion that such an

orsanizarion woulcl ;;;;;;-tieful u"fti.f" loi: the exchanse of ideas' in-

formation, and devel'Jiir""ffr ir *ii,iri-i"T,iiu.i-to tro"" plavers all over the

world.
The idea of an international organization of horn p}{gtg was -received

with enthusiasm bv tii;;;ii;;lfig-fit" wo"ttshop' Becarise of.the enthusiasm'

a temporary organiz"i^nf 
"o**ittui _was folmed, consisting of John Barrows'

Darid Berry, pirlip'na"rii;;w;;,i=u'4o.*, non'utt_Marsh, wiiliam Robinson'

Norman Schweikert, Loweli S!aw, u"a .di*iiTuckwell. i{orman Schweikert

accepted the chairmi;.;'tp;iiil'iffiittl-.il"a i"itn ii the,responsibilitv of

gurding *a .oo"o*ltiiis'"iri-j,"i5r-Th; f;;;;|fi 9f ttie. Interriational Horn

Sociebv in June of 19701 during the cour*se-;f th; Seco.-nd Annual Workshop'

testifibs to the effectivefiess of the worfr of Mr. Schweikert and the members

of the organizing committee.

The first issue of The Horn Call. was published in February.,. 19?1 and

sets the highest *t"ia""d i* 1;"T; i.Ju"s? ittp journal' Credit for this

accomptishm"r,t *#TJ;i"ail"ffi;Li Mt"f. u"a to the contributors to the

first edition.

flhe International Horn Society presenlly !t+l u ptppershin of over 400

horn players. The organizatior, -uta g"Jilit ""f [d-Society reflect the work

and te-ad6rship of it.'5f?it'"it'uiiA-o{tfiu *"*f&"-oi ils organizins committee'

For these accomplishments, The n'foriia"'Siate Uniuersi[V School of Music

-William C. Robinson
and JosePh A. White

Joseph A. White



BOOK BEVIEW

PATRI.KBLRI'LAN

'The Horn and Horn-Playing, and the Austro-Bohemian tradition 16g0-1g80,"
by Horace Fitzpatrick, oxford university press (lg?0); 2b6pp, XVI plates;
AS 29.50.

"One woulil tike to think that he woulil be pleaseil il he coulil hear sotne of, aur
modern ?9yf ormances of the music ol his dab on the instrumi;ts ;hici-ii"l,i niib
beeLx Ja,nxiliq,r to him. But sutely Sporck would, be puzzled to finil that in otherttise
auth'entic.perfornxances of the music he knew his belot:eil hoin in its orioinal form
uas nxissing. It is indeed, surpt'ising that, 4n spite of the wi.d.espread rea-iaal of the
othler instruments of the Baroque anil Classibal Oichestra, tfie horn has recbiaed
little attention. It ii to that eid that this studE is offereh.;t 

-

so- says -the author in his conclusion to what is undoubtedly the most
sympathetically, written and well-documented account or *e rglh ceniurv
horn published to daje. Q,r. Fitzpatrick with his scholarly and systematic ap_proach tenlnered with adequate-performing,ability has"dramat"i.atty ii."orfit
the musical and musicological spotlight on that Cinderella of instruinents -the-pre-valve horn. Not only hai he-added a lustious volume io tfre-rriiiie"to,
ordinary published yorls about the horn, but he has provided stimulation toi
further research and a desire to repossess the greatness of the pre-valve horns.

L Broadlf^l!"_!g.ot has three distinct sections, viz. the Baroque Horn
nom cuca 1680-1760, the Hand Horn from 1?bb-1880, and catalogues a) of
instruments and manufacturers, and b) of p]"t"rs. I" ;hdiiid tnerE is a ,i in.
33- r.p-m. stereo record_containing dginpnstrations oi itie naroque trorir-anci
valve horn. There are fine biographical sketches of Count-Spoicti icreOitdawith the introduction of the huntiirg horn to Bohemia from-ifrance'towards
the close of the lzth century) and Giovanni punto. e usetut 

"t;pi;";"-fi;mouthpiece, including some *orthwhile digressions is arso added.

" . Dr. Fitzpatrick offers a number of hypotheses throughout his work and
g9ct"f qxrte earJy when suggesting the reasons behind the redesigning of the
-fYench Cor-dechasse (by the Viennese Leichnambschneider brot[ers) result-
llC T marked changes'in its tonal character. He is convinced that the answer
res in the "basic tonal ideal of the Austrian Baroque" and cites parallel ex-
emlles of the _prominent Viennese violin-makers whose predilectibn wus tor
a "quieter and darker tone" than that which their Cremonese or Brescian
contemporaries_ preferred. This "soft" as opposed to "briliiant" qoatiiy oi
mund.led readily to the horn's acceptance info the "Klangoerper" df a Vietr-
n€se lnstrumental consort of the period. It follows the author can draw an-
oth,er conclusion when an "invoice" written by Leichnambschneider in rzog
indicates the use of horn crooks had already-allowed the novice o"ctr"si*ut
homs to make their debut at an eariier date tian tfrit commonly ascrifea. ffre
X-eichnambschneiders are also acknowledged for establishing tttu-fasi. pit"tt
:f F as the most suitable and characteristic for the horn.

_ Another strongly-supported hypothesis is that the waldhorn was intro-
frced into England by horn players of the Austro-Bohemian rather than
trenrh school._Fitzpatrick's examination of the horn parts of Handel and the
car,eful, chronology of events durrng 1?00-12b0 provihes telling argument- in
*tipport. When qu_oting.Burtrey: "The Messings ivere the first irytro-pretenaea
ilo perform in all keys in England about the year 1740" he is letting Buiney
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offlightlybysuggesting.theremark.is-..nowsubjectto-consideration.' 'It
seerns the title -Ftench " horn was already 

" 
iitii""*"" in llandel's day !

