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LETTERS TO THE EDITOR

Editor's note:
On March 20, a chamber orchestra from

the Fresno Philharmonic played a concert

at the Visitors' Center, Furnace Creek,

Death Valley; under the- impression that

this was a "first," your editor sent a card to

Wendell Hoss - but, as the following letter

wil l  show, Mr. Hoss had been there f irst!

Dear J im:
Thanks for your card' Your beauti ful

picture from Death Valley came post-

marked "Oceanside..." l t  was a sort of "1sf '

for your concert there. Once (1950 I

believe) | played in a 56-piece orchestra

concert wiih a pageant for the centennial

celebration on an open-air platform a bit

south of where You were' lt was a

marvel lous experience. And al l  during the

program; we could see a single f i le of cars

iiling u.tott the deserf from the Trona

entrance, coming to the Pageant" '
Wendell  Hoss,

San Diego, Cali fornia

Dear Jim:
Congratulat ions on another f ine iournal!

. . .  Thanks for mentioning our Schumann
performances. Now you can mention that

we (The Chicago Symphony Quartet) did

not play them as ptanned. Barenboim can-

cel led his two weeks with us due to his

wife's illness and the four performances as

well as the recording were postponed -

probably until next season at the earliest'

We did plaY the Schumann with the

Chicago Heights Symphony Orchestra,

Francis Akos, conductor, on November 23,

1975.
Sincerelv,

Norman Schweikert
Chicago, l l l inois

The following letter reached the Editor via

the Secretary-Treasurer, and we give it here

in the hope that someone can assist the

writer:

Dear Mrs. Fako:
I have a recording on BBC records of

Dennis Brain. On this record is a piece

cal led "Le Basque," by Marin Marais'  l t  was

Dennis Brain's permanent encore' I  would

like to get a copy of the music to this, but I

don't  know the publisher .  .  '  l f  you know,

where I could obtain a copy, I would be

very grateful. lf yoil could refer me to

,orn"on" who might know, that would be

good, too. Thanks verY much t"t t::::r:[:

Marc Cale,
3344 Austin Avenue,

wantagh, N.Y. 11793

The Suburban Horn Club, of Caldwell, New

Jersey, bids tair to be one o.f the most

active (and stimulating) horn gtoups

currently active. fhe two examples ol their

mateilals given below arc prcbably not

"Letters to the Editor," strictly speaking,

but are certainlY of interest'

Dear HornPerson,
We of the Suburban Horn Club have

observed repeatedly at Sunday afternoon

rehearsals that hornists are nearly as

passionate about food as they are about

horn playing.
Oui rehearsal breaks, rather than merely

resting the chops, revive the entire mouth

with the toothsome culinary contributions

I
I
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of our members. Assuming that al l  horn
players are of the orthodox gustative
persuasion, we have decided to compile
and publ ish an anthology of  hornists '
favori te recipes to be distr ibuted
world-wide.

l f  you would l ike to help us prove that
there is a direct relat ionshio between the
asethetic sensit ivi ty of the discrirninating
musician and the discriminating eater, send
your favorite recipe, (any food category) to
the address below.

Appropriate credits wi l l  be given, and al l
recipes wil l  be tested in Suburban Horn
Club kitchens to insure the highest of
qual i ty control.

Very Sincerely,
Libby Shapiro

NOSH
Suburban Horn Club

c/o Libby Shapiro
17 Rosemere Ave.

W. Caldwell ,  N.J. 07006

THE SUBURBAN HORN CLUB
The Suburban Horn Club was founded in

November of 1974, by a small  group of
horn players in New Jersey. Twelve people
found their way to the f i rst meeting to play,
eat, and to meet other hornists. At this t ime
it was decided that membershp in the club
would enti t le one to attendance at
meetings and rehearsals, a monthly news-
letter, a membership card picturing our
'horn bird'  ( the bird won our logo contest
and has since been adopted as the symbol
of  the Suburban Horn Club),  and inclusion
in future club activi t ies.

Since this t ime, our membership has
grown to include over f i f ty people, approxi-
matelv twentv of whom travel from as far
as White Plains, New York to attend our
monthly meetings at James Caldwell  Hieh
School in Caldwell ,  New Jersey. Our
members range in age from ten years to
"mature", and in occupation from pharma-
cist to photographer. In the past year we
have held two masterclasses, one with
Mart in Smith, associate principle hornist
wi th the New York Phi lharmonic,  and the
other with Barrv Beniamin of the Dorian

Woodwind Quintet. Our next workshop is
planned for early February, with guest
art ist Ralph Lockwood, of the Cleveland
Orchestra. In Apri l  of this year we gave an
'al l  horn'concert  of  music for  four to
sixteen horns, representing l i terature from
the seventeenth century to the present.
Four members of the club, who have
become known as the Suburban Horn

Quartet, have given numerous benef i t
performances, including a concert for radio
stat ion WNCN during i ts struggle for the
survival of i ts classical format, as well  as
memorial concert in the olaza at Lincoln
Center on Dennis Brain's birthday.

Other Suburban Horn Club activi t ies
include frequent concert attendance in
New York City, picnics, and fund raising
endeavors, to help bui ld our music l ibrary
and enable us to continue to bring f ine
musicians to Suburbia. As examoles of
these endeavors, the club has si lkscreened
its own shirts, bearing the image of our
bird, and has printed bumper st ickers in
three sent iments; 'Blow Thy Horn!,-1
Support Air! '  and 'Suburban Horn Club,
off icial car! 'Though the shirts have al l  been
sold, the st ickers are avai lable in al l
day-glow colors, for $1.50 each. We are
also compil ing a recipe book of "Hornists'
Favorite Recipes," to be published next
Year.

On January 11th of 1976, the Suburban
Horn Club wil l  be performing at the New
York Brass Conference for Scholarships, at
the Roosevelt Hotel.  As an ensemble of
twenty we wil l  play Rossini 's Fanfare de
Chasse, and Scheidt's fin feste Burg ist
unser Cott.  Then the Suburban Horn
Quartet wi l l  accompany Cornet Soloist
Cerard Schwarz in selections from the
col lect ion of the late Custav Heim, Mr.
Schwarz's teacher's teacher, and f irst
trumpet in the Boston Symphony, from
1907 to 1921. Mr. Heim arranged these
polkas, and popular Cerman melodies for
Horn Quartet and Cornet solo, and in his
day performed them with a horn quartet of
Boston Symphony members. The arrange-
ments have been reconstructed from
Heim's manuscripts, and i t  is doubtful that
they have been played since his group's



performances in the first two decades of
this century. As a further proiect, the
collection is presently being prepared for
publication.

For more information about the Suburban
Horn Club write:

Suburban Horn Club
c/o Amy Larkey

7 Cedars Rd.
Caldwell, N.J. 07006

Dear Mr. Winter,
Perhaps the enclosed photo and copy

would be appropriate for publication in fhe
Horn Call:

The enclosed photo was taken at a
concert of the Federal Music Society, a
N.Y.-based group of musicians who
perform original American music of
the Federal period on authentic anti-
que instruments of the time. Here
Randal Ulmer is playing a Cautrot "cor
d'harmonie" made in Paris c, 1840,
crooked in Eb. lts additional crooks
enable the horn to play in F, C, Ab, A,
& Bb alto; E, D, C, and Bb basso. The
mouthpiece is coeval and much
smaller in dimensions than a modern
onef which cannot even f i t  the
receivers on the crooks. The inside of
the bell is decorated with a design of
roses and lilies with golden garlands on

a green enamel background. This
marvelous instrument belongs to Erich
Selch, a founder of the Society and an
ardent collector.

Randv Ulmer is free-lance hornist in
N.Y., as well  as a busy repairman. He
special izes in custom work on horns

and other brass instruments.

Keep up the good work on the Journal!
lfs alwavs a treat to receive it.

Sincerely yours,
Anne Slayden

New York, N.Y.

Dear Mr. Winter:
Attached is a little composition I would

f ike to offer to vou for use in fhe Horn Call
as you see fit. lt was written by my very
tolerant step-sister, who has patiently
listened to me expound on subiects that
couldn't possibly be of interest to anyone
but another hornist - and she has never
even played a brass instrument, let alone
a horn.

I believe anvone who shares a home with
a horn wil l  f ind a considerable amount of
truth expressed, and most likely could
elaborate upon the list!

Cordially yours
June E. Potts

Fort Worth, Texas

A HOUSE WITH A HORN IS . .  .
... having company ask if you have a new

puppy 'cause there are always wet news-
papers on the living room floor.

. . .  going in to take a bath and f inding the
Holton 180 has beaten you to the tub and
vou have to wait in line.

.. .  spending the evening with your mate
in the next chair pressing an eyebolt to her
l ips, making buzzing sounds while looking
in the mirror.

... recaulking the windows every ye.tr
from high note damage.

... avoiding eye contact with your neigF
bors when vou are outside and there's prac-
t icing going on inside.



. . .  wondering i f  the sky would fal l  i f  the
question of muting isn't resolved - up or
down a half step when the thing is pushed
in to do i t .

. . .  overlooking strange t icking sounds at
odd moments, 'cause ifs probably the
metronome.

.. .  hearing Horn Workshop records for
the ten zi l l ionth t ime.

.. .  not eating before concerts.
. . . .  watching the mail  for "The Horn Call , , .
. . .  watching the mail  for , ,Workshop

Records".
. . .  watching the mail  for IHS Newsletters.
. . .  watching the mail  for mail  order

music.
. . .  watching catalogs, ads, etc.,  for horn

lewelry, literature, concerts, etc.
. . .  a house with love. l f  not of you, of

. the horn.
.. .  a house of jealousy. A wish to be a

horn instead of an Oscar Mayer wiener.
. . .  a house that 's real ly a home, ,cause i f

you can make i t  WITH a horn sharing i t ,
you can make i t  through ANYTHINC.

, M. M. Stuart

Dear Jim:
In looking over the steady and interesting

responses to my efforts regarding ,,stopped

horn." I  real ize that I  made a false
impression on some people, to wit: I am
NOT attempting to explain why things
happen as they do. I don't know, and I am
not at all sure that ANYONE does.

. l  was (and am) seeking an eff icient and
effective approach to developing control of
"stopped horn." I was (and am) trying to
work with observable and practical
"happenings."

I do not subscribe to the ,,two effects of
the hand" theory which appears (to me) to
be a basically adequate or inadequate
closure of the hand in deal ing with
"stopped horn." I do agree that lowering #4
of the harmonic series is practical but lower
#3 or #2 becomesvery difficult indeed.

I wish very much that ALL composers,
arrangers, and horn players would use the
word MUTE to refer to a foreign object in
the bel l  OTHER THAN the hand. I  do l ike
the idea of special symbols such as

t  OA^a.providing they are clearly defined in each
and every score and part! Traditionally the
* mark should be over every note so
desired, well known violations not
withstanding.

I promise that more will be forthcoming
on this sublect. By no means incidental ly, I
am convinced that some hands (such as
yours) are ideal for "stopped horn,,, and
that some are impractical without certain
adlunct aids and devices. Hence the ,,more

later."
Sincerely yours,
Marvin C. Howe

Ann Arbor, Mich.

Dear Dr. Winter,
I just wanted to let you (and hopefully

the rest of the members of l .H.S. through
"The Horn Cal/") know what's up, horn-wise,
here in Aust in.

As you can.see from the program l,ve
enclosed, Wayne Barrington, first horn and
assistant conductor of The Austin Svm-
phony, performed the Strauss ..Concerto

No. 1" with the orchestra on Fridav
February 27. A review in one of the Austin
papers called the performance, ,,robust, but
not rowdy." lt was.indeed a delight to hear.

On that same concert we performed
"The Rite of Spring." l t  was excit ing and
chal lenging!

Dr. Winter - "The Horn Call , , is looking
great. l f  there's anything I can help l .H.S.
with, p/ease let me knowl Thanks.

Flo Pful lmann
Austin, Texas

Dear Mr. Winter:
Your readers may be interested in the

enclosed photo of 6 Cerman foresters per-
forming ceremonial hunting horn cal ls. The
picture was taken in October 1973 by my
colleague John Sweeley, Ukiah, Cali fornia.
who was one qf a group of American
foresters on a tour of forest management
practices in Germany.

The horns apparently are an integral part
of hunting in Germany. They are used to
signal beaters, guides, and shooters as well
as for post-hunt r i tuals salut ing the game



couple of days.
To mv own dues I wi l l  only add a l i t t le

gift for you, guaranteed free of charge: On

lur tour to U'S.A., start ing this month, we

have to play Tschaikowsky Fifth 13 times'

We already played it three times here in

Stockholm, and those seven bars rest in the

second movement before the solo always

makes me nervous, so as a therapy I started

to hum different tunes upon the string-

sound. Suddenly I realized how well the

trumpet-opening of Mahler's Fifth fit there'

I wonder if I am the first one to discover

this, or has it been done before? Maybe this

would be a good idea for the Horn-Call? A

competition who can find the best melody

for the TschaikowskY 5.!!
I  am afraid t  wi l l  not see you this t ime,

we do not come to the west coast' How
kil led. A dif ferent cal l  is used for each

game sPecies.
My hunting horn, similar to the smallest

ones in the photo, is in Bb and plays the

same overtone series as a trumpet' lt cost

$15 in CermanY in 1959.
I would like to see a feature article in The

Horn Call  on modern uses of hunting horns

in EuroPe' 
Very truly yours,

Cuy ConnollY
Wildl i fe biologist
Twin Fal ls, ldaho

Dear J im,
Forgive us, forgive us, forgive .",. PYt

no* ih" secretary of The Stockholm Phil-

harmonic Orchestra, Horn Croup Section,

wil l  see that everything wil l  be paid in a

sad!
But all the best

yourself .
to your familY and

SincerelY Yours,
lb LanzkY-Otto

Hagerstein, Sweden

O\1r5. [  f 'urDelg

T-lrlkNrt:J: STnlorri rrI 
-

tr" l'\ttr, i"lrrr\ol

hrr.:Ib Lrr\.ct\r
Ttltlsrrl: Cher St*.\ll

Patron: Baroness Maria Roretz
Schloss Brei teneich,  Austr ia

5000 Austr ia shi l l ings

Seventh Annual Courses tor Winds1976
Ol special interest to hornists is Course V (August 29 - September 12): 

-
cLAss|cAL&MoDERNw|NDcHAMBERlius|cwlthmode]n|n3trumon|3-- '--  

ci lstrcAL wlN-d r lnmorv wlth oRIGINAL lNsrRui 'ENTES

Linited to 2 ft ' ,  2 ob',  1cl" 4 bsn" 4 hn'

Chambergroupsofor ig inalandmoderninstrum€nts ' lnstrument-makingandrepair '
History ot the woodwini 

-qrint"t ,- in" 
.Vienn€se classlcal style, Archlv€s of

i^ii,r-.,J.ti"s ,usi", H"eaei 
"i" 

pr"v!r" of the classical hand horn (f . i. coples bv

Meinl and Lauber) to complete the harmony' Write: Walter Hermann Sallagar

lnclusive pr ice A-1030 Vienna, Neul inggasse 42110
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"l tried a beautif ul Paxman Horn . . .

. . . but I don't rcally need an f-alto instrument.:'
Paxman also makc t:De Desf rcgular Doublc F/Bb Homs in lhe woild.

;'uy iri"ni. h"" L nerv gooa Paiman' Dou'bte H'om, but ii is lust to'o "tighrbiowin'g' toi the work't
q9 - it simply will not match the immense volume of today's symph6nlc brass-sections.,,
You cannot haye tilod the Paxman exln-larya borc. Wc make cvCry modet In 4 dtllcrcnt stzcs.

i't hanen't'found a ioubie norn 
"i 

tigit tn'weig'ht or r. i"rporrive as my r"ry otd German
instrument which I had rcnovated.
with.hoilow va.rvos, th. Paxman Full Doublc ca,n welgh only 4 lb. 74 oz., and the compcnsattng-
D-ouble onll 41h lb. Paxman Hornc malntaln theh tonc and lrcedomc oi blowtng (paiicutailyin
the larye and extft-latge sizrs) fo a dynamic tev3.l lat excccdtng that ol any othcl li'orn yct midc.

;'A cotte"gu" .h"s "n .exceilent paxman' nori, oui n i" ,oi in i,ticxet-sitier - t have atwayi
preteffed the intense billliance ot that metal."
All 35 Paxman models arc availabla ln 4 borc-stzea and tn 3 molars - Ycllow-Brass, Gold-Brass
& IVickel-Silvcr.

':yli! u* is a Cgipensating Do'ubte'noriz t n'ave iuni suci insiuments iadty out ot tuie.',
Not the 

-Paxmanl 
ptsrggal! its ststom onco ah. dlllercnt nlve-slldcs arc learied, and plal tt

exactly likc a tull Doubla Hon.

iTh"'Patm"n iorns'I haie seen ati have a detaciable'bett-itare.'t tninx l'prefer the'trcdition;t
one-piece bell."
Every Paxman hom is availabl. wtth ollhcr Vpo as daslrcd.

;wnire 
-"an t.git to'ptay difleient paxmin modets', to iudge'tot nysetiz',

Thal's the.only ltoubte - thct..slmpv arcn't anough lor cicrybody who wanas on. as lct, bu| tn
time you'll be suilounded bl thcmt
visll us al the Flrst Intornallonal Brass Congress ai Montreux In June, paxman wlll be thoro for
lhe.ontlro week wlih a large collectlon of hbrns to try, and you can m€et the team who havo
d€slgnod and bullt homg lor the loadlng players throughout the World.