Despitetheoverallexcellenceofthisbooktherearecertainissuesraised
by the author which are open to enquiry.T"i Jriiiipi" he enters the "stand-

ine debate,, *r,."*irfr"d;";;ii""i;=It fiiti"it ihe trbrn was held before the

advent of hand-stnpplng with a surprisiogtv weak arg'ume1t in favour of

the position io *r,icriiti, ?tii.i_"nv li;lrff.iiy.' e.tittot"t"aginq that authori-
ties sueh as Morley-bud';;ffi"dfi;;ppiltiil uiew it'ut the horn was

held with its bell pointing-upwards-wn"""ifiu-Vd utta tt"tit'g.there are 'ttun-

dreds of illustrations which show the it"td'['.i""g pt"V"a i"-tttit attitude" he

soes on to dismiss these illustrations u*';'i?o"oi"iior oT the artists'part

in the interest of showing the- instrum""t io U"ii.i;-advantage'" Whilst it is

nrobable that a p"r.iiL?SoiTrt$;-;;t"tt;;tk;ftld b" *o labelled' it would

l.eem reasonable to;iffi"tlr.ai.uiir, B1"j'l^g positions. were accepted concur-

rengy. The forward:#rip"i#ir;;-i*iq"ilil iliTn"-ii.l is akin to that used

by rrumpeters and. ;i;ii "#;lf G{p;i-6;iiffi iq; $i trumpet-plaver doub-
ring on the horn ," lliSn:i i";;ir;fftd #".:tt"iiilirt. Fitzpatriik himself states
that the majority oib"i"fr;J .r"tutu h";;;fi. *"is *titt"tt for such plavers

and ptate VII (a) (one exaqple) showin'J a"tuii}o* an ensraving of the

Imperial Opera O"cr,!JL'at Vi""itria 1i5E fii;;6t ttt"t "belli in the air" -

at least for ctarino l;fi* jj;fihi -t'u*-bu"n the.-vogue some time after

Bach,s death. Later in the biograph-itliifttitiUi""it'oF on" Joseph Michel

(e.1?20-90) tr,e a,rtio" 
"rii'""Ur-tft"f 

itT; ;;;tier of some intereJt that the

anhaic practice 
"f 

;;; ffi'h;;';-d;d;ld; Iti'ir'-i tiigl t4lpnet (i'e' and vice

versa) was carried ;;r;;ili' tt 
" 

*"io-"/i 
"&i;ilir:ittti eariv orchestral

players . . . were d^fi;[ ;oncerne.d *i?ii t"* q"itily .t" sacrifice it to the

upper air,, but a trumpeter performing'itt'tti"*';*;;ond'1 instrument may well

hive cared tess torTfr[ J*.ititit' u",i'i"ti""*ent-ot tone which might have

been evoked t"o* trr.'tJria+o"ti i"itJ more usual playing position.

On page 138 Fitzpatrick,- whendescribing the tone of-a Huschauer horn

gives us this mindlifi;ff-;;d;""ti#'3iil'it -;;i;dl" ot intinit" dvnamic

shading on the fo*u, s.uiJoi volume . 
-. 

."-und bt6r, ol p. 165 states rather

dogmatieally tirat ;suliil"t"*i*rr." il.u. u t#it] 
-*.4i14 

have been impossible

on the wide-rimmed baroque mou!hpiec6.';i;; satisfactory too are attempts

at scene-setring *ii"i'rrffii:il"*ffi;h;.-*o.rr u. "plentiful iors 114 -q111
money', and ,,Turkilsh hordei" are employed. Nonetheless these are mlnor

criticisms and can ilbffi;q 9"g" ig; ti;i''"-t p;ltbv f* .{he leasts-atisf:ac:

torv materi"r - afi&I;Jf-tit;f;'tt"s-in its purpose - is'the accompanvrns

stereo disc. In selecting the content of tiiit *.i"tiiltS .ttt" author had the choice

of performing t*" fi'tr,?1""fiilit/*;;;p6;" th; baroque. hand and valve-

horns or providing*"#!io;t-"rtt'* '".inlfi;d'i- il":lg::tnE the latter he

teaves us t ust ai:d'i;^th;;e;G-i""hear more extended works so that a

convincing impression, particularly ot'iil uaroque and hand-horns, can be

made.
The most successful of thesl excerqts are the 

"P;-1PI: 
from the Mozart

Concertos Z, g 
"ni??t"i; 

h;tlA-;d va-trie trorns are- directlv composed' The

ease for the hanal-iorn'ii-it""J"i"qo"trtii-p*"J"nt.o- uttortun-atelv this cannot

be said for other }iilG;-qtutf'V tit""lf'oru"t S"renaae in D' K'131' Adagio'

where the use of multi-iecording t".rr"iq^o"r to simulatS a quartet is a failure'

Internal intonation, ensemtle ana nafaltiJ u".-*o"iot 
""d 

the combined ef-

fect does 
" 

gr*i"AiJ##iJ" t"-Ih.-i.il;i* tor w'ictr Fitzpatrick is strivins'
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Mr. Bri,slan is Teacher of Horn in the Unhtersity of Adelaide's Elder Conseraatorium
of Music and a member of the Unioersi,tE of Adelaide Wind Quintet. Before taking up
thi,s joi,nt post he uon preoiouslU a foundntion member of the New Syilnng Woodtaind
Quintet and has had an e*tensiae orchestral career play'i.ng horn at different times 'in
the West Australian, Queensland anil Sgilneg Sgmphong Orchestras. He toured the Far
East and, Bri,tain with the SadneA Symphony Orchestra in 1965 and, has appeared. as
soloist with Australian orchestras on mang occasions including the Austral[an Youtlt,
Orchestra uith which he was also a former prineipal horn^ In ad,ilition to the full-time
pos'i,tion at the Elder Conseraatorium he is regularla inr:ited as hortt tutor to National
Musig Camps and summer schools, and, is anrrently President of the Horn SocieSl ot
South Australia. 

-

eispecially when one has already read the collection of glowing tributes about
the sound of the hand-horn and this is the aural evidence provided. It would
well leave the objeetive listener undecided about the valveless horn. Far better
to have recorded with four competent players or rejected the multi-reeotdings
altogether.

Without doubt however, this book deserves to,be read by horn-players
and others with the utmost sympathy and understanding for Fitzpatrickfs ef-
forts and scholarship. This reviewer confidently predicts that valveless horyts
will yet again come into their own.