PAXMAN OF COVENT GARDEN,
HORNS AND BRASS

116 LONG ACRE, LONDON WC2E gPA
Telephone 01-240 3642 & 3647

b b1]t) bl) b bb bb bbb t>1) b



From The Editor's Desk

l f  al l  has gone as planned with a Newsletter from President Barry Tuckwell  and

Secretary-Treasurer Ndncy Fako, our readers wil l  know that this issue of the journal wi l l  be

my last. Two elements bore signif icantly upon the decision to ask to be rel ieved, and i t

would be less than candid not to admit that one of them was fat igue; the other, and very

compell ing, was a f irm bel ief that after four years the Horn Call  wi l l  prof i t  from new

direction. l f  the editor were a ful l- t ime professional, a longer tenure would seem

reasonable, but the Society has many able people, i t  seems healthy to pass the duties and

privi leges of leadership around. l t  is tradit ional at t imes l ike this to express thanks, and I

cannot permit the opportunity to do so to pass: Therefore, my most heartfelt  thanks to a

oatient wife. who al lowed me to submerge into the Horn Cal[ an average of at least eight

to ten hours a week; to Vice President Wil l iam Robinson for his invaluable assistance in

myriad ways; to Dumont Printers, whose accurate copy made proof-reading a pleasure,

and whose Drofessional know-how made a neophyte editor 's job comparatively easy; and

above al l to our readers for their patience when things went awry, and for their wonderful

letters and art icles, without which the iournal could never have survived.
With art icles by Ceorges Barboteu, Dr. Wil l i  Aebi and B. Lee Roberts, this issue is

indeed international; there is also a report from Nagoya. Thomas Cowan, our international

banker-hornist  member,  in i t iates a new column of  "Prof i les,"  in response to numerous

requests for  something of  the k ind; our usual  regular columns and the annual  "Orchestras

Around theWorld" l is t ingwi l l  beof interest ,  as always. Mr.  Cowan's f i rst  prof i le subiect  i ;

Norman Schweikert,  Chicago Symphony hornist and f irst Secretary-Treasurer of the

Societv, and teacher; he plans the second to be Charles Kavaloski,  Boston symphonr

Orchestra hornist and holder of an earned doctorate in physics; please write to him wit i '

suggest ions for other subiects at  h is home,3506 Harrogate Road, Columbia,  Soutf-

Carol ina.  29210, U.S.A.
In spite of some very vexing frustrat ions and the requirement for many hours of work

the editorship has been a great loy and satisfact ion; I  shal l  miss i t ,  and I know mr

successor wil l  f ind the contacts with our world-wide membership most rewarding anc

stimulat ing. On to Montreux, Hartford, Tokyo, or wherever we reconvene our remarkable

Society in future! l t  is a splendid force for international understanding and for the art we

all  serve.

A MOLL DUR PUBLISHING HOUSE
'1 649 Connoley Avenue

Chula Vista. Cal i fornia 92011

Music lor 3 to 12 Horns
Composit ions by: Hyde, lngal ls,  Johnson, LoPrest i ,  Lucas,
Maxwell, Mayer, McGovern, Nelson, Wessell, and others.

We will have a catalogue soon. All the titles won't be available
immediately. Please write to get on our mailing list.

L-
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NEWS NOTES

The indefatigable Merle Kelly, apparently well recovered from his heart attack, has sent
in the following materials from the Nagoya Horn club, along with an elaborate pamphlet
in Japanese, describing,the club and its activities. ltems in the pamphlet include greetings
from Kelly and the other officers, a Club Diary (dues, 1,000 yen per year), a ,,chatting

corner," lists of horns and mouthpieces available, and so on. (Kelly kindly wroie in trans-
lat ions of the headings.)

NACOYA HORN CLUB

M. l. KELLY, Honorary President
SHICERU FUKUDA, President
KOJ I YOSH lZUMl, Vice-President

YOSHfYUKf AKITA, Fuji Brass Band
MfTSUHITO ASAKURA, Self Detence Force, loth division Music Band
SHf GERU FUKUTA, NHK Nagoya Broadcasting Orchestra, Nagoya Philharmonic

Symphony Orchestra
KAORU HASECAWA, Nagoya Civic Orchestra
SHf CEO HAYASHI, Kariva Civic Band
Jf RO IMAMURA, Nagoya Civic Orchestra
YOSHf TAKA lSHf DA, Doho High School
M. L KELLY, Kinjo-Cakuin lunior High School Orchestra
DAf SUKE KOCA, Cifu University Orchestra
TAKAYUKI MATSUKO, Nagoya Art College Orchestra
NORIYUKI MATUSMIYA, Nagoya Technical College Orchestra
MASAAKf MATSUURA, Nagoya Art Col lege Orchestra
YUf CHI MURAKAMI, Nagoya Civic Orchestra
MASARU NAKASHIMA, Nagoya Technical College Orchesta
KAZAO NIWA, Gifu Symphony Orchestra
SABURO OTANI, Cifu Symphony Orchestra
MASAYUKI SANO, Nagoya Art College Orchestra
RYOJf SHf MA, Nagoya Philharmonic Symphony Orchestra
TSUYOSHI TAHARA, Se/f Defense Force, l0th Music Band
KIYOSHI YAMAGISHI, Se/f Defense Force, 10th division Music Band
ISAMU AOYAMA, Nagoya Technical College Orchestra
KUMIKO FUKAZU, Nagoya Electrical lndustry High School Brass Band
KAYOKO, Nagoya Civic Orchestra
OSAMU COTO, Aichi Education College Brass Band
NORIHf SA HATTA, Cifu University Orchestra
MASAH I KO f MAIZUMI, N agoy a Y outh Sy mphony Or chestr a
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TETSUYA f SHlDA, Citu University Orchestra

HARUO KAWAKITA, Nagoya Civic Orchestra

TERUYO KlTAl, Nagoya Art College Orchestra

YUKf MO Kf TO, Kinio-Cakuin College Orchestra

TOMOKO KOMATSU, Nagoya Directors Band

YOICHf RO MATSUKO, Nagoya Art College Orchestra

MASAMI MATSUOKA, Nagoya Art College Orchesta

KAORU MIYAKE, Nagoya Philharmonic Symphony Orchestra

TOMOYASU NAKANISHI, Nagoya Technical College Orchestra

YUKf Hf RO NASHIROZAW A, Fire Department Music Band

TOMOYASU NOCAMI
MITSUO ONO, Fire Depattment Music Band

iriiuno orsuKA, Self Defense Force, Hamamatsu Music Band

Hf ROAKA SHIMODAIRA , Mie L)niversity Orchestra

TOMf O SHf RAl, Nagoya Civic Orchestra

TOSHf O YAMADA, Nagoya Youth Symphony Orchestra

KOif YOSHf ZUMI, Nagoya Philharmonic Symphony Orchestra

Hornrsts of the Nagoya Juniro Symphony Orchesta

( Sponsored by N H K-E / T V - J apan Br oadcasting Assn' )
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correspondent Bernhard Bruchle sent the fol lowing cl ipping from a news-release:

Ceneva Music Competit ion
The 32nd International Music contest wi l l  be held in ceneva september

3-18, '1976; categories wil l  include Voice, piano, Viol in, Clarinet and Horn.
Part icipants may be young art ists of al l  countr ies, ages 15-30 for pianists,
viofinist, clarinetists and hornists, 20-30 for women vocalists; and 22-32 tor

'  male vocal ists. Prizes total 76,500 swiss Francs. The prospectus, with rules
and program, wil l  be sent upon request to those interested (palais Eynhard,
CH-12M Ceneva, Switzerland.) Deadline for appl icat ion , June 15, 1976.

Mme. Hermann Baumann has forwarded a brochure announcing a Master Class bv
Hermann Baumann, August 2-14 in sion, switzerland, as a part of the 13th Tibor Varga
Festival.  Cost is 600 Swiss Francs for the entire course, or 400 fr.  lor one week. Application
should reach the Academie de musique de sion, case postale 3374, cH-19t51 sloN,
Switzerland, by June 15. There are a l imited number of scholarships avai lable. She also
sent a review from the Heilbronner Stimme of February 16, 1976, of a concert by professor
Bauman which included the world premier of a newly-discovered work of Fri tz Werner, a
Horn Concerto, op. 54. The orchestra was the Zurich Chamber orchestra, directed bv
Edmond de stoutz. Your editor did not f ind Fri tz werner in the 1959 crove,s, but the
review identi f ies him as late-Baroque or early-Classic. The Concerto wil l  be published by
Edit ion Cerard Bi l laudot, 14 Rue de L'Echiquier, paris (10e).

Another notice of a competit ion arr ived through Mrs. Fako; i t  is the International young
Musicians contest in Evian, Switzerland, June 20-30. Deadline for appl icat ion unfortu-
nately is Apri l  15, after the publication date of this issue, but perhaps some of our
members might be interested to observe the contest. The contest is open to brass
ensembles and woodwind quintets. For further information, write to Festival d,Evian.
Casino Royal Hotel,  Chateau de Bloney, 24500 EVIAN, Switzerland.
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Ca|vinSmithsubmit tedthei t ineraryofth_e.Annapo| isBrass.Qu, intet , inthef i rst
European tour of this ruf f-ti-"ir"tr ensemUle. The toui was extended from October 27 to

November 26, and i".ruaui'"]Jn,l* .""|*ii 
""4, 

recording dates for radio and television;

the tour ranged from spuii to io*ay, via switzerland,Austiia and Germany, and closed in

Holland and Belgium He also mentions u n"* 
'"lo'ding' 

released by Crystal Records'

featuring himself with the quintet'

Mrs.Mi| tonMcKnightsuggests.n"r . r r .* i " ,h intsaboutwhattotakeabroadtothe

Y:rs1"fi_r"stions for your bulletin: what you. may take; ong rv,r.usicl! instrument, one

Tape Recorder; One. rt'r"""i" C"t"ta; t*o Still Cameras; Including'tape' recorder and

instrument, 44 pounos Ji;;;;. w_iren pac.king fold and roll things like shirts, sweaters,

ffi ;, .; l: ;j ** *;tl'^U:,r:';:f n::: i ; llli ru "i ili Ji:,i"fi J':lil'i
not too manY torelgn alrl

be needed untir you .un-Juf,o u bank as rate is usuailv cheaper. o9 legn3ll 
receipts for

everything vou buv f"' ti:;'';;;'' naa'"""t that'misht be helpful: swiss Embassv'

2900 Cathedraf n""' N vi,"w;;;;;t;" D'c',zoma; iwiss-Consulate cenerals are located

in: chicago, ! l l . ;  New oi l"; ; ' t ; ' ;  io '  nne"t" ' '  c l l i { ' ;  san Francisco' ca' and New York'

N.Y.
Remembera|sothatanythingmanufacturedoutsideyourowncountryofresidence

should be registered *i,f irrl",i, before leavingitr" .ountrv, to avoid duty; this includes

instruments, cameras, watches' iewelry' and so on'

Elliott Higgins, whose lecture on tft" u" ot-t'""-lance playing was so well received at

Magog last year, continuei t i, "-pf.r",i.n 
of tf," unufral,'having played a work by Carlos

chavez, with Higgins,oi-r;s';';;;;"t orchestra: Xochipitli, a six-minute work featuring a

solo conch shell in un ull.pi ao emulate the sound of ancient Aztec ceremonial music'

The conch was sanded by Higgins to form a. t::;;; for the mouthpiece and modified bv

ceorge Mccracken ,o pliar.z-u concert "c". rt" pr"gtam received favorable reviews and

arousedmuchinterest , .u,"uia"n."obythemanyof iersofconchshe| |sranginginsize
from 9 to 18 inches'

ELLIOT HICC'NS AND CONCH
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C. J. Paxman announces that flights from London to Ceneva for the Workshop are being
arranged through Swissair. lnquiries should be directed to Mr. John E. Harper, Superinten-
dent - lnternational Congress Service; Swissair; Swiss Center, 10 Wardour Street, London
W1V 4BJ, England. Telephone (01)734-6737. There are dai ly f l ights from Heathrow at 111Q
1555, and 1955, with return flights from Geneva at 0850, 1340, and 1745. Seven-night tours
(air passage, room and breakfast) range in price from e110 tot152, depending on the type
of accommodations desired; prices may vary with rates of exchange.

Horn artists scheduled to appear include Georges Barboteu, Hermann Baumann, Vitali
Bulanovsky, Philip Farkas, Friedrich Cabler, lb Lanzky-Otto, Jozsef Molnar, Barry
Tuckwell ,  Adriaan van Woudenberg, plus new addit ions, the Wiener Waldhorn Verein!

There is also a charter flight being arranged for Scandinavian hornists, but your editor
has no further information about it.

Switzerland is of course the land of the Alphorn, and hornists from other countries will
be most interested to see and play one. Jeffrey Agrell has sent clippings from the Luzerner
Tagblatt with photos, describing the largest ever made - perhaps "builf is more
appropriate! lt is 13.4 meters in length (nearly 44 feet) and has been played successfully by
Arthur Lamv.

Krienser Weltrekord: Stolz wird das Riesena/phorn optisch und akustisch am kienser
Fasnachtsumzug vorgefuhrt. fs /asst im Chor mit zwei normalen Alphdrnern (rechts im
Bild und einem Buchel die soliden Basst6ne erschallen.

Dr. Wolfgang Suppan announces the second edition of his Lexicon des
B/asmuslkswesens. lt may be ordered from Blasmusikverlag Fritz Schulz, D-7800 Freiburg-
Tiengen, am Mllrzengraben 6, West Cermany.
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The annual Brass Chamber Music Workshop held at Humboldt State University wi l l  take
pface August 8-13, 1976. Daily chamber ensemble rehearsals, programs, an open l ibrary,
rehearsal faci l i t ies, and discussions on topics of interest to brass players wil l  be the main
features of the workshop.

Inquir ies may be directed to Valgene Phil l ips, Music Department, Humboldt State
Universi ty,  Arcata,  CA 95521, U.S.A.

On January 16, 1976, the f i rst annual Central New York Brass Festival was held at Jordan-
Elbridge High School under the administrat ion of Jeffrey Renshaw and James W. Estes.
Part icipating in the Festival were brass players from Jordan-Elbridge High School, West
Cenesee High School, Cicero High School, and Liverpool High School.

Cl inician-Conductors for the Festival were Donald Knaub and Verne Revnolds of the
Eastman School of Music.

The one-day Festival culminated in a concert which presented each school 's brass choir
as well  as four homogeneous choirs (horns, trumpets, trombones, euphonium and tuba).

Michael H6ltzel wi l l  teach at Indiana University during the'1976 Summer Session, and
will af so conduct a three-week course at the /nternationale Sommerakademie in Salzburg,
Austr ia, August 9-28. This course immediately precedes the Ceneva Competit ion.

*****

Shortly before Barry Tuckwell's appearance on the CBS television show "Camera Three,"
your editor engaged in some correspondence with Margaret Carson, who is Mr. Tuckwell's
agent in New York. One of the results of that correspondence was a series of splendid
photos, all of which we were given permission to print. With the exception of the photo by
Mrs. Lawrence, all were taken by Camera Three personnel, and all of the rare instruments
came from the Metropolitan Museum of Art, New York City.

BARRY TUCKWELL WITH FRIENDS AT LINCOLN CENTER
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ROMAN BUCCINA

PICTURED FROM LEFT TO RICHT ARE: 19th CENTURY POCKET POST HORN FROM
MILAN; CONCH SHELL; AND DANISH LUR, 6th CENTURY B.C.
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ANIMAL HORN

"coR-SOLo"
(Early 19th Century? Note crook and tuning slide )
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The curious enchantment that surrounds our horn continues to touch non-hornists in
unexpected ways. Recently a neighborhood lad, Tracy crow, who has taken up ceramics,
sent over his latest creation, a horn with four coi ls, attached bel l  and large mouthpiece.
Not being a ceramist, I  am perhaps wrong, but I  rather think a complete horn, , , thrown,, on
a potter 's wheel, represents a remarkable achievement. Using a horn mouthpiece, taped so
that i t  f i t ted f irmly into the throat of the original mouthpiece, the instrument was playable,
although the harmonic series was less than satisfactory; between the 4th and 10th
harmonics, i t  seemed to be in the vicinity of D-f lat;  the bel l  shape was not amenable to a
successful hand-horn technique. To use a term of James Decker's about a horn that was
supposed to have been playable, this one is no doubt a "wall-hanger,,  -  but i t ,s a
remarkable wal l-hanger.

EDITOR WITH WALL-HANCER.

Friedrich Cabler announces his private publ icat ion of a third volume of Bordogni Etudes,
a set of ten vocal ises with piano accompaniment. Readers famil iar with the Rochut
Melodious Etudes for Trombone will know what these etudes are like - graceful ltalian
melodies, harmonized with piano. write to Prof .  cabler at his Vienna address.
Elsslergasses 10/8, A-1130 Wien.
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Wendell  Hoss and Ceorge Cable sent in the accompanying photo of Sal ly the Snake (a
three-foot rosy boa) emerging from the bel l  of Rita Buechel 's horn. Sal ly 's owner, Tom
Johnston, junior in El Cajon High School, had taken Sally to school to show her to fr iends
- and Sally identi f ied the horn as a good place to begin hibernationl Pul l ing fai led to
remove her, but biology teacher Walter Cehrke suggested putt ing the horn out in the sun
- and when the horn became unpleasantly warm, Sally came out!

a
t*
I t

The f irst meeting of The lsrael i  Horn Club took place at 10:00 A.M. on March 13, 19'r
in the Cuest House of the lsrael i  Phi lharmonic Orchestra (28 Agnon Street, behind ru
Ramat Aviv Hotel).  The agenda included: lntroductory Words, The Aims of lsrael i  Ci. .rc
Team Playing. A l ight beverage was served, and the meeting was organized by Meir Rir. :m:
and Yaacov Mishori.  (Your editor was very kindly invited to attend, but couldn't  manage r-
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What kind of music should a horn player have at his wedding? Why, HORN MUSIC, of
course! In fact, the only reason bridgegroom Paul Riggio is not holding one of those coiled
beasties is because that pretty flute-player bride, the former Donna Walker, is standing
there!

Ringing the rafters with joyous music from Scheidt, Bach, Schumann, Reicha, Mozart,
and Handel during the fest ivi t ies on February 28 in the Frostburg, Maryland, United
Methodist Church were, from left, hornists Luke Zyla, Llew Humphries, David Sternbach,
and Vince Richards. Riggio and Richards are former students of Sternbach at West Virginia

University, and Zyla and Humphries are st i l l  studying there. Mrs. Riggio is the daughter of

Mr. and Mrs. Wallace Walker of Cumberland, Maryland. Mr. Riggio is the son of Mr. and
Mrs. Donald Riggio of Charleston, West Virginia.

The bride and groom are now in Puerto Rico where he is 3rd horn in the Puerto Rico

Symphony and 1st horn in the Puerto Rico Opera and where she teaches music in a private

school.

A late notice advises that the Seventeenth Music Seminar of the East Cerman Republic

will take place July 12-24, at the Franz Liszt Hochsch ule f ur Musik in Weimar. Professor of

horn wil l  be Peter Damm. Unfortunately, the f inal date for appl icat ion is Apri l  30, but

interested readers may wish to inquire about plans tor 1977. Write to: Organizational

Off ice, Franz-Liszt-Hochschule, 53 Weimat, Platz der Demokratie 2, DDR.
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PERFECTION
What do you expect from your French horn?

Of course you expect the scale to b€ accurate, a
good tone, a nice finish and good mechanical aspects.
But you really should demand much more . .

Its playing qualities should provide you with that

extra margin of comfort and confidence that con-

sistently allows you to play at your best under all

conditions. The attacks should be clean and precise

regardless of the register or interval. The tone should
not change color from one register to another. it
should retain its tonal b€auty at all dynamic levels. The
pianissimos must hold
togeth€r, and when you play

with gusto, it must have a

controlled tone lhal sti l l  sounds l ike a French horn and

nol a trumDel or trombone.
Highly successful professional player and teacher.

Ethel Merker, sums il up this way; "l f ind all these

factors at their best with Holton's Farkas French

horns. Its supertor playing quall l ies are uniquely and

consistently Holton and that is why I and so many ol

my colleagues use and recommend them."
Perfection; if this makes sense to you, it would also

make sense for you to try a Holton horn."'HoLtoN A)
since 1s9; \)/

P.O. BOX 4s9 . KENOSHA, WISCONSIN s3111
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M. GEORCES BARBOTEU

DU COR
- Ceorges Barboteu

La France semble l i6e.depuis.toujours iJ*a,* du cor. c,est elle qui lui a donn{
pe-ndant des sibcles, ses lettres de noblesse, et c,est elle qui a su le mieux assimiler les
d6couvertes, les trouvailles ou les am6liorations venant d,autres pays. Mais, d,abord,
quelle est la vdritable origine de notre cor d,harmonie?

Au-ddpart, bien entendu, il y a la simple corne d'appel, qui a eu une nombreuse
prog6niture, qu'il s'agisse du noble ,,olifant,, du Uoyenjfue -'-."fri-A ,a"" ;;rai;
malheureux Roland se servait I Roncevaux pour appeler 

"u 
s".orrs - ou du l6gendaire cor

des Alpes, ce fameux et encombrant "Alpenhorn', dont la belle voix s,entenJh a"s nlo-
metres clans les alpages suisses. Mais cet instrument en quelque sorte primaire avait d6jl, )
l'dpoque romaine, donnd naissance I un instrument beaucoup plus'6labor&.-ji;,;giii;
"cotnu" en usage dans les musiqes militaires au temps des Romalns. pour dviter l,en'com-
brement occasionne'par une trop grande longueur de tube, les Romains avaient eu l,idde
de contourner en spirale l'instrument, dont la perce 5tait, comme celle de la corne
d'appel, conique. c'est de ce "cornu" que jouent les trors c6lBbres musiciens que l,on
ilecouvre sur l'un des bas-reliefs de la colonne Trajane, au milieu de Forum de Tiajan, a
Rome. Le nom mone de l'instrumentiste, "corniceni', esi attest6par le titre de l,6cole oi il
pouvait se former, le "collegium cornicinum,,.
. ll est plus que certain que, A la chute de Rome, les invasions barbares firent tomber dans
l'oubli le plus total aussi bien l'art du "cornicen" que la technique meme de fabrication
du "cornu".
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C'est en Allemagne qu'il semble que l'on ait reddcouvert cet instrument. Ceci devait sd
passer aux environs du treizibme sibcle. Plusieurs documents contemporains nous offrent
en effet la description d'un instrument qui, d'une maniBre ou dune autre, rappelle
5trangement le "cornu" des Romains. Qu'il s'agisse du "JHgerhorn" d6cnt par Virdungl en
1511 ou d'un cor contourn5trois fois en spirale dont on trouve la trace des 1502, il s'agit
bien d'un m6me instrument, qui est la r6urgence exa-cte du cornu.

C'est ce cor contournd en'spirale qui fut adopt6 en France, otr on l'appela "cor l
plusieurs tours". C'est ce cor ) ptusieurs tours dont on se sert au XVlo silcle pour la chasse:
on l'appelle aussi la "Trompe", et c'est sous cette denomination qu'on le d6signe toujours
aulourd'hui dans le langage de la vdnerie. (A la mGme epoque, on utilisait egalement, pour
la chasse, un petit cor contournSune seule fois en spirale, c'est le "huchef').

La fonction cre'ant l'organe, c'est i la chasse au cerf - la chasse at courre - que l'on doit
l'utilisation du cor l plusieurs tours. En effet, auparavant, on se servait uniquement de
l'olifant, qui, n'ayant que 38 centimetres de long, ne pouvait porter bien loin. Avec la
chasse au cerf, il faut un instrument dont la voix se fasse entendre au loin: c'est pourquoi
le cor ) plusieurs tours fut adopt6.

C'est en 1639 que Francesco Cavalli emploie pour la premiEre fois le cor de chasse !
f'orchestre, dans son op€ra"Le Nozze di Teti e di Peleo". ll faudra attendre 1654 pour que,
) l'instigation de Mazarin2, une troupe vdnitienne ambne au public frangais cet ouvrage,
et lui fasse par la mdme occasion ddcouvrir les beautd du cor. Un peu plus tard, dans la
"Princesse d'Etide" de Molilre, Lully introduit un ballet (Les Plarsirs de llle enchant6e) otr
il utilise une fanfare de cors. Sans doute, chez Lully comme chez Cavalli, les accords
confi6s aux cors sont-ils d'une simplicitdfo-rce6 il n'en reste pas moins vrai que c'est a
partir de ce moment que l'instrument lui-m?me atteint un niveau de facture assez 6levd.

A partir de 1700, le Marquis de Dampierre, Lieutenant de Chasse du Duc du Maine,
compose un grand nombre de fanfares harmonisGs pour le cor de chasse, qui sont d6ter-
minantes pour l'avenir musical de l'instrument. Rameau lui-m0me imitera Dampierre dans
"Hippolyte et Aricie" . . .

Dans la second moiti5du XVllo siAcle, le cor est donc devenu une sorte de sp6cialitd
frangaise. C'est l ce moment que son histoire va s'infl6chir d'une curieuse manibre. En
effet, en 1680, un jeune et trls brillant gentilehomme venu de Boh0me (dont il 6tait
d'ailleurs Vice-Roi), le Comte de Sporck, entreprend une tourn5e en Europe, comme tout
jeune homme bien ndse devait de le faire. ll se trouve qu'il dtait passionn6 de chasse et de
musique, et qu'on l'avait surnomm5 le "premier chasseur d'Europe". S6duit et captiv6, d0s
son arriv6e en France, par la chasse I courre (que les Allemands appelaient la
"Parforcejagd'J, Sporck dScide d'importer en Boh6me tout ensemble le principe et les
Dgles de la chasse i courre et l'instrument qui en est ins€parable. ll fit apprendre le cor
frangais ) deux de ses propres serfs, Wenzel Swida et Peter R6llig: ce furent les initiateurs
d'une longue lignSe d'instrumentistes qui devaient bouleverser l'histoire du cor.

En effet, munis d'instruments ramen6s de Versailles par Sporck (ils avaient 6t6 fabriqu&
par Caretien ) Paris, nos deux compdres formlrent de nombreux disciples. Dls lors, il se
constitue en Boh6me et d Vienne, oD Sporck s6iourne de plus en plus souvent, une
v6ritable 6cole de cor, doubl6e d'une 6cole de facture d'instruments. C'est ainsi que, dans
leur ateleirde la Naglergasse3 i Vienn", les frtres Leichnambschneider se mettent l copier
les instruments frangais, en leur apportant souvent d'appr6ciables amdiorations. En
particulier, c'est h eux que l'on doit, vers 1703, l'invention des fameux "tons de rechange"
de diffdentes longueurs, qui, en s'adaptant i un cor au diamitre rfduit, permirent du jour

au lendemain de changer la tonalit6 de l'instrument sans avoir i changer l'instrument
lui-m6me.

Le premier cor d'orchestre 6tait n5. Vers 1720, toutes les Cours europ6ennes possEdent.
avec des instrumentistes bohdmiens forme( par Swida et R6llig, au moins une paire de cors
(souvent en argent) fabriques chez Leichnambschneider. Seule, la France, paradoxale
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ment, reste b t'dcart du mouvement.
Un nouveau pas en avant est franchi lorsque Anton Josef Hampl (encore un Boh6mien,

puisqu'il dtait de Prague . . .) trouve la technique des sons bouchds. En bouchant plus ou
moins le pavi l lon, on peut baisser proport ionnellement le son original,  et combler ainsi les
lacunes qui subsistent dans l 'dchel le des sons harmoniques. c'est enfin ) Hampl que l ,on
doit les tons de rechange ins6rds au mil ieu de l ' instrument - alors que' les fr lres
Leichnambschneider les plagaient -au bout .  .  .

Hampl forma d' innombrables 6ldves: parmi ceux-ci,  i l  faut bien entendu citer le grand
Punto, qui fut peut-6tre le plus grand corniste de tous les temps . . .

En France, on ne ressentit les effects de la mar6e boh6mienne que vers '1750. Deux
cornistes - introduits par stamitz chez La Pouplinibre - sont nomm6s a l'opera: ils
s'appellent syrinek et stainmetz Jusque la', les Parisiens n'avaient entendu, il
l'orchestre, que les gonoriti5s puissantes du bon vieux cor de chasse. Tout d'un aorp, ilt
d6couvrirent les accents velout6s et tendres du cor viennois, mis en valeur par les instru-
mentistes de l'Ecole de Boh6me. ce fut une rArolution, d'oD va sortir toute l,Ecole
frangaise de cor.

Car, pour faire face i la demande de plus en plus grande, les ,,Allernands,,, comme on
appelait les-Bohemiens, sont amenSs l former des 6lEves frangais. A partir de 1769, on
commence i trouver des-noms de cornistes frangais dans les orihestres parisiens.

L'Ecole frang,aise va ni i tre le lour ol un coiniste d'origine boh8mienne, lean-Joseph
Rodolphe, est nomm6 cor principal i l'Acad6mie Royale de Musique. compositeur et
instrumentiste, son influence sera trls grande, et il faut retenir cette date de 17g4, qui
marque la date de naissance de l'Ecole Frangaise. Ceci dit, l'Ecole frangaise va continuer )
€tre marqu6e par l'influence viennoise. Qu;il s'agisse de Leutgeb ou j.e Thijrrschmidt, ce
sont des Autrichiens qui infl6chissent l'6volution du cor frangais. Et, le jour oU
Thiirrschmidt rencontre le facteur _Lucien-Joseph Raoux, il -lui rugjaru quelques
am6liorations qui vont amener i la cr6ation de ce qu'on appellera le "cor*olc/,. 

'ai"nt6t,

tous les virtuoses ioueront le cor Raoux . . .
Parmi eux, bien entendu, le c6lEbre Punto-, pour lequel Mozart composa la Symphonie

Concertante KV 2978, et qui allait 6tre le dddicataire de la Sonate opus 17 de deeihouen
en 1800.

c'est Punto .qui forma, entre autres, Buch et Kenn, qui allaient dtre professeurs au
conservatoire i partir de 1794. Et c'est encore lui qui attira I paris un grand nombre de
sol istes d'une extrOme importance, parmi lesquels le c6l lbre Heinrich Domnich, qui devait
faire-paraTtre,.en 1808, sa "M6thode de Premier et Second Cor,,, qui servira pendant des
anndes de br6viaire aux apprentis cornistes.

Trois noms suivent immediatement celui de Domnich pour l 'enseignement du cor. Celui
de Vandenbroek (Mdthode nouvelle et raisonn6e pour apprendre i sonner du cor - 1797),,
celui de Frdd6ric Duvernoy (qui fut meme nomme chevalier de la L6gion d'honneur poui
ses m6rites artistiques . . .) et enfin Louis-Frangois Dauprat, dont la M5thode, publide en
1824, est peut-0tre la plus importante m6thode lamais 6crite. . . ll fut le professeur de
Jean-Frangois Gallay, qui devait en 1842 le remplacer comme professeur au Conservatoire.

Mais les jours du cor naturel etaient comptes: le cor a pistons allait le supplanter. Une
classe de cor ) pistons est cr66e en 1833 - ei bientdt Callay, dernier grand corniste sur cor
simple, semblera singul iBrement anachronique . .  .

- l t -
L'evbnement, pour ma part, le plus important du debut de notre si8cle fut !'emploi du

vibrato.
D'aprbs les anciens cornistes qui pratiqulrent fin Xlxdme et d6but XXEme sie'cle dans les

orchestres f rangais, les chefs, les critiques et le public admettaient les "couacs
accidentels" des cornistes au. cours des concerts.
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Monsieur Jean Dev6my, dou6d'un temp6rament peu commun, fut) son dpoque l'un des
seuls I jouer sans accident sur le cor en Fa. Son vibrato 6tait, au d6but de sa brillante
carriEre, serrdet trfs chaud d'expression. Cette nouveautd et cette s6curit6 firent merveille,
a tel point que la majorit6 des cornistes l'imita.

Son influence fut grande, car nous remarquons actuellement, que cette fagon de jouer
demeure avec quelques variantes dans beaucoup de pays de l'est.

C'est en '1950 que le fus son 6lbve au Conservatoire National Sup6rieur de Musique de
Paris. J'obtins, cette mSme annde, le prix d'honneur. Mes contacts avec lui au Conserva'
toire et ensuite au th66tre National de l'Op6ra Comique, furent amicaux, mtnn
affectueux. ll m'avait impressionnd par son talent, sa vitalitd et sa bonne humeur. Pour
mieux comprendre cet homme, je vais me permittre de vous lire quelques extraits dun
article dcrit de sa main dans un lournal frangais:

"Tout le monde sait  que l 'essential de la technique du cor consiste dans le
perfectionnement et la qualit6 de la sonorit6. Nul n'ignore en comparant des cors
frangais et des cors allemands, qu'il existe entre eux 

-une 
differdnce frappante au

point de vue sonore. Cette diffdrence, contrairement i ce que l'on croit generale-
ment, ne provient nutlement de la perce ou d'autres d6tails techniques de
facture. Un cor fabriqu6 h Erfurt et un cor fabriqu6 ) Paris ne different pas
notablement. C'est seulement la position des lbvres, la conformation du gosier de
f'executant dues au langa1e parl6 du pays, qui font la diffdence de sonorit6.

En dehors de ces diff6rences physiques, il y i 6videmment entre les 6coles de
chaque pays des diffdrences de technique. Les allemands comprennent davantage
l'expression musicale dans l'accentuation de la nuance, dans l'aggravation de
l'intensit6, alors que les frang,ais se soucient principalement de la vibration de la
ngte: l'expression est dans l'dmission et la tenue des sons inddp6ndament du
phrasdqui aioute ses exigences expressives. ll ne s'agit donc pas tout A fait de ce
vibrato que les etrangers reprochent souvent d l'6cole frangaise de- cor. /e
n'enseigne pas ce vibrato, mais une certaine ondulation sonoie qui ddpend du
temp6rament et de la sensibilitd de llex5cutant."

Jean DEVEIvIY

ll est vrai que le langage parlddu pays peut donher une personalitdau jeu du cornisE,
Nous remarquons aussi que Jean DEVEMY se d5fend d'enseigner le vibrato.

Si cette fagon de louer dtait adopt6e, Monsieur Lucien THEVET, d'une edndration plrr
r6cente, dcrivait une m6thode de cor tre\s importante ) cette 6poque, dans est cit6 l'empld
du vibrato et la fa6on de la pratiquer, comme un moyen normal d'expression et de leu.