PROFNN,ES
ARTHUR'DAVID KREHBIEL

Born in Reedley, California, Mr. Krehbiel began studying the horn in
high school and latei studied wiih James H. Wintdr at Freino-State College
and with Wendell Hoss in Los Angeles. He did his last year of undergraduate
work at Northwestern University, studying with Philip Farkas, and received
his Bachelor of Music degree in tgSg. ihat same year he joined the Chicago
Symphony Orchestra as assistant first horn and became that organization's
youngest member. He remained with the orchestra five years, having been
elevated to the position of associate first horn for his last year, and while in
Chieago he taught horn at DePaul University (1961-63).

Since 1963 Mr. Krehbiel has been principal horn of the Detroit Sym-
phony Orchestra and has appeared as soloist with the orchestra a number of
fimes in the following works: Concerto No. 1 in E-flat, Op. 11, by R. Strauss,
Serenade for Tenor, Horn and Strings, Op. 31, by B. Britten (with Jan Peerce,
thenor) and the Concerto No. 2 in E-flat(K.417) by W. A. Mozart. Since 1964
he has also been Instructor of Horn and Director of the Brass Choir at Wayne
State University in Detroit. More recently he has been a member of the Sym-
@nic Metamorphosis, a roek group made up of members of the Detroit
Symphony Orchestra which first made its appearance in the spring of 1969.

DALE qLEVENGER

Dale Clevenger is currently principal horn of the Chicago Symphony
&rhestra, having joined that organization in February, 1966. During his
ffire years as principal horn he has appeared as a soloist with the orchestra
ru nrrmber of times including performances of the Concerto for Seven Whds,
lTrnpany, Percussion and Strings by F. Martin (which was subsequentl.y re-
umded), the Concerto for Three Horns in D by G. P. Telemann, the Coneerto
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No.4 in F-f,at (K.495) by Wr A..Mozart, the Concerto.lio::iT E-fl!!' 9p'-11'
;;n. Sh",r* 

"ita 
tU"'siitonia Concertairie ion-flat.1K.29?b) bv [_A:^Y*

;,|ffh"" 
"t"" 

b*" *ty active in the orchestra's charnber music series

"oa--"" " 
sh.fuo musician inChicago.

A native of Chattanooga, Tinnessee, Mr. Clevenger began study of the

hom with a local teacher, James schmidt, and later studied with Forrest
Standley at the C*til!1. i"itiioT" ot tecfrhgtogy where.he.also earned the
ds*-B",ilgi*;f rE; ff#il tT"I'-i;k eity rre studied with.Joseph
56; *d yg"r$ g!g.;; a"a aia considerable free-lancing while plaving sec-
ond hom wrth the Siffiffi; 

"f 
ti; Ai" -ai-go2-ogl. For one season (1963-64)

he was principal hdr;-;f 
-ih" -Kut 

sur- cl?;- qhltf';r*9,119..^ot"hestrh and he

;jlHmTtft :*f**:ti'*"s+"lrt:$y"n"*Hl;"J'?ililrf#s
ffisffiri"#6.rr.-rt-* "r-ttrim 

*a first ho:in before going to Chicago'

R. MORLEY.PEGGE

Author of "The French Horn"

shown here with an instrument from his private collection.

Snapshot at Mr. Pegge's home in Cobham, Surrey, 1960 with

Thai* trbench trorn oesigned by John callcott. Made probably

Uy ftos. Key of Charing Cross, circa 1851' Fin6 example of

the omnitonic horn.



GT]MPERT, NOT GITMBERT!

N.RMAN ;tJ"*r,*r*t

IJ may seem ridiculous to question the spelling of a name, especially one
that has been so well-known since before 1900, but in the interest of musicol-
ogy I would like to dispel all doubts about the correct spelling of the name
of one of the world's greatest horn teachers, Friedrich Gumpert (1841-1906).

All during my student days and through much of my professional life
I had accepted the spelling of Gumpert's name which appeared on all of his
published works thaf I had seen (the orchestral excerpf books and the horn
gu4ltet collection). This spelling has also prevailed in numerous articles and
in the technical-historical iefenence books 6v Robin Gresory (The Horn) and
R. Morley-Pegge (The French Horn). A feiv years ago,-wliile doing research
il the Eastman School of Music's excellent Sibley Library, I came across re-
views of several chamber music concerts given in Leipzig, Germany, in
Dwight's Journal of Music (a weekly journal published in Boston, 1852-1882).
To my surprise I discovered that everv time the horn player was mentioned,
his n4me was spelled Gumpert. At the time I thought, "'ihese reviews must
be refe,rring to F. Gumbert. But they are so consistent with their spelling -
could this be the same person?" At about that time I was corresponding with
A:rton Horner and Max Pottag, gathering their biographical information for a
history of professional horn ptayers in the United States from colonial times
to the present (still in prepaiation). A ietter from Mr. pottag gave the spell-
rng as Gumbert and one from Mr. Horner gave the spelling as Gumpert. I was
frrther confused! Here were two pupils of Gumpert each giving a different
ryeling of his name.

Finally, in August of 1966, I had the opportunity to spend a very pleas-
e44 aftemoon in Boston with the only other living pupil of Gumpert, Max Hess.
While writing down infonnation ibout tris muiicil life I brought up the
lglr€$tion of how Qrrmprerf,s name was really spelled. Mr. Hess was emphatic
*tst Gumpert always spelled his name with 

-a 
"p" and not a "b". Then I

*qked him why all of his published works carried-the incorrect spelling. His
amffiIFer was this: firere was a Friedrich Gumbert who was a well-known
mg-mriter, po€t, or the like living at the same time and Gumpert did not
gq,n to minfl fgint mistaken for him. Perhaps Gumpert's publishers thought

iffid his works would sell better with Gumbert's name on them. This story
*um mroborated by Anton Horser qnd Max Pottag when I had conversations
mfth thm at the -first 

lmrual Hom Workshop in Tallahassee, Florida, in
,IqqE 1969. By that time othen sources of the correct sperling irad come to
ry'nrdil: Ibhaps the most authoritative published source is trhe Umb festschft
q TSrlachrigcn Bestchen des Kooigl Komerva.torinms der Musik zu
taHE fblished by C.F.W. Siegel's Uusikalisrhandlung, Leipzig, 1918.
mhlo [5th book gives the names of all the teachem at the con-
ry!'fidry during its first 75 years and in it we find under the year 1882:
ffifuhnch Grmpert fur lfora (gest. 31. Dezemb€r 1906).'Let ui all, from
m'{m' pcrpetuate this correct spelling of a great techer's name!