Le vibrato itaitbar la m?me otticialisi: c'etait le vibrato continu.
Monsieur Lucien THEVET enseigne actuellement au Conservatoire National &

Versailles. Personnalit6 marquante de cette moitiddu silcle par ses travaux et sa m6tho&,
il fut cor soto l la soci6tddes concerts du Conservatoire et au fh'e?tre National de l'Optn"

Si Monsieur TOSCANINI et d'autres chefs d'orchestre avaient appr5ci6 le leu d:r
cornistes frangais avant 1939, il n'en fut pas de m6me pour certains aprds 1945.

C'est en 1551, lors du concours International d'exdcution musicale, que j'ai eu h
r6v6lation du .ieu que pratiquaient les cornistes 6tranguru.

Ellve de mon pBre, professeur au Conservatoire d'Alger (Algerie) ne pratiquant pas b
vibrato, il m'a dt6facile de rdaliser alors une synthdse tout en conservant la personnad
du leu frangais. C'est ainsi que i 'obtins le premier prix a l 'unanimit6 du jury. Mon opinim
6tait faite.

Cest donc i partir de 1952 que /es tendances changlrent.
L'enregistrement, d'une part, et les moyens de transport plus rapides, nous donn;rert lh

possibilit6 d'entendre ce qui se pratiquait ailleurs. Surtout avec la venue des granfr
orchestres anglo-saxons en France.
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C'est dans le domaine de la vari6t€que le vibrato fut exclu en premier.

-Les 
enregistrements de ce genre de musique par les formations americaines et anglaises,

trds en vogue i l'6poque, influence\rent les respensables musicaux francais? pour pouvoir
6tre engag6 dans ces formations il fallait ne point pratiquer [e vibrato d'une part, et €tre
muni d'un instrument de systeme al lemand I palettes!!!

Voi l i  qui semble r idicule; sans vouloir denigrer ces facteurs 6trangers i  qui je reconnais
des qrtalit5s ind6niables, l'estime que ce n'est pas l'instrument mais li fugon d,en louer qui
est importante et fondamentale.

De toute fagon la mode 6tait lanc6e.
Dans Ie domaine c/assique, la pratique du vibrato demeurait dans certaines formations

importantes.
Nous assistf,mes, ) cette 6poque, a\ des reactions plus ou moins nuanc6es de certains

chefs d'orchestre et nous entendflnes des rdflexions d6sobligeantes de leur part. Les
touristes m€lomanes m6me Staient surpris-par cette fagcn de lJuer d, .;;.

Nous 6tions critiqu6s et un ostracisme dvident s'etaSiit dans les pays d'influence anglo-
saxonne. D'ailleurs cet ostracisme Stait l l'dtat latent depuis l'avdnement du vibrato, et
demeure h6las de nos jours.

Plusieurs de nos collEgues frangais, ayant,eu leur premier prix au conservatoire
National, tent8rent leur chance l t'diranger. Aprbs avoir passdde Uiittanti concours sur le
plan technique, furent obl ig6s de ne point vibrer sous peine de. .  .  .  renvoi!! !  Nous avions
de ce fait la confirmation de l'exigence des chefs d'orchestre contre le vibrato continu.

cela n'a pas empdchdde faire une brillante carriBrre a\ces colldgues trulguir;.urridres
de soliste, concertiste, de soliste d'orchestre et de professeur. Bien enten-clu le vibrato
etant exclu de leur jeu.

.ll faut reconnf,tre qu'en dehors de ce.probldme, la technique de l,dcole francaise 6tait
tlds bo119 dans le sens de, la virtuositique nous avaient transmise les cornistes frangilis
du XlXeIIre et du debut XXeme siBcle.

Je me souviendrai toujours d'une ref lexion de charles Munch (aprts mon s6jour aux
U.S'A.) peu de temps avant sa mort (p6niblement ressentie par tous les musiciens francais)
me disant "Mon petit, surtout pas I la frangaise !,, avant ,n" dpdtition al*
concert Brahms, au festival de Musique d'Athdnes. J,avoue qu,il avait vite chancdd,avis. . .

le dois aussi dire sincerement qu'ayant 6t6 au depart ldleve de mon pbre, mon opinion
n'a jamais chang5. M6tne (et je le reconnais) si i,ai 6t6 ;;"ir;a;"; fi?";'p;il;';;
ce jeu trEs rdpandu en France, je pense, pour l'avoir pratiqui qu" t" ulur"to continu est un
art i f ice\qui,faci l i te la iustesse et la technique de celui qui l ,emploie. certes, si  le r6sult?t
est loll a l'ecoute pour certaines oeuvres, musicalement, et surtout dans la musique clissi-
1i9:_..9 

vibrato 
$ e61e beaucoup. D,une part, si ie vibrato pratiqu6 par Monsieur

DEVEMY 6tait serrd et chaud d'expression, devenu quasi mesud et continu ll 6tuit l,ob;"t
de critiques violentes et 6videntes.

Avec le temps les cornistes amateurs de vibrato prirent leur retraite. De toute faqon, je
considBre ces personnalit6 fort respectables-. Leur talent et leursinc6rit4 tout au long je
leur bri l lante carr idre, resient pour moi le t fmoignage d'un pass6 rdvolu. '

Pendant-toute cette dvolution sur la plan du jeu en France et d,apre\s le livre trLs
document6 (The french horn) de notre regrettd .olricr.MoRiEy--pEc;;:;;us constatons
que les facteurs franSais d'instruments ont servi de bise a'une e'volution technique dans les
pays etrangers.

En effet, si nos colldgues anglais, A cette dpoqr" (fin xlxeme - debut XXeme s) se
servaient cour amment du cor franjais RAoux 

-et 
qus les Allemands, de leur cot6,

poursuivaient une 6volution techniqri6, nous assistimer ) lu rrpprurrioni", pistons pour
l 'adoption du systdme d palettes, qui est un moyen de faci l i t6au niveau de l ,entret ien etnon au niveau de la technique. Puis d plusieurs transformations a" corrlui" et de perce.

Pendant ce stade 6volutif, sur le plan technique, la stagnation des facteurs fransais (et
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non le refus des instrumentistes fran5ais) donna la possibilit5 aux facteurs 6trangers de
profiter de cette ouvertture sur le march6international.

Un de mes amis, Louis Willermoz, se servant du systBme SAX-BLAKEY de 1912, langa sur
le march6 un cor I compensation ascendant Fa-Si bemol Le troisi8me piston du cor-en fa
donnant la tonalitd de sol et en si bemol la tonalit6 d'Ut. Ce systAme fut r6alisipar les
facteurs THTBOUVILLE-LAMY et exploitSensuite par SELMER, COUESNON et COURTO|S.

Cet instrument fut tre\ en vogue en France et on le pratique de nos jours. Mon colldgue
Lucibn THEVET fit en sorte d'am6liorer pour le compte du facteur SELMER cet instrument.

De mon cot6, d'abord chez-COUESNON pqis chez COURTO|S, oJ |'ai touiours cette
teche, le transformais un moddle de mon col ldgue Louis BERNARD (systtme Wil lermoz)
qui avait adopt6 les pistons incl in6s donnant la possibi l i td d'une meil leure tenue de la
main et du poignet.

Ces transformations se traduisirent par la rdduction d'une trop grosse perce au ddpart de
l'instrument qui d6timbrait le son et je procddais I quelques retouches importantes de
courbure. Je r6alisais ensuite pour sacrifier a la mode, des instruments I palettes sur le
meme modele que celui a pistons, ascendants et descendants, seule maison frangaise a'
avoir cr66 ces modBles.

Que le raccourcissement de la longueur du ton d'UT par le troisiSme piston en si bemol
rende le t imbre plus pdle que celui de la tonal i t6 de FA, le le conqois fort bien, mais le
pe-nse que l'alout du vibrato co-ntinu en plus de l'elaigissement de i-a perce au ddpart qui
ddtimbrait le son ont contribud) cette rdprobation des chefs d'orchestre et au qualificatif
de "Saxophone."

Mais n'oublions pas que toutes ces transformations et cette faEon de jouer 6taient au
service de la securit6 tant rdclamde!!!  On joignait l 'ut i le a l 'agrdable . .  .

Si en France ce pass6 est r6volu, demeure pout tout le monde le problime de la securitt
Bien souvent nous constatons qu'il reste entier. La longueur du tube de notre instrument,
et par de la m6tne, son 6tendue, font que les notes sont terriblement rapprochdes entre
elles et demandent une grande precision d'6mission. Les anciens n'avaient-ils pas pensd au
cor basse et au cor algu?

ll ne faudrait tout de m0me pas que le probllme de la securit6soit r6solu au detriment
de la musique et techniquement au d6triment du son originel de notre magnifique
instrument.

S'il y avait en activit6 quelques irr6ductibles du vibrato, Ie choix de l'6co!e fut ddfinitif
aprds /es dvbnements de 1968.

Monsieur Jean DEVEMY prenait sa retraite au Conservatoire National Superieur de
Musique de Paris en tant que professeur de cor. Le poste devenait vacant et pour pourvoir
cette haute fonction, il y avait cinq candidats: Messieurs Lucien THEVET, Andrd
FOURNIER, Roger ABRAHAM, Charles CONORD, et moi-mtme Ceorges BARBOTEU. C'est
au premier tour de scrutin que l'ai eu l'honneur d'8tre nommd ) ce poste. Je prenais mes
fonctions en Octobre 1969.

Comme ie vous l 'ai  d6i i  expl iqu6 plus haut monsieur Lucien THEVET, par sa methode et
sa pratique du vibrato repr6sentait une 6poque d6termin6e. Monsieur CONORD, 'elbve de
Jean DEVEMY et adepte du vibrato, 6tait A6i) cor solo A Lille et y avait la charge de
professeur.

Monsieur FOURNIER et moi nGme 5tions d'une autre gdnefation, celle qui avait op6r'ela
synthlse et qui de ce fait avait le monopole I Paris des uffuit"r de varidt{ de musique de
Chambre, de musique contemporaine et classique.

Monsieur nndrS fOUnNIER fut nornrnJ.or'rolo A l'orchestre National ou\ il pratigue
actuellement. Monsieur ABRAHAM, professeur a Strasbourg et cor solo a l'orchestre
symphonique de cette ville, fut pendant quatre ann6es le soliste de l'Orchestre de Paris I
sa formation.
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En ce qui me concerne, passionnd par r'dcriture musicale d,une part, et par moninstrument de r'autre, i'dcrivais des Etudes concertantes et classiques 
"t 

L"ar.oup d,autrespidces: solfe\ge instrumental, duos, trios, quini"tt", at vent et quintettes de cuivres, ainsiqu'une piSce expdrimentare qui fut'criJe'a, ir,Earlo", t-;;;;ffi;'6;'pl, r,or.h"rtr" du

I1J,,,,,,,,,,,,,,,A"J: 
la direction de Marius CONSTANT, la place ;" ,;i;t; ?;';;;"r*

Je crois sinclrement que sur re pran g6dagogique tous mes coildgues dtaient des gensquali f ids pour assumer les responsatir i tJo" ."G haute fonction. Mais le probl lme 5tait  )cette occasion de trancher: continuit6 du vibrato o, ,ynti",r" a", i..rj, Alemande etFrangaise.
Le choix fut fait .

ll fallait, de ce fait, que r'on sache ce qui se passait en France afin que cet ostracismecessa, et il n'v avait pour cera que r'enregisirement qui pouvait nous donner cettepossibi lit6 d'ouverture.
c'6tait j l'6poque o,) brilluit notre regrettdconfrerb Denis BRAIN, avec tes magnifiquesenregistrements qu,i I rSalisait.
Avec trois autres cornistes francais, cirbert couRsrER, Danier DUBAR et MichelBERcEs, nous dScidilnes de.m.ettre au^point re KoNztRisrucr pow quatre cors deRobert SCHUMANN; oeuvre..J r'dpoque tr& peu enregistrde 

"t 
q"i p"riiit nous donner, dece fait ,  une plus grande audit ion.

C'est le club du Disoue Frangais.qui nous donna cette chance aprls maintes dJmarchesinfructueuses auprbs d'autres -maisons d,enregistrement. Noui ;irt;;;];r, res quatrerejoindre Karl RTSTENpART et son orchestre a iarrelouis (Allemaene).
"Anecdote!!": Je me souviens avoir joud la veiile de notre d6;;rii" Vhe concerto deDUVERNOY, en public, a l'ancienne et merveilleuse salle du conservatoire, .i r" i"."iiides concerts exercait depuis le xrxeme s. avant d,opter pour le iiiatr" des champsElysdes, salle nettement plus grande.
Je rejoignis donc mes trois amis, apras Ie concert, a\ ra g-are et nous passdmes ra nuit dansle train, ne dormant qu').moit i4 pour re moins iat iguzs;i ;db;i#:".  .  Le repos et raconcentration n'dtaient gulre lA pour soutenir notre s6rieuse prdparation! Arriv6s ) zh dumatin a sarrelouis. et ne pouvant disposer de nos chambres d,hoter avant 10h, nouspartl'mes nous r6conforter et tuer le temps avec un ,,petit ddieuner,, qui avait, ie dois lereconniii\re humblement, des ailu.res a" r"pur-ptrr que soride . . . A ter point que nousarrivxmes, ie crois qu'on peut re dire, en 

'uiura-j-t'unr"gistrementr c"rrt.ru;;;;il"i:
10h a 20h, a\ 1Zh tout dtait termind!

Je vous parle de cet enregistrement plus que d'un autre, car ir  fut pour mes amis et pourmois mSme t'un des prus beaux souvenirs de notre;;ii;;. a;;;"iJ, 
"oor,,n* 

Ie rachatde la bande enregistree par ra soci6td d,enregistrement americaine NoNESUCH et pard'autres socidtds europ6ennes, notre but purerient ,,philanthropique,, 
6tait atteint! par lasuite, nous avons l'occasion de'enregistrer'des oeuvrei .rurriqr"! iou, ;;;,;" cors et deuxcors, toujours avec ce quatuor, chez la maison d,enregistrement frangaise iRnto. Rri, 1"fis seul un bon nombre d,enregistrements du r6pertoire classique.

_i l t_

TECHNTQUE

ll n'est pas dans mon intention de faire lci  un ocours complet sur le technique ou l , inter-pr6tation, mais de vous informer, par un r6sum6, la fagon a,"nruign"i-notre instrument,pendant les deux phases suivantes: avant l'entr6e au coiservatoire, et pendant la scolarit6au sein ou m6me Conservatoire frangais.

29



Je r6pondrai i  vos questions plus pr6cis6ment aprBs cet expos'e.
Partant du principe qu'il n'est pas possible de s'exterioriser ou d'interpreter une oeuvre

musicale en ayant des problEms techniques, i l  est fondamental de donner aux ieunes
cornistes d6butant une structure de base quant i cette technique.

Nous avons tous observ6 que dans tout l 'eventai l  musical classique: l '6mission, le son,
les gammes, les intervalles, les arp8ges, le trille, sont les 6l6ments essentiels de cette
structure technique de base, sans oublier bien s0r la respirat ion et l 'emploi fonctionnel de
fondamental de l 'air.  C'est donc ce travai l  technique et son application qui assurera aux
jeunes etudiants un bon d6marrage dans la musique et notre instrument.

l lme semble indispensable de louer au d6part le cor en fa. Ce n'est pas sans raison que

cette tonal i t6 fut choisie. Et bien souvent pour des raisons de faci l i t6 ou de s6curit6 nous
pr6f6rons le cor en si b'emol au cor en fa, qui a pourtant une sonorit6 part icul iEre. Je sais
que des sp6cial istes du son ont pr6tendu qu' i l  y avait peu de dif f6rence techniquement
entre les deux sons, et que l '6paisseur du metal n'avait aucune incidence sur la sonorit-e du

cor en g6n5ral.  Je ne suis pas de cet avis.
Ayant jou6 sur un cor frangais BESSON en fa iusqu' i  l 'age de vingt cinq ans, ie peux en

parler en connaissance de cause, et i ' insiste pour que les ieunes pratiquent le cor en fa,

a{in que, quand i ls ioueront le cor en si b6mol, i ls s'en approchent le plus possible, qu' i l

retrouvent le son du cor en fa.
Au Conservatoire National Sup6rieur de Musique de Paris le recrutement des 'elives se

fait par voie de concours, et se sont g6nSralement des cornistes prim6s des conservatoires

de Province qui se pr6sentent af in de parfaire leurs'etudes musicales au niveau sup-erleur

Ainsi donc je n'ai aucunement part icip6 au debut de leurs'etudes. Vous comprendrez que
j'ai eu au d6part "quelques" difficult6s, "quelques" problBmes avec les ieunes cornistes qui

ont eu comme professeur des adeptes du vibrato continu. La reconversion ne fut pas facile

et bien des fois i l  a fal lu reprendre la formation au d6but. Mais l 'adoption de l '6cole et h

compr6hension des professeurs et des 'eldves font que ce problEme s'att6nue de plus em

olus.
Mon r6le consiste a'parfaire leur technique, d'une part,  et d'enseigner l ' interpretat iont

des ouevres classiques et contemporaines, puis les traits d'orchestre.
Le frangais 6tant individual iste, je fais en sorte de d6velopper selon leurs apit i tudes [e

sens des responsabilit6s qu'ils auront d avoir vis i vis de l'orchestre et de la musique sotls

toutes ses formes.
Les 6tudiants ont i  leur disposit ion des professeurs 6minents de musique de chambre, die

d6chiffrage et d'analyse musicale.
l l  faut obtenir dans chacune de ces discipl ines un cert i f icat af in de pouvoir se pr-esenlur

au concours oe cor pour l'obtention d'un prix (Cela i partir de la seconde ann-ee, !a

premi6re ann-ee 6tant consacr6e a l'6tude).
Monsieur CALLOIS MONTBRUN, directeur de notre Conservatoire, invite souvent :ltttr

concours final un personnalit6 6minente -etrangEre en tant que membre du iury. Celrc

heureuse init iat ive nous donne la possibi l i t 'e d'un contact benefique sur le plam

international.
Les 6lEves de la classe de cor font de l'orchestre. Cette activit6 fait partie inh-erente &

leurs etudes. Quand i ls auront leur premier prix, i ls pourront, en attendant de trouver wro
place dans les orchestres professionnels, faire partie d'un grand ensemble symphoniqun
form6 par les premiers prix du Conservatoire, place r6mun6r'ee.

l ls peuvent jouer en concert iste s' i ls en 6prouvent le d6sir.  Comme exemple je citerai un

des concerts oii quatre de mes 6lbves ont iou6 en public cet hiver le Konzertstffck, clr}'0
mon couer, de Robert SCHUMANN.