Mr *a: sina this orticle utas uritten I ha,oe recehted. a letter from Louise

g _! fGd fiotograph of Q'wrypert, o letter atritten to her father in 7906, and her
ffir -lrrpo,rt @re from tte Eeipzig Ctnserlotery at the- enil. of luis first gear
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(1892,411 {,ith thz Eigl,|nture, cqmrpert. Ttt'is then must prooiile the tinnl c|incker on
ib en*wt tpVh.g.l

;grr- Sclwcileart is ltrstnator of Hotn anil o memb-er.gf .the Int-erlpchen Arts Quinte-t
et tti-t*itociiii A;;;-[;;i;;b-ti'.iiiliiti,ch9n, Micfr,io.a?. lle .stuitieit hem utith

ffiffi iXf r':u:"n:"':,"1,;',t:i":"!:;1,'!,ty-;kfi?*:"#h#:::6H
FikifrFi.-6iin"A;;-;;d-;;;rninad; wttti tnat orianiaation for nine seasuts. White
'"ffi;;';i itn-iiiib&i"-he i:eieiye4 the Bachelor-o! Music ilesree from the Eustrla'n
-sffifr';i ii";;;, d';;i;;i;r;N'e* Iitc, anit ituring that ti'm'e studied hotn wtth Momis
Scon oid V erne Eeanolils.

Derins mihitaru senti'ce he playe{' in the United Spatey-Mililqu Acal'emg- B-and ot
WeiFiii?t,'N";f";i: ninas'al""o-ieen assltciated atith Thor Johnson-as-solo-ho1y. o.f
ii;A-r;;'il"'tiui* r"*toiil-fri Cnt*go Little Ssmplwns gnd the Peninsuln Music
Estioal" oppearing as soloist witlt' the latter two orga'nxzatxons'

, ,fr"trffiili ;rf,i{'i",:#[:f:ti;!'o?#"yr:;:%f"!"1:l:iy, i! q'#::sry## !fW{lH;;A
E."6rtfi::;;f Ciiiai,ii"i,t- tii"iiiai tnstrumenis .-1-foitit'ei1a.tn. C. G. Coni Cottection)
i;;;d';;-ilt"riiiiii, ii ju"i an. Schweikert utili'leatse Interlochen to 'foin the Chicago
{6;t*,;u-ii;;n;;i;d-ai iiiistant first horn- tr

CECIL

sneaks German and Russian quite flu-
ently, has degrees in music and inter-
national 1av, and has extensive art
and rare book collections which over-
flow his small apartment.

The dav I sPent,with Stefan was
a memorabG one. When I met him at
'Warsaw's Philharmonie Hall, he in-
vited me to attend that morning's re-
hearsal. The orchestra was preparingl
for its annual fall music festival an!
was rehearsing Beethoven's Seventh
Svmphony. After lunch Stefan and
two irtfrei members of the orchestra's
horn section joined me in their club
room for an afternoon of talking shop
and plavinE quartets together. Stefan
loan6d ine one of his horns, (I just
happened to have mY mouthPiece
atoh-e!) and we played in an atmo-
snhele that until-then I hadn't been
a-bte to recapture since my student
days. The n-ext daY I had to leave
Warsaw and Stefan came to see me
off. To my surprise he had brougttt
along two handsome gifts_! an- aq!o-
graphed copy of some studies for the
horn composed by him and a very

@onna.dro
*ottR"

Durins the summer of 1965 I
served as -A.ssociate Director of the
Hope College Vienna Summer School.
tt6 Sctroott program had alwavs- in-
cluded a study four but Poland had
never been on-the itinerary. Knowing
of the director's interest in including
Poland on the following summer's
fuip, I volunteered to make a recon-
naisance trip to investigate the op-
porfulities for our students.

One of mY most deliehtful exper-
imees abroad occurred in Warsaw.
Immediately on arrival I went to the
American Embassy with the request
+uld they put me in touch with a
professional horn player, preferably
-one 

who spoke English? Accepting
the cbalhnge, the cultural secretary
made an appointment for me with
Stefan Kierek, the fourth horn player
of the Warsaw Philharmonic. Stefan
turned out to tre a warmhearted ,and
fascinating man. During World War
tr he had been a member of the Polish
Freedom Fighters in England where
he had leaned to speak English. In
addition to hglish and Polish, he
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lovelv woodcut of Torun, the Polish
town-where Copernicus was born.

I enjoY telling this stolv because
it illustrates a theory about horn pray-
l"t-fi":iitt""e ahiaYs h3$ 1 ftat
thev belong to a very speql-al and won-
deriul fraternity as binding -as any
d;iet society. d perceplive observen
will notice that theY share cermrn
common characteristics. The mogt
iio'"6o""ea-Jf ttrese include an ab-
iormal response to the vibrations. pro-
duced by brass instruments' -a -baslc
Oistrri"I"ot aonductors and a subtle but
d;6"*i""d dedieation to keeping aiiv.e
the nrevalent notion that the horn rs
ifre'most difficult of all instruments
to play.

I feel that one exPlanation fo-r
this nattern of behavior has to do with
sheei survival in a hrghly competitive
field. To be a reasonablY accurate
player requires a certai! dee4ee. of
Emi,iibnat itatrititv. In orchestra'l plav-
ing, for examPle, if -You don't feel
friendly toward the other members 9-I
vour s6ction. vour animosity can spill
but the end.ol Your bell in the form
of fractured noles - too much dis:
tust of the conductor ean bring the
same result, and some embanassment'

On the other hand, to have tfre goqit-
will of vour fellow PlaYens can -be
very coniforting on the evening ot a
concert.

Musicians who teactr in libe-ryI
arts colleges are naturaUy gxpgctg$ F
[.i.tt 

" 
fro*fer of subiectt :n t\q1r

field and I am no exceptiort' In ador-
tion to teaching brass instruments' r
[e"crrt" course in music tleoryr-a
iliftds course and I corrduct the
i;il4.-i-do eniov the varietv tlq-at mv
t itli Jt joU attbras for it challenses
ilHt6k bevontl the end o! mY b-e[
but I feel that mY enthusiasm-roJ
teachins stems from mY love ailarr
with the horn. To find the time anc

"ti.i'gJrTo 
p"rctic,e is difficult, !u! not

to-;A"tice is devastating' I-!av.e
learired that when my playtng detert-
orates, my teaching suffers also'

ili"t- 
".qoaintances 

often- ask
what'mv sPdciat field i1 mgsic is'
When I wad Younger and status-con-
sci-ous. my answer might have. been
"I am a Professor of music" 9r': r qm
a conductor." Now my Le-ply-is srmply'
"it*; horn PlaYeri' Oh, I-forgot to
rn"*iott that horn players do have a
certain amount of Pride.

It. Cecit is the band, itirgclor onit W te@t&t ot Hope College in Hol|an'il, Mic|ai,gan^.

E;#,tr;t-nia"init"iTifffi"*':;nfX*tffi"m:#W,:V"y"tr!T#[

'ffii-tn Eurofue atkere he hopes to futther

Have more than thou showest'
Soeak less than thou knowest'
L'end less than thou owest'
Ride more than tho-u goest'
Learn more than thou trowegt'
Set less than thou tr"o5*mOSpEARE

4!r
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A LEITER FROM DENNIS BRAIN
'We are indebted to Alex Grieve for sharing with us the following letter

to his brother, Gordon Grieve, from the late Dennis Brain. During It{raGlieve's

reeent tour oi the United States with the Melbourne Symphony Orchgstra

he was asked many questions about the 'best' horn, type of mouthpiece, bore,

kind of metal, etc. fle reproduction of this letter is timely because of its

discussion of the French instrument of nanow bore'

Eampstead 7294 "Craigmore"
3? Frognal

Hampstead
N.W.3

\Mith best wishes

Yours sincerely
(signed) Dennis Brain

3rd February 1953

"Dear Gordon,
"Just a line to give you a few details of the instrument'
.,it-ioui 

""-rr""i 
rt""; *itrt crooks made by Raoux, and-which later ha{

tnee^a'etaiiruUi"-pition dh"s added, and in that form, itt F,J--?qf *^ofl
;f 

-y-d;idings'including 
the Strauss Concerto a1{ Blttlpn Serenade, etc.

iiid ii;ffi;"iplion on-the uppermosf flange!f 
-the 

bell. I then -chansed
6-th; b iiai ttot'rr iiia iidvaT6" u*trit" on"a B flat crook, until I had it
fifld i"t" ffiai r."v wiltr oie iotary-valve for A (natural) mutins- Then- bear-
ins in mind that tft" *o.i"ii-Fre,tich pi"V""*i,i*e'u" us.enaing tfira valve with

;A;';iiil,i-;dd;d "l""tttei 
rotary,'pulting the whole instrument in C alto,

;il;;ilaihg, i" 
"aail* 

1; ;;"t !99a -tis-[1otes, A,B,C,D, the pedal G and
6td which f6ature so rnuch inthe Sehubert Octet'

..One reason why I preferted it to the big German horn was the softer
and more legato to""e, of,tuin"a,- pu"tt' due td pispn lctig4 and- partly the

il;tiry;} ofr, *it metat. Now I uie an Alexandgl F flat with a narrow
i""tiiprp" ,rA s*aii-nidotfrpiece, _which gives, I think, even better results
thougli ii is less easy to play, so smoothly.

l.Ho*"uu" I do not want to bore you with details, thoug-h if there is
anvthins else you wistr to know do not hestitate to-drop-me--a line,.and even
;d;;d;-T;fr-*iti ie-sttfv, I am a bad correspondent I wi1 eventually set
round to rePlYing."
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Raoux horn of the late Dennis Brain

Photograph by AIex Grieve; Melbourne, Victoria, Australia
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PLAYING A SIMPLE CFE.SCENDo.!}IMINUENDooN MIDDLE "G"l

BY
FRED FOX

My first request when listenlnc to a new student is' '?lay a. crescendo-

Oimi"ii:ndo 
"rr 

riiaa[';C;tooiirfofr Ueats up ihen four slow beats down on

one breath."
In listening to this one note I immediately know many thiog. about the

performer. Sorne of the things I llst9n for are:
1. Does the sound get excessively b-rapsy w-hel loy!?,
2. Can the player actually cresce-ndo to a rortrssrmo {
3. Does trre not"e fr;;p ifitidAlicat;;;td;t the eishth beat - when-' q"n "AAo---t'i 

it r';d "niil ";d?ffiti''E 
*ob f,Ff;t1g"i:ff}5lo- 

-it6;i 
lhe 

"o[e-i6uita 
tttinoer, kiss full bodied on t

4' ii'"t-tr" nbil.[,";ilIilffd'[,1t;t'* winov as it'gets louder?
;: ffi-th"-di; b; ffiUitfi"ffi eigttt stow beats, or does the plaver rrut

out of air?
e. Ooes the note sound duli at the soft startips qoint?
i: fi;;"";d;i-.iiil4""-g*A;il; o" is it inin-eitg:v or thick-tubbv?
8. Is the attack too heavy or too light?
In all fairnesg let me present-my coneept of the ideal crescendo-diminu-

endo for your consideration. Imagine toil-"ifiitg-a note for eight slow beats

"I " 
.o.fi,ttrUte ;e;ili;rte. Noi, record that sustained note on a tape-maF

chine. When pfa'in6Tacii ifr" 
"L"6oa.a 

-noie, 
turn the volume control down

ffi;"y,iii, s"h"fi#fiil^;p-th;-;;ffi; lb loua o_n the.-fourth beat, then
sradually back to *dii"r tfr"glfrifr beat. You *outa tt"u" the identical sound
orettins louden tnen'stiTter.-Ti;r; ilutd UJno etrange in quality' I imagine
t-;ft;Tfi*;fit-o!"sio" oi a crescendodiminuendo when I practice.