Nous esp6rons obtenir de notre Directeur, Monsieur CALLOIS MONTBRUN, un cwuc

d'6tude nouveau m6nageant d'une fagon serieuse et 6labor6e une pr6paration s6lectnm
oour les concours internationaux.
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Sachez chers amis cornistes que tous mes 6tudiants ainsi que tous mes colli-,-gues frangaissont heureux de savoir qu'un des rerrr part i . ipe dle cottoque Internationar, notre voront6'etant de vous rejoindre pour servir tous ensemble la MUSIeUE.

"Ce Solei l !  FORMTDABLE!, ,

Han_d spun in highest qual i ty brass to exactinoto rerances_for superior' tons ano lntoniiion' in"ar I
le^g;:te_rs Potished and tacquered. rtJ;;y ;;i;;;icorK prevents sl ipping and insures a f lar i , less seat.

f lTdiS t[Tifff i,? y"i?ff ] : ],i!: H: T;: H,,,gl?_o1 .sinsle and Doubte nornE, oesi ini j ; i l  -  ' ' , '
ruDen for student and professionat.- -  ' -  - '*
Ful l  Double Horns (brass, nickel si lver and qold

.il{{ir,iilyi""1','i&i:il?g;,q". jHi"i""#e
wagner Tub-en in F . Siirgte, gl +and s-vai;e-
P!,H.9rn9.. Singte F Horris. pbst Xoris'- ' ' "and Hunting Horns.

r1.^,,.,).y'.r1. f-V ) rrl.a.fo"tC
I 

Corootatbn

8484 San Fernando Rd., Sun Valtey, Calil. 91352
Tefephone (219) 767_2960

.i
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Je r6pondrai i  vos questions plus pr6cis6ment aprds cet expos-e.
Partant du principe qu'il n'est pas possible de s'exterioriser ou d'interpreter une oeuvre

musicale en ayant des problBms techniques, i l  est fondamental de donner aux ,eunes
cornistes d6butant une structure de base quant; cette technique.

Nous avons tous observ6 que dans tout l 'eventai l  musical classique: l '6mission, le son
les gammes, les interval les, les arp8ges, le tr i l le, sont les 6l6ments essentiels de cette
structure technique de base, sans oublier bien sOr la respirat ion et l 'emploi fonctionnel de
fondamental de l 'air.  C'est donc ce travai l  technique et son application qui assurera aut
jeunes etudiants un bon d6marrage dans la musique et notre instrument.

l lme semble indispensable de jouer au d6part le cor en fa. Ce n'est pas sans raison qr.e
cette tonal i t6 fut choisie. Et bien souvent pour des raisons de faci l i t6 ou de s6curit6 noul
pr6f6rons le cor en si b'emol au cor en fa, qui a pourtant une sonorit6 part icul iEre. Je san
que des sp6cial istes du son ont pr6tendu qu' i l  y avait peu de dif f6rence techniquement
entre les deux sons, et que l '6paisseur du metal n'avait aucune incidence sur la sonorit-e duu
cor en g6n6ral.  Je ne suis pas de cet avis.

Ayant iou6 sur un cor frangais BESSON en fa iusqu' i  l 'age de vingt cinq ans, je peu em
parler en connaissance de cause, et l ' insiste pour que les jeunes pratiquent le cor en ia
afin que, quand i ls joueront le cor en si b6mol, i ls s'en approchent le plus possible, qu-i i l
retrouvent le son du cor en fa.

Au Conservatoire National Sup6rieur de Musique de Paris le recrutement des 'elSves s
fait par voie de concours, et se sont g6n6alement des cornistes prim6s des conservatoirc
de Province qui se pr6sentent afin de parfaire leurs 6tudes musicales au niveau sup-erlerr
Ainsi donc je n'ai aucunement part icip6 au debut de leurs'etudes. Vous comprendrez qr,p
j 'ai  eu au d6part "quelques" dif f icult6s, "quelques" problBmes avec les jeunes cornistes qur
ont eu comme professeur des adeptes du vibrato continu. La reconversion ne fut pas faciih,
et bien des fois i l  a fal lu reprendre la formation au d6but. Mais l 'adoption de l '6cole et b
compr6hension des professeurs et des 6lEves font que ce problEme s'attenue de plus emr
plus.

Mon r6le consiste a'parfaire leur technique, d'une part, et d'enseigner l'interpretatnrn
des ouevres classiques et contemporaines, puis les traits d'orchestre.

Le frangais 6tant individualiste, je fais en sorte de d6velopper selon leurs apititudes b
sens des responsabil i t6s qu' i ls auront d avoir vis i  vis de l 'orchestre et de la musique souu
toutes ses formes.

Les 6tudiants ont i  leur disposit ion des professeurs'eminents de musique de chambre. &
d6chiffrage et d'analyse musicale.

l l faut obtenir dans chacune de ces discipl ines un cert i f icat af in de pouvoir se pr-esermon
au concours de cor pour l'obtention d'un prix (Cela i partir de la seconde ann-ee. rlin
premidre ann-ee 6tant consacr6e a l'6tude).

Monsieur CALLOIS MONTBRUN, directeur de notre Conservatoire, invite souvent rr
concours final un personnalit6 6minente -etrangEre en tant que membre du jury. Crtfir
heureuse init iat ive nous donne la possibi l i t 'e d'un contact benef ique sur le F{m,
international.

Les 6Eves de la classe de cor font de l'orchestre. Cette activit6 fait partie inh'erene dh,
leurs etudes. Quand i ls auront leur premier prix, i ls pourront, en attendant de trouver urm,
place dans les orchestres professionnels, faire partie d'un grand ensemble symphonqlrc,
form6 par les premiers prix du Conservatoire, place r6mun6r6e.

l ls peuvent iouer en concert iste s' i ls en 6prouvent le d6sir.  Comme exemple je citerar un
des concerts oii quatre de mes 6lbves ont jou6 en public cet hiver le Konzertstfick, ct&,0
mon couer, de Robert SCHUMANN.

Nous esp6rons obtenir de notre Directeur, Monsieur CALLOIS MONTBRUN, un cudh'
d'6tude nouveau m6nageant d'une fagon serieuse et 6labor6e une pr6paration s6leonm
pour les concours internationaux.

,
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THE EVOTUTION OF THE HORN IN FRANCE AND ITS SCHOOT
A Lecture Given by Georges Barboteu

at The Seventh Annual Horn Workshop
Orford Arts Center, Magog, p. e., Canada

fune 19, 1975
-t-

France seems always to have been linked with the history of the horn. Throughout the
centuries i t  is France which has given i t  i ts letters of nobi l i ty, and i t  is France which has
best known how to assimilate the discoveries, the originat ideas and the improvements
coming from other countr ies. But f i rst,  what is the true origin of our orchestral horn?

ln the beginning, of course, there is the simple corne d'appe! (signal horn), which has
had numerous offspring, such as the noble ol i fant of the Middle Ages - the same one
which the unfortunate Roland used at Roncevaux to summon help - oithe legendary horn
of the Afps, that famous and cumbersome Alpenhorn, whose beautiful voice carries for
many miles in the Swiss mountains. But during Roman t imes, this simple instrument had
already given birth to a much more elaborate instrument. This was the cornu which was
used in mil i tary bands in the t ime of the Romans. In order to avoid the inconvenience
brought about by a very long tube, the Romans had the idea of coi l ing the instrument into
a circle, and, as with the corne d'appel, the bore was conical. lt is this cornu that the three
famous musicians are playing on one of the bas-rel iefs of the Trajan column in the middle
of the Forum of Trajan in Rome. The name of the instrumentalist, cornicen, is even used in
the title of the school where he studied, the collegium cornicinum.

It is quite certain that at the fall of Rome the barbarian invasions caused the art of the
cornicen as well  as the technique of making the cornu to pass into obl ivion,

It  is in Cermany that this instrument seems to have been rediscovered. This must have
happened around the thirteenth century. Many contemporary documents give us the
description of an instrument which in o-ne way or another reminds us strangely of the
cornu ol the Romans. Whether it is the Jdgerhorn described by Virdungl in 1511 or a horn
twisted three times in a circle of which we find traces from 1502, it is indeed the same
instrument, which is the exact rebirth of the cornu.

It  is this horn coi led in a circle which was adopted in France, where i t  was cal led a cor i
plusieurs tours (hel ical horn or horn with many coi ls).  l t  is this cor i  plusieurs tours which
was used in the sixteenth century for the hunt: i t  is also cal led the trcmpe, and i t  is under
this t i t le that i t  is always designated today in the vernacular of hunting. tni tnu same t ime,
there was also used for hunting a small  horn coi led in a single circG. This is the huchet
(huntsman's horn). l t  is to the deer hunt - /a chasse a coui le (mounted hunting) - that we
owe the utilization of the cor ) p/usieurs tours. Previously only the olifant was used, which
being only thirty-eight centimeters long, did not have much carrying power over long
distances. For the deer hunt, it is necessary to have an instrument with a sound that can be
heard for long distances: this is why the cor t p/usieurs tours was adopted.

In 1639 Francesco Cavall i  used the hunting horn for the f irst t ime in ihe orchestra, in his
opera Le Nozze di Teti -e di Pe/eo. lt was not until 1654 that a Venetian company, at the
instigation of Mazarin,2 brought this work to the French public, and with it the discovery
of the beauties of the horn. A little later, in La princesse d,Etide of Molidre, Lully
introduced a bal let (Les Plaisirs de L' l le Enchant6e) in whlch he used a fanfare of horns.
Without a doubt, in the music of Lul ly as well  as in that of Cavall i ,  the harmonies assigned
to the horn are of a necessity simple: i t  is nevertheless true that beginning at this t ime the
instrument i tself  attains a rather high level of workmanship.

In the early eighteenth century the Marquis de Dampierre, Lieutenant of the Hunt of the
Duke of Maine, composed a great number of fanfares for the hunting horn, which were a
determining factor in the musical future of the instrument. Rameau himself imitated
Dampierre in Hippolyte et Aricie . . .
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In the second half of the seventeenth century, the horn had therefore become a sort of
French specialty. lt was at this time that the course of its development is going to change
in a curious manner. In 1860 a very brilliant young gentleman from Bohemia (where he
was Viceroy), the Count of Sporck, undertook a tour of Europe, as all rich young aristo'
crats owed it to themselves to do. He was enthralled by hunting and.by music, and he was
nicknamed the'Premier Huntsman of Europe'. Beguiled and captivated from the moment
of his arrival in France by the chasse i courre (that the Cermans called Partorcejagdl,
Sporck decided to bring back to Bohemia both the principle and the rules of the chasse d
coufte, and the instrument which is inseparable from it. He had two of his own cerfr,
Wenzel Swida and Peter Riillig, learn the French horn: these,were the first of a long line of
instrumentalists who would change the history of the horn.

In fact, supplied with instruments brought from Versailles by Sporck (they had been
manufactured by Caretien in Paris), our two companions trained numerous followers. From
that moment there was formed in Bohemia and in Vienna, where Sporck sojourned more
and more often, a true school of the horn, and also a school for the manufacture of the
instruments. lt is thus that, in their workshop in the Naglergasse3 in Vienna, the
Leichnambschneider brothers began to copy the French instruments, while bringing to
them appreciable improvements. In particular, it is to them that we owe, around 1703, the
invention of the famous'crooks' of different lengths, which, in being adapted to a horn of
reduced diameter, permitted the changing of the key of the instrument without having to
change the instrument itself .

The first orchestral horn had been born. Around 172O all the royal courts of Europe
possessed at least one pair of horns (often made of silver) manufactured by the
Leichnambschneider brothers, and instrumentalists trained by Swida and Riillig. France
alone, paradoxically, remained separate from the movement.

A new step forward was taken when Anton losef Hampl (also a Bohemian, since he was
from Prague) discovered the technique of stopping notes. In stopping the bell to a greater
or lesser degree, one can lower proportionally the original pitch, and thus fill in the
missing notes of the scale. lt is finally to Hampl that we owe the crooks placed in the
middle of the instrument - while the Leichnambschneider brothers placed them at the end.

Hampl traindd innumerable students: among them it is necessary, of course, to cite the
great Punto, who was perhaps the greatest horn player of all time.

In France the effects of this Bohemian tide were felt around 1750. Two horn players -
introduced by Stamitz at La Poupliniere's concerts - obtain positions with the Opera: they
are Syrinek and Stainmetz . . . . Until then, Parisians had heard only the powerful sounds
of the old hunting horn in the orchestra. Suddenly they discovered the velvety smooth
sound of the Viennese horn, enhanced by the instrumentalists of the Bohemian School. lt
was a revolution, from which emerged the entire French school of horn playing.

For in order to meet growing demand, the 'Cermans', as the Bohemians were called,
trained some French students. From 1769 one begins to find the names of French horn
players in Parisian orchestras.

The French School was born the day when a horn player of Bohemian descent, Jean-
Joseph Rudolphe, was named principal horn at the Royal Academy of Music. A composer
and instrumentalist, his influence was to be very great, and it is necessary to remember the
year 1784, which marks the date of the birth of the French School. The French School was
to continue to be marked by the Viennese influence. Whether it was Leutgeb or
Thtrrschmidt, it was Austrians who influenced the evolution of the French horn. And the
day when Thrlirschmidt met the manufacturer Lucien-Joseph Raoux, he suggested to him
some improvements which were to lead to the creation of what we call the 'cor-solo'.
Soon, all the virtuosos played the Raoux horn . . .

Among them, of course, the celebrated Punto, for whom Mozart composed the
Symphony Concertant KV 2978, and to whom would be dedicated the Sonata Opus 17 of
Beethoven in 1800.
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It is Punto who taught, among others, Buch and Kenn, who would be professors at the
Paris conservatory beginning in 1794. And it is he also who attracted to paris a great
number,of extremely important soloists, among them the celebrated Heinrich Domnich,
who would publish in '1808 his Mdthode de Premier et Second Cor, which served for many
years as a bible to horn students.

Three names immediately follow that of -Domnich in the teaching of the horn, that of
Vandenbroek (M6thode nouvelle et raisonnie pour apprendre a- sonner du cor - 1797 lNew
systematic Method for Le4rning to Play the Hornl, that of Frdddric Duvernoy [who was
even named chevalier de la Legion d'honneur for his artistic accomplishmentsl . . .) and
finafly Louis-Frangois Dauprat, whose method, published in 1824, is perhaps the most
important ever written . . . He was the teacher of Jean-Frangois callay, who in 1g42 would
replace him as professor at the Conservatory.

But the days of the natural horn were numbered: the valve horn would replace ii. A
valve horn class was formed in '1833 - and soon callay, the last great natural horn player,
would seem oddlv out-dated . . .

- l l -
ln my opinion, the most important event in the beginning of our century was the use of

vibrato.
According to horn players in French orchestras of the late nineteenth and early twentieth

centuries, conductors, critics and audiences overlooked the missed notes of the horn
players during concerts.

Monsieur Jean Dev6my, gifted with an uncommon temperament, was. one of the only
horn players of his tirne to play without accident on the F horn. At the beginning of hii
brilliant career, his vibrato was compact and warmly expressive. This innovation and this
security was marvelous, to such an extent that the malority of horn players imitated him.

His influence was great, for we observe that this manner of playing actually continues
with some variations in many countries of Eastern Europe.

In 1950 | was his studbnt at the Paris Conservatory. lt was in that year that I obtained the
prix d'honneur (first prize with honor). My relationship with him ai the conservatory and
then at the Theatre National de l'opera comique was friendly, even affectionate. I was
impressed with his talent, his vitality and his good disposition. In order for you to better
understand this man, I am going to take the liberty of reading to you some excerpts from
an article written by him in a French periodical:

'Everyone knows that the main point of horn technique with consists of
perfecting the tone quality. In comparing French horns with German horns
everyone is aware that there is a striking difference between them from the point
of view of tone quality. This difference, contrary to what is generally believed,
does not in any way originate from the bore or from any other technical details of
workmanship. A horn manufactured in Erfurt and a horn manufactured in paris
are not notably different. lt is only the position of the lips, the structure of the
throat of the performer, due to the language of his country, which makes the
difference in sound.