*"l"llx,l*il****""r"f e,rll*;oixL'fi :%iffi:#"":ffi JHtt
iili,tii"f r-J*a--GJ":it"lg"-oi [ttE .".tcendo. So 4gch so, that if I were to
ptay the recor_ding ;l;ii;';"6 lictiiva"as it slioulcl sound the same as if
played forwards.so* um*"fr"L:#I#rm mlo**

1. As vou blow louder the lip has a larg:er vibration-' (Visualise a low
tt""p-.t"i"! i*-it 'i'iu""IJJiio* toull to soft' You can see the stringfs decreas-
ffi'#i"{;-tia*l 'itt" *outhpiece must accommodate this larger.lip.vibration by
;?dtfi;irft;;sinc pr'essure on the lips. If n9t, lfe mouthpiece pressure
i"friUitj tfr" brger 1ipiibration. As you play louder.-the mouthpiece pressure
il;;er;6-iig-tti""et. As you get iofte-r', the mouthpiece pressure becomes
firmer.

EOW TO JUDGE THE RIGIIT AMOUNT OF PRESSURE.

Play a crescendo and relieve the pr_essure excess-ively. The note will
,ourd iiftelt ir *uggi"gl iit 

" 
ttte loitom dropped out of it. Conversely, this

iir*1i."*""ndo a""a- i"Zi"ease the mouthpiec6 pressure e>rcessively. The note

will sound tighter, choked, very quickly. Once you expenence tnese two ex-

i"'.*[rl fi.ff?;;id;: Oit ttt.i crescendo, if the note starts to sound lts.htg

"aie 
ott the mouthpiece pressure; as the note-sags add pressure. As this is

#;ila"ti"-iai"ri--"nti- win n"do*e more refined and will not be heard bv
50,



the listener. Consider a two-wheel bicycle: you constantly a4iust the'front
wheel for balance, but it looks like yorr are traveling a perfectly straight line'

2. On a crescendodiminuendo the vowel, or tongue position must change
to some aeg"ee - it 

"a"i""-*itttittJ 
diftereirt reeiistelj-gf the horn. (Tltg

to"go" pJ*iTlo" is d;iin;t; tftJvariafie-fetweonThe, "ge'- as in the word
nir;;;;,-a;d r1;;fr;i a; i" iii; w;;a-;atw;. Antt an trre intermediatg posi-
tions oi ttre tonguJ 

"s'yJU 
protouoce 'ee;' "aw" - "sg'r on one continuous

breath.) "
rt is identical to the correet use of the tongue positions when- singing'

rry trri"---s-[a* i J,]rdii""a 
"ot" 

*otity *if]i fhe -"ee"-vowel.soun{. 
.9""9o'lq

gei louder, but do not change the "ee" tongue position._Notice, at t49 lolg,_el
point the note starts sounding jammed, congested. Try the opposrte' starE rne
;;T" r;.id-*ith tti; ;uil--of tu"g" uo#ei s6ona. No1' tfre iott sta* sounds
dull;th"r;is il};"s to ifr" noie.-fn otfr"i i'orat, for the note.to sound correct
ttrrrifiduj-til Aii"e;dile"aoaimiruendo the'tongue position must ehange
gdali"ittf"or" 'Git1o l'a#t and back to "ee", as vog ggf softer. In thq upner
i"giri".itte 

"o*"i 
change is barely perceptibie. lir ttre toweFt regi,ster i! is. s9

great that, in order to 
"accommodat^e ttrs low, large vibrations when gt4Stlg

Fo"t", o"e iral to a"opirt"-i':'ii-Jiigttttv 1o g* a lars-e-elou9['aw'" THERE rl
No blre coNSrdNC tiNcH-ANcnAELn tdNcue_ PorSIrIo-N qIIAr
WT,T, BE CORRECC-TON bNE NOIN FROM PIANO TO FORTE!

The identical tongue position change holds true whe4 nlanng loles, gn
the horn. (Incidentalli, it trolds true for all the brass and woodwind instru;
ments).

How to judge the degree of change in the tongue -position as you,cres-
cendo-diminuendo?tt Start a middle register note softly. As. yoq-qr-adually
crescendo go rapidly from the "ee" to the "awf' tongug position. Notice, t-he
note wiii s6em ib to'i" it" nottom, it witlsag. Now trt lhe opposite. Startihe
ciescenao adin anO go rtpiary i" 

"" 
exag-gerated "ee" tongue position. The

note will seim to riseJget iigller. These ire ttre two extremes. This time,..as
Vou .""r-.""ao, iISmfr to itre souna. If it seems to get tighter, ,udJlrtt,.!!:
tongue towarcis the "ad' position, if the note seems- to sag +tlipsl tq thg "ee]
tonlue position. These adiushnents, with practice become infinitesimal'.ahd
a, i 

""*^ult, 
what eman;6 from tfre U"U ieems to be a perfectly controlled,

unwave"infl notet (egain, like the previous twowheel bicycle example).

3. Excessive brassiness can also be eaused by overblowing, using more
air than needed at any given dynamic.

Many wind players have the notion that they literally have to BLOW
the sounis out o? tire instrument. Nothing can bb furthei from the truth!
Tt;;;*ilr" ot fi," ui" is simpti to makJthe lips vibrate 

- 
4gthi+c e$f!

True, to get louder one blows hiiden, but oqlV !o g_€t 4lalCe{ lip vibration- 'I'he
purpose 5t ttre wind on a wind instrument i5 similar to t}1e bow on a stlnged
ntsl*u*""t. fttJ fo* 1s-pt"-tsed harder to get a larger qtring vibration an$
sotmd louder. There is no wind going past the string instrument to make it
iounO louder; just a larger strin! vj"bration. (Or on-the- piano,- percqssion or
a loud speak6r.) Similarlv the aii is blown hdrder simpli to obtain qjargg"
lip vibration. but not to 

-blow the vibrations out of the instru4ent. 'I'he lrp
vibraiions sliould fill the horn and simply flow out, and not be shoved out.

4., Is the overall sound too thin or too tubby? A good sound shoulcl have
a reasonable mixture of lhighs' and 'lowsf. It is similar to the bish ang loq
eontrols on a Hi-It set, if you,turn off the lhighs'.and retain only the 'tow;t



the sound will be dull, tubby. If you turn off all the 'lorrys' and retain only the
entreme'highs'the resulting sound will be thin and edgy.

Both these extremes can be produced on the horn. Play middle "G' on the
hotnmezzo-forte using the most extreme possible "ee" tongue position. A thin
nasal sound will be heard. Play the same note again at the same dynamie using
an extreme "aw" tongue position. Now the note will sound dull and tubby!
Now try the note again using a tongue position about midway between the
extreme "ee" and "aw". You now are mixing the'highs'and'lows' for a more
satisfying sound. A minor variable in the mixture is a personal choice - as
it is how one mixes the highs and lows on the Hi-Fi set.
- Once you have arrived at the 'mixture'you prefer, it becomes of primary
importance to retain that IDENTICAL mixture of 'highs' and 'lows' through-
out'the full range of the horn! Higher notes will need a smaller tongue posi-
tion, lower notes will need a larger vowel sound position. (Many players do
not make the vowel smaller in the highest registers - and the notes tend to
lack focus - and are harder to play.) It is similar to the organ. The higher
pitches require a shorter pipe aswell as a narrower one. ff the pipe only gg!
shorterr, the pitch would go up, but would sound dull! (Need I say what would
happen if the pipe got longer for the lower notes, but did not increase in di-
ameter?)

o Conclusion: A larger lip vibration must be accommodated by a release
of mouthpiece pressure-enough to keep the note steady. (Incidentally, as one
g:oes into the lower register the vibration gets larger even if the dynamic re-
mains the same, and the mouthpiece pressure should be eased.)

The tongue position of "ee" to "av/' is used judiciously on a erescendo-
diminuendo, and to keep the trigh' - 'low' mixture in the tone constant.
DON'T OVERBLOW. (Even a piano "G' can be windy if overblown).

Listen to your sound and fix it as you play - if you think it can be
improved. Personally, I try to imprcve EVERY note as I play all the time.
ETERNAL VIGILANCE !! tr
* Mr. Fods bingrophical sltatch apped,reil in Volume I, Nuntber 1 of The Hotn Call,
poge 73. Ee is a well-lawum pWer and profeseor of maaic in the Los Angeles area. It
was incorrectlg stnteil thnt he teaches ot San Francisco State College. Ineteail, he
teaches ot San Fernando Valley State College, a,s well os Califonria State College,

QVl"*o,oL;l;o
. This editorial aDpeared tn lhe Cittcimati Fine Arts Journat in 1930. Possibly it
can be eonsidered germane to today's situation also:

"It is no exaggeration to declare that the Cincinnati Symphony Orthestra, is one
of the finest in the world today. This excellence has been aocomplished by several
years of close application under the direction of Fritz Reiner.

But the supremacy has been because of the musical -equipme1! o.f the orclrcstra
nersonnel. The iverae6 concert attendant may not Lnow that praotically every player
in the orchestra is in experienced soloist with a notable @reer. A background of
years of association witJr creat masters, great artists and great concerts. EverT
inember of the orchestra knows not only his own instrument but most of those in the
ensemble. H,e knows their possibilities-of range. He often has to play compositions
practicallv imoossible for hi3 instrument. He may be oblised under a guest conductor
io undo all hi3 musical trainins of years at a minute's notice and follow an interpre-
tation so far removed from hid stairdards as to be different music. But he does this
without showins any embanassment. He must never express hls feelings in a critical
wav. He can on-iv aiknowledse applause when the dir.ector permits.

' If he plays L brass instium6nt tre may sit through a large part of the progra'm
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without ulsvinc a note but at the right -moment 
he must blow a perf,ect tone or a little

tihrase oi sn incidental solo with exactitu{te'lhrase or an

restaurant or dance-hall.
-"'6i 

Aili*fi ani ;usicat. trg"lgg:^tr* 51w:.",#i sl&:l Hi ff,t#i'd'&ls#'.fr"."-t ;ff_#trtua-:tli ctrcus pubriEitv'
beat time over s€lxopnoft;ffie ffi-t"ffs ;a &'* an enonnous salary therefore at a
rcstnurant or dance-hall.

gr E:vl:ft *: *:.lil,'t*':-ts:1'JL'tg tri,lTH'i"e'#""H9 "F#:Iuel
iazz bond
bJ Crreu'lt

bv artistiore
He should be
bv srElsurc repFeBsrou au Dasrsrus. "" **^'; 

iI"i tt rd is in nirn to the ensemble
iie;hruid be'personally thanled for.giving tJrc best that rs ln mm u
tlre Cincinnati Syrnphony Orchestra." ^.-)^- m^

tt 
"-tr*rrpto"" 

orchgstra pl.ave+s a heroic individ'al. He has attained his position

,rtistic-repres,ioo,*.'li"ift'"1-tiigl'Iryll'E-F-*:*:'F*mff r?lgg|i:"fi

(We are indebteil 
" 

i'r*-iiiti-jqr-*"rty the first horn in this orchestra uniler Frita

ilrliner, fw atwring this cditorio'l' uith u8')

A fireorY of Hand-StoPPins
Robert w. Pyle, Jr., oJ the Acoustics Research Laboratory at Harvard uni-

versity makes the following observations on hand-stopping. He is an aeoustics

engineer and also an amateur horn player: '
"Below the resonance freg"Below the resonance trequency

+fr;irtittffiift 91 lP'i::\"*-"tlY:--ry::lfj"*fiftffi*'"u"ffi lJ'itr"1H';?"fr1i ;:"F:F' u*lFu'-'.W'*"ffi ij""*":l-* *l'!lrlft*rr,#.$#ti.;,,,r,,..i',,,t.', .$rum 'lr ,. ,';t'11'ltritl iff -*'-ui-'6. iqt*,,q":ggnfffj*-jJ
'' . ' '':i.iif..,t,.f .., ;it-" d;; *tti.tt lay above thig rep-

,,, ..'.',: .,.,,,,1:,r..... onance of the mute, if w_e eount oruy

,fftffi "' -'r- ils#H{t}*lH?$i{iffi3li
ry$ ";:R l***i'o"Hxx.,3,ffiffli'##

ft-Ji
ot-nigLn reionance of the hoq into
two resonance$ one highen qnd one
low*- tharr tle reson:rnoe of the o-Peu
il'*o en UgU." nodes 3re -raiPed in
Ditch" ard all lower-nodes ttafienql'
ffi-b.h."i"" is quite plausible. math-
ematically, and expleins pecullar-lTles
such as the apparent presenee or lwo
third or fourth harmonies on a stop-
;;e F h"tn. The advantange of !h9^stonnine mute over the hand is that
G 