'Aside fr6m physical differences, there are obviously differences of technique
in the schools of each country. The Cermans conceive music more in the
stressing of the nuance, in the increasing of the intensity, whereas the French are
principally concerned with the vibration of the note: the expression is in the pro-
duction and the holding of the tones independent of the phrasing which adds its
own expressive requirements. Therefore it is not entirely because of this vibrato
that foreigners often reproach the French school of horn playing. ! do not teach
this vibrato, but a certain resonant undulation that is the result of the tempera-
ment and the seesitivily of the_player.' Jean DEVEMy

.1
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It is true that the spoken language of a country can give an individuality to a hornisfs
playing. We notice that Jean DEVEMY refrains from teachingvibrato.

However much this way of playing was adopted, Monsieur Lucien THEVET of a more
recent generation, wrote a horn method which was very important during this period in
which he points out the use of vibrato and how to do it, as a normal method of
expression and of playing.

Vibrato was thercby made official; it was the continuous vibrato.
At the present time Monsieur Lucien THEVET teaches at the National Conservatory of

Versailles. A person of note of this half of the century because of his work and his method,
he was solo horn at the Socidtddes Concerts du Conservatoire and at the Th6itre National
de l'Op6ra.

However much Toscanini and other conductors had esteemed the horn playing of the
French before 1939, they certainly did not after 1945.

It is in 1951 at an international music contest that I had the revelation of hearing the
playing of foreign horn players.

Having been a student of my father, a professor at the Conservatory of Algiers (Algeria)
and a horn player who did not use vibrato, it was easy for me to adapt while still pre-
serving the personality of French playing. lt is thus that the jury voted unanimously that I
receive the premier prix. My opinion was formed.

From 1952 the tendencies would change.
Recordings on one hand and more rapid means of transportation would give us the

opportunity to hear how the horn was played elsewhere, especially with the coming of the
great Anglo-Saxon orchestras to France.

/t is in the area ol poFiular music that vibrato was excluded at fitst.
Recordings of this kind of music by American and British groups, very popular at that

t ime, inf luenced responsible French musicians. In order to be hired by these groups, i t  was
necessary to refrain from using vibrato on one hand, and to have an instrument of Cerman
design with rotary valves!!!

That seems ridiculous; without wanting to discredit foreign manufacturers in whom I
recognize undeniable qualities, I think that it is not the instrument but the manner of
playing i t  which is important and fundamental.

At any rate, the custom is established.
ln the classica I field, the use of vibtato rcmained in certain impottant grcups.
We witnessed at this time some reactions more or less nuanced of certain conductors

and we heard some unkindly comments on their part. Even the music-loving tourists were
surprised by this kind of playing the horn.

We were criticized and an evident ostracism was established in countries under the
Anglo-Saxon influence. Moreover, this ostracism had been latent since the advent of the
vibrato and remains, alas, even now.

Many of our French colleagues, having won their premier prix at the National
Conservatory, tried their luck abroad. After having won brilliant contests on the technical
level, they were obliged not to use vibrato under pain of . . dismissal!!! We had the
confirmation of this fact in the oblections of conductors against the continuous vibrato.

That has not prevented these French musicians from having brilliant careers; careers as
soloist, performer, soloist with orchestra and teacher. Of course, vibrato was excluded
from their playing.

It is necessary to recognize that aside from this problem, the technique of the French
School was very good in the sense of the virtuosity that had been handed down to us from
French horn players of the nineteenth and early twentieth centuries.

I will alwavs remember a remark of Charles Munch (after my stay in the USA) a short
time before his death (which was painfully felt by all French musicians) saying to me,
'Youngfel low, aboveall  noti la francaise. .  .  .  .  . l 'beforearehearsal of a Brahms concert
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at the Athens Music Festival. I acknowledge that he had quickly changed his mind . . .
I must also say sincerely that having been rny fathe/s student in-the beginning, my

opinion has never changed. Even (and I recognize it) if on arriving in paris I had been won
over by this way of playing which was very widespread in France, I feel that the conti-nuous vibrato is a trick which facilitates the technique of the player who uses it. Indeed,
however pleasant the result is to hear in certain works, musically, and especially in
classical music, this vibrato greatly annoys me. on one hand, if ihe vibrato ur"i byMonsieur DEVEMY was compact and warmly expressive, turned into an almost measured
and continuous vibrato, it was the object of vioient and obvious criticism.

In time the horn players who used vibrato retired. At ahy rate, I consiJer these people
very worthy of respect. Their talent and their sincerity thioughout their brilliant careers
remain for me the mark of a completed era.

During all this evolution of horn playing in France and according to the well-
documented book (rhe French Horn) by our deceased colleague MoRLEy--pEGcE, we can
certainly state that French instrument makers were responsible for a technical revolution
abroad.

In fact, while our English colleagues at this time (late nineteenth and early twentieth
centuries) ordinarily used the French instrument of RAOUX and the Germans, for theirpart, pursued a technical evolution, we witnessed the suppression of piston valves and the
adoption of a system of rotary valves, which is a way of iacilitating maintenance and not
technique, and also many changes in the curve of the tubing and iire bore.

During this evolutionary period on the technical plane, the stagnation of French makers
(and not the relusal of Fren-ch instrumentalists) made it possible ior foreign manufacturers
to take advantage of this opening on the international market.

one of my friends, Louis willermoz, using the sAX-BLAKEy system of 1912, brought out
an ascending compensating 

.horn in F and Bb, the third piston of the F horn giving the
tonality of C, and on 

- 
the Bb the key of C. This system *", produ""J by

THlBouvlLLE-LAMY and then exploited by sELMER, couEsNoN and coURTols.
This instrument was very popular in France and musicians still use it today. My

colleague, Lucien THEVET was responsible for improvements to this instrument through
SELMER.

As for myself, I transformed a model belonging to my colleague Louis Bernard
(Willermoz system), at first for couEsNoN, then foi couRiols wit-h whom I am stilt
associated, which had utilized inclined piston valves, offering the possibility of a better
hand and wrist posit ion.

These developments took the form of a reduction in the size of the bore which was too
large at the beginning of the instrument and which dulled the sound, and I proceeded to
make a few important changes in the curve of the tubing. Then in deference to what was
fashionable at the time, I had them make some rotary valve instruments identical to that
with pistons, ascending and descending, the only manufacturer in France to have made
these models.

It was very_obvious to me that the shortening of the length for the key of c by the third
valve on the BU side made the sound more colorless than that on the F side, but I think
that the addition of the continuous vibrato in addition to the enlargement of the boire at
the beginning which dulled the sound, have contributed to the severe criticism by
conductors and the label of ,Saxophone,.

But let us not forget that all these changes and this way of playing were for the purpose
of this much-clamoured-for security!! !  One must combine the pleasant with the useful .  .  .

However much these past things were accomplished in France, the problem of security
remains for everyone. Very often we declare that it remains absolute. Because of the
length of the tube of our instrument, the notes are terribly close together and demand a
great precision of tone production.
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Nevertheless the problem of security ought not to be resolved to the detriment of the

music and technically to the detriment of the original sound of our magnificent instrument.

lf there were ill-feelings about vibrato, the choice of school was delinite after 1968.

Monsieur Jean DEVEMY retired as professor of horn at the Paris Conservatory. The post

became vacant and there were five candidates for this high position: Messieurs Lucien

THEVET, Andre FOURNIER, Roger ABRAHAM, Charles CONORD and myself, Ceorges

BARBOTEU. lt was on the first ballot that I had the honor of being named to this post. I

took up my duties in October 1969.
As I have already explained above, Monsieur Lucien THEVET, through his method and

his use of vibrato represented a certain epoch. Monsieur CONORD, student of Jean
DEVEMY and a follower of the use of vibrato, was already solo horn in Lille and was

professor there.
Monsieur FOURNIER and myself were of another generation, that which had brought

about the synthesis and which because of this had the monopoly in Paris in the popular

music field, in chamber music, contemporary and classical music'
Monsieur Andr6 FOURNIER was named solo horn in the Orchestre Natio,nal where he

plays at the present time. Monsieur ABRAHAM, pfofessor at Strasbourg and solo horn of

the symphony orchestra of that city, was for four years the soloist of the Orchestre de Paris

when it'was iirst formed.
As for that which concerns me, deeply interested in composition on one hand and by

my instrument on the other, I wrote some Etudes Concertantes et Classiques and many

other pieces: instrumental solfEge, duos, trios, woodwind and brass quintets, as well as an

experimental piece which was performed at the Th6itre des Champs Elysees by the

Orchestre de Paris under the direction of Marius CONSTANT with myself as soloist.

I sincerely believe that on the pedagogical plane all my colleagues were qualified to

assume the responsibility of this high position. But at this time the problem was to decide:

continuance of the vibrato or synthesis of the Cerman and French schools.
The choice was made.
Because of that, it was necessary that one know what happened in France to stop this

ostracism, and itwas onlythrough recordings that we were.able to acquire the means of

doing so.
It was at this time that our deceased colleague Dennis BRAIN was playing and making

magnif icent recordings.
With three other French players, Gilbert COURSIER, Daniel DUBAR and Michel BERCES,

we decided to record the Konzertstiick for Four Horns by Robert Schumann; a work at this
time not often recorded and which could give us, consequently, a great audition.

The Club du Disque Frangais gave us this chance after many fruitless proceedings with

other recording companies. All four of us went to ioin Karl RISTENPART and his orchestra
at Sarrelouis (Germany).

'Anecdote': The night before our departure I remember having played the Fifth Concerto
of Duvernoy, in public, at the marvelous old Salle du Conservatoire, where the Societe des

Concerts has performed since the nineteenth century, before deciding to move to the

Th6ttre des Champs Elysees, a much larger hall.
After the concert, I met my friends at the station and we spent the night on the train,

only half-sleeping and ending up fatigued and feverish . Our rest and concentration
were scarcely up to maintaining our serious preparation! Arriving at Sarrelouis at 7 AM,

and not being able to have our hotel rooms before 10 AM, we left to revive ourselves and
kill some time having breakfast, which had, I must humbly admit, the looks of a rather
solid meal . . . At such time as we arrived, I must admit, we were late for the session! lt
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had been arranged for 10 AM until 8 pM, but at 5 pM it was finishedt
I am telling you about this recording more than others because it was for my friends and

myself one of the best memories of our careers. When we learned of the purchase of the
tape by the American company, NoNEsucH, and by other European companies, our
purely'philanthropic' end was attained. Later on we had the opportunity to record some
classical works for four and two horns, always with this quartet, with the'French company
ERATO. Then I rnade a good number of solo recordings from the classical repertoire.

- i l t -
TECHNTQUE

It is not my intention to present here a complete course on technique or interpretation,
butto informyou, through ar€sum6, of ihe manner of te4ching our instrument during the
following two phases: before entering the conservatory, and during the course of study in
the French conservatory.
t"Beginning with the principle that it is not possible to express one's feelings or to inter-

piet a musical work while having technical problems, it is fundamental to give to
beginning young horn players a basic foundation in this technique.

We have all observed that in the entire range of classical music: attack, tone, scales,
intervals, arpeggios, the trill, are the essential elements of this foundation, without
forgetting, of course, breathing and the functional and fundamental use of air. lt is there-
fore this technical work and its application which will assure young students a good begin-
ning in the music of our instrument.

It seems to me that it is indispensable in the beginning to play the F horn. lt is not
without reason that this key was. chosen- And very often foi r."uions of facility or security
we prefer the.Bb horn to tire F horn, which has,'however, a specific sound. I know that
some sound specialists have claimed that there was little difference technically between
the two sounds, and that the weight of the metal had no effect on the tone quality of the
horn in general.  I  am not of this opinion.

At the Paris Conservatory, the recruiting of students is accomplished through contests,
and it is usually prize-winning players from provincial conservatories who pr"r"ni
themselves in order to pursue their musical studies at a higher level. Therefore I have not
part icipated in the beginning of their studies. ln the beginning I had a few dif f icult ies, a
few problems, with young horn players who had had teacheri who used the continuous
vibrato. Their reconversion was not easy and often it was necessary to go back to the
beginning. But their adoption of the school and the understanding of the-professors and
students gradually diminished the problem.

My iob consists of perfecting their technique and teaching the interpretation of classical
and contemporary works, then orchestral excerpts.

The French being individualistic, f see to it that they develop, according to their
aptitudes, the sense of responsibility that they must have relative io the orchestra and
music of all types.

The students have available eminent teachers of chamber music, sight-reading and
musical analysis.

It is necessary to obtain a certificate in each of these disciplines in order to present
oneself at the horn contest to obtain a prize (that is during the second year, the fiist year
being devoted to study).

Monsieur Gallois MONTBRUN, director of our conservatory, often invites an eminent
foreign personality to the final contest to be a member of the iury. This fortunate initiative
gives us the possibility of a beneficial contact on the international level.

The students of the horn class play in the orchestra. This activity is an inherent part of
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their studies. After they have won their premier prx, they will be able, while waiting to
f ind a position in a professional orchestra, to play in a large symphony orchestra composed
of other premier prix-winners at the conservatory, a paid position.

They can play as soloists if they wish. For example, there was a public concert this
winter in which four of my students played to Konzertstfick, dear to my heart, of Robert
Schumann.

We are anxiously awaiting a new series of studies by our director, Monsieur Gallois
MONTBRUN, clearly outlining a selective preparation for international contests.

I want you to know, my dear fellow horn players, that all my students, as well as all my
French colleagues, are happy to know that one of their countrymen is participating in this
international Workshop, our purpose being to ioin with you in order that we may together
serve MU5lC.

- Translation by Nancy Fako

1 Virdung, Sebastian: Musica Cetutscht und Ausgezogen; Basle, 1511
2 Cardinal Mazarin (1ffi2-1661); statesman and patron of the arts.
3 Naglergasse; the traditional street of the trumpet-makers in Vienna.
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SOME COMMENTS ON THE PHYSICS OF THE HORN
AND RIGHT.HAND TECHNIQUE

- B. Lee Roberts
Rutherford Laboratory

Chi l ton Oxon.,  England

l. Introduction
In the last few issues of this journal a number of papers have appeared on the subject of

handstopping. Although several of the authors have referenced Benade's article on the
physics of brassesl, it is not clear that they grasped the full implications of what Benade
presented. In the present paper no attempt will be made to refurence all the previous
articles; we need only concern ourselves with that by Merewether2, since it gives the most
complete discussion of the physics of the horn. The purpose of this article is to present the
physical theory relevant to the problem, and as will be seen, it gives explanation of what
was empirically set forth in Merewether's paper.

There is a considerable difference of opinion on the subject of handstopping which has
arisen in large part because of the mistaken belief that the horn obeys the physics of the
organ pipe or the vibrating string. This is most certainly an incorrect assumption; in fact,
the equation describing the pressure waves in a flared tube is the so-called Webster horn
equationr, which actually dates from the work of Bernoulli, Euler, and Lagrange in the
eighteenth century. lt may come as a surprise to a number of people that the true funda-
mental of the horn is niuch lower in pitch than any note actually played on the instru-
ment4-6, and that the so-called fictitious fundamental - the note which would be the
fundamental if the horn were an organ pipe 

- 
is an endowed harmonic, existing as a

musical note only because of the mouthpiece-lead pipe-cylindrical tubing-flared bell
system. lt is the presence of these lower endowed harmonics (especially the fictitious
fundamental) which gives the (false) impression that the horn is indeed like an organ pipe.

One can talk of "equivalent cylinders" - doubly open - as is done in Pyle,s recent
papero; however, he, of course, realizes the pitfalls therein and avoids them. The main
part of this paper is concerned with solving one form of the horn equation numericallv and
discussing the resulting solutions both on and off resonance.

' ll. The "schriidinger/'Form of the Horn Equation
With these fer,v comments out of the way, let us turn to the physical theory described in

Benade's papetl. In 1966 Benade showed that the Webster horn equation could be written
in a form which closely resembled the famous Schr6dinger equation of quantum

mechanicsT, but with the potential replaced by a function UW = 
l{_i=1 , which he

calls the horn function (see figure 1). This one fact alone should impart a great deal of
insight to anyone who has ever had the first course in quantum mechanics. Since it is a
reasonable assumption that very few of the readers have studied the Schrddinger equation,
let us briefly discuss the implications of Benade's discovery.

lll. The Horn Funciion and the Right Hand
As Benade points out, the horn function can qualitatively be described as the inverse of

the product of the radius of curvature of the flare times the radius of the inside of the horn
at a given point. Figure 1 shows a sketch of a Paxman medium bore bell and the horn
function forthis bell. The dashed curve shows the horn function for the bell-hand system.
Near the fingertips the effect of the hand is to increase R; i.e. counteract the effect of the

I
'fl
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earliest stages of the abrupt flare at the end of
rapidly, the effect of the hand is to decrease r,

the bell. However, as the bell flares
thus increasing U.

- ->.x

.la A horn bell showing where the cylindriial tubing ioins the flare and the

right-hand posit ion.

How does one interpret U(x)? U(x) tells us at which point along the bell the acoustical

energy is reflected back down the bell to form a standing wave. lf one solves the

Schriidinger form of the horn equation, he obtains standing waves of discrete frequencies.

lf one piitures the y axis in figure 1b as representing frequency, then we see immediately

that waves of higher frequency are reflected back from points progressively closer to the

end of the bell. Also, it is clear that above a certain frequency reflection no longer takes

place and the distinct harmonics cease to exist. Note that the presence of the right hand

iras raised the height of U(x) so that it is possible to excite higher harmonics which

previously did not exist.