^ i'es-onance frequency lies- qgmg
where near the fundamental oI the rt'
horn, whereas it is difficult to- get

"u.otiu"." 
introduced by the hand be-

low approximately middle C (at least
iii *^.):t tr
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'edfi";*
.  . .  :

: ' .
Wiicbme, "all:new rnembers from Australia to Flnland, from Canada to
Puerto di.o. Col. Henry Higginson, founder of the Boston Symphony Or-
chestra in 1881, said, "Musicians are not like other men and must be treated
diffefently.D To thii we might add, "aiid rhorn players are not like other
musieians !' Refer to; Robert Oecil's article, this issue, again. Sp.eciat thanks
goes to Frau Freya Eisenbeis, Eieanor- Dunham; Sally Schweikert, "Sall$
Bostley, Dr. Deborah Huntsberger and William Brophy for their help and
advice along the way. Also my fellow officers, Tuckwell, Hoss and Schweikert,
who are on call at all times. We are genuinely thankful for all of your kind
thoughts and vdshes. Now that we are really launched, each issue should
be better than,the previous one. Expect to maintain the schedule noted'on
page one. Those members whose MSS ry.ere a bit late, don't give up. Y9*
work will appear next tilne. We have to take materialrin theioider it'is
received. When the book is full, and the printer must begin his work there
is nothing to do but carry forward the remaining MSS. But no onds work
will go unnoticed or negleCted. My gratitude goes to my mother also, for her
help with proof-reading.

-Harold Meek

Note from tfte Secretapy: dues received before June 1, 1971 will be for the

19?0-1971 subseription year,unless it is a renewal. Dues received after June 1,

19?1 will be for the 19?1'19?2 subscription year. Journals and newsletters for

19?0-19?1 will be available at $5.00 for the year's publications while the sup-
ply lasts.
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VIqNETTES

AIex Grieve has been a member of the Melbourne gymp-I1pl.lv Oryngtraa
for the past fifteen years. He studiedhorn at the Melb_o_urye umverslly uon-
servatorium ana now-is;;-;he 6;ili"s-;dif ;i ttre Metba Conservatorium
in East Melbourne.

Mr. Grieve has wide interests outside orcheFtral plaype in Victoria's
musical tife. He t."qo!"iiyii;dlt""-ti;lq.ti""-Ert"tiit6r i{uslic Societv and
iJ a 

-enine" 
of ift"'fWuin6ot. Sextet. He was recently electetl to the com-

iritt* 
"f-ttt" 

Vi"i*iu" S"u""h oi the International society f3r Qgntqmporary
ffir:i;. He also ie""ft6i-at-U-einourne's Scotch College and Trinity Gramr-aar
School.

Grieve has taken part with other Melbourne musieia4g in--a qnec.iallg-
cordiis lor i[" frAii]"tti f,ift"v ofAq.tfitiJn Music in--the U. S. A. The
;;tfii"t i"aio"es- til-Il"* f;io-by-Oon Banks as well as e:rcerpts from
contemporary American music.

Apart from music Alex Grieve is_^well limown as aD- 4'ustralian nainter'
He studied at the N"dilriii G"ii.iv'u-Viit'ii'f;;d hal exnmiteo in raimania'
South Australia, W;;td-Aili6li":ana Vicioria. Mr. Grieve is fountler and
director of the Melbourne Horn Club.

Barry Tuckwell was born in Australia in 1931 and,studied at tlr,re Sy{ney
Conservatorium. In 1iF0 il;;;f to nti"ope 

'nd 
nolv liveq in London where

iffi;' ;;il;id fiil ;trt tn" 
-i"itOon 

Symphony orchestra 1e55-1e68'
He has established an international reputation as, a-virtuoso plaV.er g{

now devotes his time exclusively to solo p]ann_g _and chamber muslc. I1e

iir"j,r-iigtl""rv-tr'ioigr';;t--il;"*, it'J i:"it"a- Kinedom and the unitetl
36'1.r,- u:"4 fri* 

"pdfiert 
;i*a"i internationat music festivals including

naiiinirgrt, araeU,ii-g[-or;io,-iiweb and Helsinki. J4 !967 be made a
tfrie* *onif, tour of ftti fi" nust sfonsored by the British Council.

Mr. Tuckwell is Professor of Horn at the Royal Academy of Music'
London, and was u*""ala ifr" bia"" & tft" e;tish-Empi"e in t0e5. He has
recorded all the 

"o"J""J-oi;iH;;d",-Mt"tt 
and Stra-iss, and a recording

;i-ih; Bdlims Trio, opus 40 has-recentlv been released'
In 1968 he formei his own wind quintet,- and in.l970 played,Yt]+'iit:l

of the major svmphony orchestras in England, aq well-qlvisitrns tne umreo
states, Australia, #;dd; c;|*;;v; H;lffA;-itfrv qna ?ugoslafra' 1e?1 will
Ifriii'tri* riit" io *ui;; pu""i;# ce"t""s u"a -tt"ic" to the United States
?ilew Yorf. ,na CUi#t""t, 

-C-afi-tornia), 
as well as to Canada and France'

It is reliably reported from the second workshop at Florida s_ta!9-llivepity-last year
tilt i;lil 6arr'ow's rtui" i"t- pi"vi"F some str?nge tricks on him' hay'-rs -fallen 

out
t*ii., riil-was regrowi;g'f;"-fi;;;cottd time -J quite luxuriant and bushv on-top
i;;-il* ;; ott ttt";id".;'"d;;.ii.-O"" 

"l1tJgirl 
stridents asked another at one of his

-l&gl"i"*"t""""i"ii"J,;OoiljrJlir""iji",ipidl"'nNo;i"eptieA trre other, "It's a llolton.'f
* i . { . {3*

James Decker had just finished a spleadid performance of lhe Britten Serenade w-ith
-*" 

i,i Ift" *trving orcrrtiT;;; i" fiJ L"r-figetes area, and was backstage,-with his
o-iiv, 

"e"el.rin"g ""ong"utiif"tio"J-afi""-ttre_goicert. 
When someone- told him how well

h* h;'d' ;i;;;A ie hG-S;;f-J;-nip"a-;;_'a"e ouglrt to plav it well' he's been practic'
rg it for a month." 
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