1b

1b A sketch of the horn function. The solid curve is for the bell alone; the dashed curve

for the bell-hand system. Note the slight change in slope and increased height due to

the presence of the hand.

What is the correct hand position needed to achieve the desired change in the horn

function? The hand must be placed as symmetrically as possible along the axis of the bell

(x axis is figure 1) and must form a smooth seal with the flare. This is exactly the position

described by Merewethe12, and it should come as no surprise to anyone brought up on the

Farkas method because there is a picture of this position in the Farkas booku.

The effect of the right hand is thus three-fold: i) it absorbs some of the overtones, giving

the horn its characteristic sound and lowers the pitch of the higher harmonics by altering

U(x); ii) it changes the horn function so that the intonation between the top and bottom of

the fiorn,s ,ang" ir altered and with a well-designed bell, one can play from the lowest to
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the highest harmonics with good intonation and no change in hand posit ion; and, i i i )  the
increase in height of the horn function puts the higher harmonics f irmly in place. Al l  three
have been shown to be true experimental ly. l ,2

The preceding should be of special interest to horn players. lf the wrong hand position is
used, i t  wi l l  result in poor intonation over the range of the horn, and the lack of a sol id
high register. lt is almost impossible to play the top C (above the treble clef as written for
horn in F) or higher with an incorrect hand posit ion.

We note in passing the reason why the low notes do not speak as easily as higher ones
on a brass instrument. In order for the sound to get out of the bell - and we all know it
does - the energy must tunnel through the barrier presented by the horn function. For the
lower frequencies, this barr ier is much wider than for the higher ones.

lV. The Stopped Hom
Having noWdiscussedthe physics of horns - as opposed to organ pipes - we can look

at what happens if the hand is closed. Figure 2 shows the closed hand-bell system and the
result ing horn function. The closed hand negates the beginning of the abrupt f lare, making
it a continuation of the more gradual flare. Then very suddenly, the inner radius r is
reduced while the radius of curvature, now due entirely to the hand, is also abruptly
decreased. The final result is to flatten out the peak in the horn function so that it reaches
its maximum quickly and then drops rapidly to zero.

Fig 2

The stopped bel l  and corresponding horn function. Note that al l  frequencies are now
reflected back from almost the same point in the bell.

This change in the horn function increases the wavelength of the lower harmonics,
leaving the highest ones almost the same. Effectively, all frequencies are now reflected
back from the same point in the bel l .  We have the surprising situation that closing the
hand increases the wavelength of each resonance of the system in a nonlinear fashion,
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such that the |ower the harmonic, the more drastic the increase in wave|ength. One shou|d

note that inside the flared tubing, the relationship between the wavelength A and

frequency f is not simply given by ,\ = iti *h"* c is the velocity of soundl.

| t isoneofthoseconvenientaccidentsofnatu,ethatforhornspi tchedbetweenDandG
the pitch i, ro*"r"Jio almost a semitone above the next lowest harmonic of the open

horn.Forhornspi tchedinhighert"v, , i t i ' 'o .ewhatsharperthanasemitoneandthe
|engthoftubingcorrespondingtoasemitoneonthefrequencysca|eofthehigherpi tched
horns is inrutitilni io-*tp"-ntut" for the change in wavelength'

we point.".'it"i", ir," hand is gradually opened, the wavelengths corresponding to

the harmonics of the system change und.iils a smooth change between one and the other'

The good t,"r" pf"V", J"" a".."ri.t".this quite readily.both ways, but it is most convinc-

ing to stop 
" 

;;;li" or high harmonic. 
"J,trun 

slowly open the hand. The pitch will

a/ways rise as the horn function rnoryo rul[ up the bell shortening the wavelength of the

harmonic. rt *,i, 
"-p"ri."ilir 

tri"l *ittr too'to* a harmonic, the experimenter can be

fooled because of the large corrections needed to be made by the. lips as the horn function

changes. In addition, the endowed h"rlntni.r are certain to lead one to false conclusions

as they A"p"naln-tf*lieiuinurnloni., U.ing perfect, and this mav not be the case when

the hand is PartiallY closed'

We should comment brief ly on the transposing Tul" . 
Th: tra.nsposing mute-is ma!3 1n

of two conical sections ioined togethe, uni u cylindrical tube at the end (see figure 3)' At

l thepointmarkedj ,wehaveavery.smal l radiusofcurvature,R,sothehornfunct ionis
, very large at r *i"n tr," mute is tightly i; place in the bell, but.z31o elsewhere in the mute

(except at the iunlrion of the_longer cone and the cylinder which comes after the waves

, have r".n r"tiu.-tJ-back). once again we have the situation that all frequencies are

,ref lectedbackfromthesamepoint ,v iz. l .Thismute- isaHe|mholtzresonator(seeref .4)
.andbyadiust ingthe|engthanddiameterof thecy| indr ica|sect ioni tcanbemadeto
I absorb th" 

"p;;"";;iua" 
oi"n"n", and give the stopped horn 

,sound. 
lf the diameter or

i leneth i, .hunludl t[e principal effect Ts to change ihe sound of the mute; the pitch is

i affected only ,j[j1,,rr. ili; ,r;;"';;;;; b"."ir" the pitch is primarily determined by

i the point at *6i?n,t" *uu", ur" reflecied back down the bell and not by the frequencies

, absorbed by the Helmholtz resonator'

Fig 3

A transposing mute. When inserted into

iunction J, when it becomes very large'

that shown in Figure 2.

the bell, the horn function is zero except at tlr

if," ftorn function would be even narrower thd

The analogous situation is present when.the.frlnd is completely closed but not I

eno u gh to p rod u ce .h",, ;i J9g;1. " " a ir'" pll1" :1T ::.:i: ",iilr:Iff 
:,i"il,T:

ffiJ,':J:.,iJ"T[i".il"n"lT:riii";;;,;';;;; ';;" is *hen the berr is'tiehtrv c
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V. Conclusions and Discuscion
The pressure waves in a horn have been discussed in terms of the Schr6dinger form of

the Webster horn equation. After pointing out that one must be very careful in using any
analogy - however appealing it may seem - to a doubly open organ pipe, the properties
of the standing wave solutions were discussed. The effect of the right hand on the horn
function was considered and.the stopped horn was discussed. lt was shown that proper
placement of the right hand in the bell.improves the intonation-and gives the horn its
highest harmonics. lt was'also shown that the wavelength is increased when the bell is
stopped, and this increase in wavelength is greater for lower harmonics.

The discussion presented above has been, of necessity, somewhat qualitative. We have
chosen to ignore second order effects such as the non-perfect symmetry of the right hand,
the non-smooth iunction where the fingers meet the bell, etc. The interested reader is
referred to the papir by Pyle6 for a detailed discussion of one approach to the problem.
The parameterization given there for the bell flare could be used to calculate the horn
function, the horn equation solved and then the presence of the hand could probably be
treated as a perturbation on the system, etc., but such a discussion is beyond the scope of
this journal.

The conclusions reached above should not be surprising, especially since Merewether2
has previously given his empirical account of the acoustics of the horn. Other authors have
proposed correctly that the pitch is indeed lowered by handstopping, but not all of their
reasons were on solid ground. We can only hope that a few others have learned the lesson
every scientist has learned many times. Most paradoxes in nature are man-made and with
the application of the correct physical reasoning, they disappear, just as the air clears from
around Valhalla after a lightning bolt is hurled in the right direction, and we are left with a
bridge over the previous confusion.
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"STOPPED HORN"

- Dr.  Wi l l iAebi ,  Ing.

Paul Mansur has given the discussion on hand stopping the tapt title ,,Hullabaloo in a
horn bel l" ( the "Horn Call" Vol. V, No. 2, Spring 75, p. 39). I  shal l  try to clari fy things a
l i t t le, in extension of my art icle "The Inner Acoustics of the Horn" (the,,Horn cal l , ,  Vol.
lV, No. 2, Spring 74, p. 4O).

The discussion is, among other things, about the question whether stopping lowers or
raises the pitch. A correct answer is given by Marvin c. Howe in his article ,,stopped Horn,,
(the "Horn Call" Vol. lV, No. '1, Autumn 73, p. 19). He writes: ,,ln fact, the hand a/ways
fowers the pitch . . . to a new pitch one hall step above the next lowet memfur of the
harmonic series being employed. This does result in a series one half step above those
obtained when playing "open" horn, but the new pitches are . . . derived from above,,. His
example of notes at the top of p. 20 ought to be written thus:

+3
0+'

55+
+0+

,o99887766
o+o+o+o+o

Experimental confirmation that the stopped note is really ,,one half step above the next
lower member of the harmohic series being employed" can be obtained unequivocally
only from c'(8th harmonic) upwards. The 7th harmonic (b flat) does not fit exactlv into the
chromatic scale, and the corresponding stopped note can be played only vaguely, as all
stopped notes below the 7th harmonic.

To me the presentation of Philip Farkas in "The Art of French Horn playing,, p. go seems
correct. For playing stopped passages on a valve horn, practically always the notes one
half step above the open ones are used. "But at this point the notes must be lipped-up in
order to jump this half step upwards." This raised note is the same harmonic as the open
one, one half step below it. The pitch will only be exact from the gth harmonic (c,)
upwards' On the hand horn as it was used before the advent of valves, the various notes
between the lower harmonics are produced by various degrees of lip tension and hand
stopping.

Figures 2 and 5 of my article (p. 54 and 57) show quite clearly the various positions of
the sound pressure curve in the bell when playing open, with a (non transposing) mute,
and hand stopped. The position of the nodes is the same for open and mute, and also the
pitch is the same. Hand stopping (normal sized hands) shortens the air column by the
length of the stopping valve which, on the F-horn, is about the same length as the second
valve. To my knowledge this is the first time the shortening of the air iolumn has been
measured experimentally.

47



{l
al

sl

Fig. 2

I
I

- -J-

rt-tr-
le!
I  r l
-+I

Finally I should like to pass a few comments on Richard Merewether's article in the

,,Horn cal l , ,Vol. V, No. zi  p.45. His concept of part l l l  "pressure patterns formed in

endblown tubes,, seems 1o'." wrong. (Fig. ll and lll: Compression, atmosphere,

rarefaction). ln my article I have always used the term "sound pressure" (German:

Schalldruck). This is not a given absolute pressure at a given instant, but, according to

definition f.io. 14 of the Ger-man standard on acoustics (DlN 1322, June 1959)' "a pressure

;;ilil; (cerman: wechseldruck) caused by a sound wave". In the standins wave in the

horn, air pressur'e alternates between a maximum and a minimum' and the difference is
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called the sound pressure. Although it varies along the axis of the air column, it never
becomes negative (Compare my Figure 1.)

I hope to have shown that there is really no contradiction between my position and that
of Mr. Howe except for the mentioned difference in numbering the stopped harmonics.
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AN INDEXED BIBLIOGRAPHY OF PERIODICAT ARTICLES
ON THE HORN

(Part l)
- leffrey Agrell

There are a number of worthy and well-known books on the horn available today. Less
well-known and less available are the hundreds of articles on the horn and horn playing
that have appeared in various lournals and magazines over the years. A number of these
are deservedly forgotten; there are also a number of fine articles from the past that should
be known and re-read today. This bibliography provides access-to both kinds as a list of
most of the periodical articles in English on the horn through the beginning of 1975. lt
contains information as to what is available where and is intended as a reference for all
those interested in the horn.

The articles were indexed by subject first, to make such a list easier to use and second,
because titles alone do not always disc]ose content. This classification by subject was
regrettably much more sublective than one might have wished.

lncluded in this bibliography are those articles relating more or less directly to some
aspect of the horn; it should be kept in mind that there exist also many other articles
useful to horn players on more general aspects of brass playing, etc.

This bibf iography was compiled with the help of the Music lndex, the Brass Quarterly,
and other references, plus a fair amount of searching and serendipity. I read every article
available in order to classify the contents. Those that were not available (marked with an
asterisk*) were classified, if possible, by the information provided in the title. The Unclass-
ified category consists of those whose contents are still unknown (eg. "The French horn").

Notice of omissions or errors can be sent directly to me at: Rt. 1 Box 38, Crosslake, NM
56442 or Bruchmattstrasse 21, 6003 Luzern, Switzerland.

It may be noted that over two-thirds of the articles appear in four of the publications
(HC, ln, WwW, SM) and are fairly accessible. Unfortunately, some of the more interesting
are to be found only hidden away in university libraries (ee. W.F.H. Blandford's "Studies
onthehorn"; l .W. Payne's"Observationsonthestopped notes. .  ." ;  several studies by H.
Fitzpatrick). Perhaps it may become possible in the future for some of these to be re-
printed in the Horn Call. In the meantime, it is hoped that the list will provide easier
access to information on the areas of one's particular interest.

Editor's notei Sorne time ago, l.H.S. member leffrey Agrell inquired il an indexed biblio-
graphy of atticles about the horn in periodicals might be of interest. His description ot
what he was doing was such that yout editor was quite sure it would h, and Mr. Agrell
promised to torward his bibliography shortly. This has been an enotmous undertaking, and
no doubt our readers will be as gratelul and pleased as the editor, who was quite floored
by the magnitude of the bibliography!

51



lndex to Periodical Articlec on fhe Hom

2.
3.

1. Accuracy
Articles briefly covering several topics
Articulation

4. Beginners
5. The Bohorn (vs the F horn)
6. Bibliographies of books and articles
7. Breathing and breath control
8. Discographies
9. Double horn

10. Embouchure
11. High register
12. History
13. Horn chords
14. Horn ensembles
15. Horn players
16. lazz and rock
17. Lip t r i l ls
18. Low register
19. Maintenance and repair
20. Manufacturers

21. Methods and studies
22. Mouthpieces
23. Music for horn
24. Muting and stopping
25. National styles
25. Performance practice
27. Recording techniques
28. Right hand use
29. Scoring for horn
30. Terminology
31. Tone
32. Transposition
33. Tuning and intonation
34. Type or make of horn
35. Valves
36. Warm-ups
37. Workshops and cl inics
38. Miscellaneous
39. Unclassified

Abbreviations

BB Brass Bulletin
B&P Brass & Percussion
BQ Brass Quarterly
Bf Brass Today

BW Brass World
B&WQ Brass & Woodwind QuarterlY

C Canon
Com Composer

DB Downbeat
E Etude

EN Ensemble News
GSI Galpin Society Journal

H Halle
HC Horn Call

HF/MA HiFi/Musical America
HMY Hinrichsen's Musical Yearbook

ln lnstrumental ist
lM lnternationalMusician

IAMS Journal of the American Music-
ologicial Society

fBM Jacob's Band Monthly
IMT Journal of Music Theory

IRME Journal of Research in Music
Education

- M Metronome
MA Musical America
MC Musical Courier
ME Music Educator's Journal

Ml Music Journal
M&t Music and Letters
MMR Monthly Music Review

M&M Music and Mustctans
MO Musical Opinion

MoIRME Missouri Journal of Research in
Music Education

MQ Musical Quarterly
MR Music Review
MT Musical Times

Musfcr Music Teacher
MW Music of the West
NAC National Association of College

Wind and Percussion Instructor's
Journal

NZM Neue Zeitschrift for Musik
NY New Yorker

ON Opera News
OeMz Oesterreichische Musikzeitschrift

PhO Philadelphia Orchestra Program
Notes

PM Pennsylvania Music Educator/s
Association News

RCM Royal College of Music
RMA Proceedings of the Royal Music

Association
RMARC RMA Research Chronicle

SB Sounding Brass
SM School Musician

SWB, Southwestern Brass lournal
SWMus Southwestern Musician

T Tempo
WWMag Wood Wind Magazine

WwW Woodwind World
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1. ACCURACY ,

Pease, E., "lmproving French horn accuracy'', SM 34:42-3, Feb 1963.
Winter, J., "The problem of accuracy on the French horn", WwW 3:13-14 April 10; 4:13

June 1; 4:15 Sept. 15, 1%1.

2. ARTICTES EMETIY COVERING SEVERALTOPICS
Bourdess, J., "Playing the French horn", ln 12:41-3 June 1958.

Beginners, mouthpieces, Bb horn, right hand, transposition.
Chambers, J., "Horn tone and technique", WwW 4:11-12 June 1962.

Tone, right hand position, breath support.
Crain, C.R., "For better horn players", In 21:53-5 Jan 1%7.

Playing position, accuracy, warm-ups, slurs.
Eger, J.,  "Around the horn", MC 156:10-11 Nov 1, 1957.

Simifar to Feb 1, 1956 MA article "Eger discusses French horn and its growth populariV,
by Kammerer, R.

Fox, F., "Playing a simple crescendo - diminuendo on middle'G' ' ,  HC 1:50-52 May 1971.
Brassiness, pressure, tongue position, tone.

Haddad, D., "To sound like a horn player'' , ln 22:57 , 60-3 Feb 1958. Position, articulation.
breath control, list of common problems in embouchure and attack and what to do about

them.
Hoss, W., "Gadgets and gimmicks (as aids to playing the horn)", HC 1:20-2 Feb 1971. High
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PROFILE
INTERVIEW WITH NORMAN SCHWEIKERT

- Thomas Cowan

/NIRODUCTION
In this issue, our interview is with

Norman Schweikert. He is presently 2nd

horn with the Chicago Symphony Orchestra
and an Associate Professor at Northwestern
Universitv. In this interview, Mr. Schweikert
talks about his background, his life-style,
and his thoughts on performance and solo
playing. He also discusses his associat ion
with the Chicago Symphony Orchestra and
his approach to teaching, along with some

thoughts for the budding professional and

the stri ctlv 
"- "":.:'."1."t

fC: I'm sute out readers would |ike to know
something about Your background.

NS: Well ,  Tom, I was born and raised in Los

Angeles although my father is Swiss and my

mother Canadian. Both my parents were

and still are amateur musicians, my father
playing the viol in and my mother the
piano. I  grew up with music al l  around me

so it was most natural that I took music
lessons when quite young' The piano was

my first instrument and I was six when I

began studying. Four years later I decided

that I wanted to play in an orchestra so mY

father started me off on the violin. Studying

with a parent didn't work out so eventually

I ended up studying with Joseph Kessler

who gave me a f ine foundation as a viol in-

ist and a musician. I  owe a great deal to

him as well as to my parents who kept after

me to practice and who took me to a great

many concerts. Progress on the viol in was
good and I became concertmaster of my

elementary school orchestra and then the

irfnior hieh orchestra.
tn tal l ,  skinny, blonde-curly-haired kid

with a violin case was a natural target for

bul l ies so I felt  a more masculine instru-
ment was in order. The horn had intrigued
me for some time - the wonderful sound it
produced, the parts it PlaYed in the

orchestra, the fascinating shape - so I
persuaded my parents to let me study the
horn. They knew I could produce a sound
on a brass instrument because I had an old

WWI Army bugle at home on which I used
to fool around so upon recommendation
mv mother contacted Odolindo Perissi, the
4th horn of the L.A. Phi lharmonic, and set
up an appointment. We went to his

Victorian house on South Hoover Street in

September in 1950 and I was properly

introduced to the horn. He happened to

have a Schmidt-model double horn for sale

- it had no maker's mark but I suspect it

was American-made - and that became my

first horn. I  studied with him about two
years unti l  i l lness forced him to give up

both playing and teaching and then I

studied with one of his former pupi ls,

Sinclair  Ldt t ,  the 1st  horn of  the
Philharmonic.

To digress a little, I should tell you about
a very important Part of mY musical
education and that would be the eight
years I spent with the Peter Meremblum
California Junior Symphony Orchestra. I
f i rst ioined the beginner's group of this
organization, called the Pioneer Orchestra,
in 1947 and was placed in the 2nd violin
section - l'll never forget all the afterbeats
in the Tales from the Vienna Woods! As I

made progress t moved up in the violins
until I had become concertmaster and then
I was promoted to the "big" orchestra with
the more advanced players. There I was.
back in the 2nd viol ins again, and i t  was
not much later that I switched over to
playing horn in the orchestra. l t  was in this
fine training orchestra under Peter Merenr'
blum's direction that I received my fir*
valuable orchestra experience and learned a
large part of the standard literature. The
orchestra met everv Wednesday evening
and Saturday morning at Plummer Park
Auditorium in Hollywood and gave several
concerts a year. Much of the top young
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talent in the greater Los Angeles area came
to the rehearsals and reading sessions and
occasional ly we were led by a big-name
symphony conductor or one of the motion
picture composer-conductors. Now and
then a famous artist would come and
perform with us iust for the fun of it - |
remember well  a visi t  from Artur Rubin-
stein. So as you can imagine, it was a very
stimulat ing t ime for me in every way.

Throughout high school I continued to
studv with Sinclair Lott and became a
member of the Horn Club of Los Angeles
which had iust been newly formed. This
was a marvelous experience for me and
brought me into contact with some of the
finest horn players in L.A. In 1954 a very
nice thing happened - |  audit ioned for
Joseph Eger, whom I had met through Mr.
Lott and the horn club, and he recom-
mended me for a scholarship to the Aspen
Insti tute. So that summer was spent in
beautiful Colorado studying with Eger,
playing in various student groups and
occasionally in the Aspen Festival Orchestra
conducted by Wil l iam Steinberg. This was
one of the early years of the Festival and
the horn students were few so there were
many opportunities to play! After the
summer was over I  began my senior year in
high school and, through Mr. Lott,  had the
chance to play extra horn and Wagner tuba
with the Philharmonic on a couple of
occasions. This was a great thri l l  for me! A
few months later I was offered an opportu-
nity to audit ion for Erich Leinsdorf,  who
was at that time the conductor of the
Rochester Phi lharmonic Orchestra. He hap-
pened to be in L.A. conducting the San
Francisco Opera and had let it be known
that there was a 4th horn opening in

/ Rochester. Audit ions were quite dif ferent
I 20 years ago from what they are today. I

played for him in his hotel room and as far
as I know there was onlv one other horn
player who audit ioned. No one was more
surprised than I was when he offered me
the posit ion. So, in October of 1955, lust
four months out of high school, I  found
mvself in Rochester readv to start a fulltime
professional career.

Not long after I had arrived in Rochester

I decided it would be a good idea to start
work on an undergraduate degree at the
Eastman School of Music since it was in the
same bui lding as the Philharmonic. By
working around the orchestra schedule and
picking up a few courses in the summers I
managed to finish a B.M. degree with a
major in Theory by June, 1961. I  also
received a Performer's Certif icate after
playing the Hindemith Horn Concerto with
the Eastman-Rochester Symphony Orchestra
and giving a ful l  recital on which I
premiered the Partita for Horn and Piano by
Verne Reynolds.

As far as the Philharmonic was con-
cerned, I stayed on 4th horn for four sea-
sons, al l  the t ime studying with the 1st
horn, Morris Secon. In 1959 Secon left,
Verne Reynolds became 1st horn and I
exchanged chairs with the 2nd horn, f inish-
ing my horn studies with Reynolds. After
two vears of 2nd horn I auditioned for the
3rd chair which had become open and was
promoted. In the summer of 1!)61, before
starting the 3rd horn position, there was a
little good news and a little bad news: I
married a lovely girl I had met at Eastman
and I received a notice from my draft board
to report for a physical. As soon as it was
determined that I was in 1-A condition I
auditioned for the USMA Band at West
Point, N.Y., and was accepted. After
stal l ing as long as possible I  f inal ly had to
report for induction in January, 1962.
Fol lowing basic training in Ceorgia I
reported to the band at West Point where I
remained unti l  being discharged in Decem-
ber, 1964, at which time I rejoined the
Rochester Phi lharmonic as 2nd horn. I
stayed one more season, as 3rd horn,
before leaving the orchestra for good. The
Rochester years were wonderful in every
wav. both in the orchestra and in the
school. One organization was part icularly
meaningful to me and that was the Eastman
Wind Ensemble with which I spent four
vears, three of them as 1st horn. Fred
Fennell  did marvelous things with the group
and I will always be indebted to him for the
experience. I  think I played on over a
dozen of the recordings he made with that
f ine ensemble.
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ln 1966 I was invited bv Dr. Thor Johnson
to ioin the faculty of the Interlochen Arts

Academy as Instructor of Horn and member

of the Interlochen Arts Quintet as well  as

solo horn of his own Chicago Lit t le

Symphony, a touring chamber orchestra.
Although the chamber orchestra dissolved

two years later I stayed at the Academy for

five years and I look upon them as very

rewarding ones. Here t played a great deal

of chamber music and I continued to be

associated with Dr. Johnson as 1st horn of

the Peninsula Music Festival Orchestra at

Fish Creek, Wisconsin. I  left  Interlochen in

lune, 1971, to ioin the Chicago Symphony

Orchestra as assistant 1st horn and now,

since the beginning of the 1975-76 season, I

am 2nd horn.  Also,  lam an Associate

Professor at Northwestern University where

I teach six students.

TC: fell me about vour tamilY.

NS: My wife, Sal lY, is a soPrano in the

Chicago Symphony Chorus and this keeps

her quite busy along with studying voice

and the usual family obl igations. She is a
fantastic cook and is very accomplished in

making clothes. Bowling is another of her

interests and she is in a league with North-

western faculty wives. Our almost 12-year-

old son, Eric, who was born at West Point,

doesn't seem to have any musical interests -
the cello was tried and dropped' He is quite

artistic, however, and will attend Inter-

lochen this summer as an art student. As

with most boys he has an involvement with

sports and is making progress in that area.

Like the rest of the family he bowls and is

in a iunior league.

TC: Cive us a tYlical daY in Your lile.

NS: How about a typical week? Monday is

usually a day-off for the orchestra except

for 10 concerts a season in Milwaukee and

an occasional extra event or recording

session. For me Monday is a big teaching

day at Northwestern where I usually see

five students, 9 to 2:30. TuesdaY and

Wednesday we normally have one or two

rehearsals each day or perhaps a Youth

Concert instead of a rehearsal' Thursday

morning we rehearse again and then I teach

another student at Northwestern before

going home to rest up for the evening

concert.  On Friday there is usually an

afternoon or evening concert.  Saturday is

another concert day and Sunday is usually

off except for f ive Sunday concerts a

season. Around this I  f i t  in chamber music

rehearsals and concerts, a l i t t le studio

work, an occasional private student, prac-

t icing and my Personal l i fe.

TC: What do vou do in Your free time?

NS: I spend t ime with mY family, go

bowling, do l i t t le f ix-up proiects around the
house and work on my historical proiectsr

One of those is a long-time endeavor -
l 've been working on i t  since 1964 and

don't know when i t  wi l l  be f inished' l 'm

speaking of my history of professional horn
players in the U.S. from colonial t imes to

the present - the present being whenever I

f  eel l ike quit t ing! Actual ly, the proiect

gives me great ioy and I manage to do a

little work on it each week and especially

on tour when I can get to libraries in other

cit ies. Another proiect which is nearing

completion is The Personnel of the Chicago

Symphony Orchestra, 1891-1976. This book-

let wi l l  l ist al l  the regular players since the

beginning along with their years of service

and positions in their various sections as

well as other information about the make-

up of the orchestra. The CSO management
has expressed interest in having it pub-

lished. I also have a couple of hobbies with

which I spend t ime once in a while - old
phonograph records and antique instru'

ments.

TC: Norm, what are Yout thoughts on per-

tormance? What do You think a horn player

should do to improve his pertormance?

NSr Thorough preparation should prevent a
poor performance but one must try to go

beyond the notes on the page to achieve
anything more than iust a good perform-

ance. When I am playing - in practice,

rehearsal or performance - | am always

trying to make the best music I can'

Anxiety is constantly trying to interfere with

our playing so we must try to lose ourselves
in music-making - this helps to calm the

nerves and dull the concern ovei that next

high note, soft entrance or technical
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passage. lf one can be aware of what is
happening musical ly at al l  t imes in a
composition one can more effectively
contribute to the performance. This means
listening carefully to the other instrument-
alists in your chamber group, orchestra or
band so that your part wi l l  be in tune, in
rhythmic harmony and in proper balance.
All  these things can help to improve
performance but first one must be aware of
them and then have the desire to put them
into practice. The area of chamber music is
one in which instrumental ists can most
effectively develop their awareness. Intona-
t ion, rhythm and balance are so cri t ical in a
small group that you can't help but sharpen
your musical ski l ls. l f  al l  orchestral players
would concentrate and play with the aware-
ness necessary in a small chamber group
the results would be fantastic as far as l'm
concerned. There is too much sloppiness in
orchestral playing but some of i t ,  l ' l l  admit,
is the fault of the conductor. Conductors
often do not demand as much from us as
we do from ourselves.

TC: What about solo playing?

NS: l f  you mean rny solo playing l ' l l  have to
admit that I do very little of that now.
While I was at Interlochen I gave recitals
and did some solo playing because I was in
better shape for it, both physically and
mental ly. Now that l 'm playing low horn in
a section I find that l'm not as mentally
prepared to be in a solo spot nor do I have
the endurance for a major concerto or a full
recital. Let's face it, one should probably
be a f irst horn or a ful l- t ime chamber
musician to do the best lob as a soloist.

Solo horn playing in general is having
quite a comeback in this century. The real
heyday was probably in the late 18th and
earlv 19th centuries and then there followed
a period of l i t t le solo activi ty. Since Dennis
Brain, the horn has been brought into the
spotlight more and more. Of course record-
ings have been largely responsible. The solo
horn is now heard not only in the concert
hal l  but on radio and television. The
increasing number of horn workshops and
cl inics are also contr ibuting to the popular-
itv of the horn as a solo instrument. I don't

think the horn wil l  ever replace the voice,
piano, viol in or cel lo in terms of populari ty
as a solo instrument but i t  certainlv is
enjoying good t imes!

TC: Norm, let's talk a moment about prac-
tice. Do you have enough wactice time?

NS: I usual ly have enough t ime to practice
for the things l've committed myself to.
Normally I  get in an hour of warm-up and
practice before the first rehearsal of the
day. That is usually enough t ime to take
care of the orchestral parts. lf I have some
chamber music performances coming up l ' l l
have to do that practicing on free days. I
try to get in a couple of hours practice on
our free days unless the l ip feels l ike i t
needs a complete rest. What there usually
is not enough t ime for is chamber music
rehearsals, especially if the group is larger
than three or four players. Some of these
players will be involved with other groups
and wil l  have teaching or other commit-
ments and, as a result,  we f ind ourselves
going into performance less prepared,
ensemble-wise, than we'd like to be.

TC: Let's go back to warm-ups for a minute.
What do vou do?

NS: I start off with some long tones in the
middle register iust to get the lip used to
vibrat ing again. Then I do l ip slurs, scales
and arpeggios in the low register to get
loosened up. Gradually I work my way up
to the top of my range through the use of
scales and arpeggios, slurred, legato-
tongued and staccato. I believe in warming-
up the entire range whether i t  al l  wi l l  be
used that day or not - it is like a practice
session iust to keep everything in general
good shape. lt is essential for a low horn
player to do some practice in the high
register since it will deteriorate otherwise.
Likewise, the high player should do some
work in the low register. The warm-up is a
very individual i tem and one must tai lor i t
to one's needs, both physical and mental.
In interviewing players for my history l've
found that warm-up time varies from zero
to an hour. Some players qre ready to play
as soon as the horn is out of the case and
others need considerablv more time. I look
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upon horn playing as a kind of athlet ic
event as far as the physical part is
concerned and athletes warm up their
muscles before competing in their events.
Yes, I can manage to play without a warm-
up i f  I  must but the tone quali ty, f lexibi l i ty
and accuracy are liable to suffer and the
next day my l ip feels l ike I have abused i t .

TC: [et's talk a little about equipment.
What kind ol horns do you and your
colleagues in the Chicago Symphony use?

NS: l t  didn't  take me too long to discover
the type of horn most suitable for me. As
you remember, I started with a Schmidt
model and then I played an Alexander
double for awhile. ln 1955 | traded the
anonymous Schmidt for another Schmidt
on which, I later discovered, was an old
brass Conn bel l .  This instrument l 've played
for over 20 years although while playing
2nd horn to Verne Reynolds I used a Conn
8-D most of the t ime. Except for the Conn I
have stuck to brass horns and those are
what we use in the CSO. The section plays
both Schmidt and Ceyer double horns and
the two f irst players use Paxman and
Alexander B-f lat/F-alto horns occasional ly.
We l ike the compact kind of sound these
medium-bore brass horns help us to
produce. Of course our concept of horn
sound is the most important aspect regard-
less of the type of horn we play. We try to
produce a clear, warm, r inging quali ty that
is neither too open nor too covered. As far
as mouthpieces are concerned I can only
speak for myself:  I  use a Ceyer #15 with a
narrow rim. This gives me the f lexibi l i ty and
clarity in the low register that I feel
necessary in my job - of course the narrow
rim cuts down on endurance somewhat but
this is a minimal problem for a 2nd horn
player.

IC: How do you approach teaching?

NS: I try to teach not only horn playing but
music-making. The horn only serves as the
instrument to make the sounds that the
player wil l  shape into music. Natural ly the
technical aspects of horn playing must be
taught but I  try to do i t  around making
everything as musical as possible. Learning
iust the notes on the page is not enough -

the student must learn how to turn those
notes into meaningful phrases. To cover the
technical and musical aspects of horn
playing I use more or less standard
materials: Kopprasch, Maxime-Alphonse,
Schuller and Reynolds in the way of etudes;
Pottag, Chambers and other collected
excerpts for orchestral material; the solo
and chamber works of Mozart, Strauss,
Saint-Saens, Beethoven and others for that
area of the reoertoire. I  l ike to think of a
lesson as not only a time for a student to
learn but a time for him or her to perform.
The assigned material is studied and prac-
t iced during the week - just as we in the
CSO study and rehearse our program - and
then at the lesson it is performed. Just as
orchestral musicians have dif ferent kinds of
chal lenges confronting them each week so
does the student with the varying kinds of
etudes, excerpts and chamber music. Each
etude is performed without interruption -
this shows the student's grasp of the piece
as a whole as well  as the endurance - and
after i t  is f inished we tblk about i t ,  discuss-
ing the strong as well as the weak points.
When al l  has been discussed and tr ied the
student plays the etude again incorporating
the new ideas. The end result is that even-
tually the student becomes aware of what
he is doing, musical ly, and is able to
correct and improve the music-making as
he goes along, thereby teaching himself.
We are never through learning!

One aspect of horn-playing that is often
neglected is the low register. One seems to
notice more underdeveloped low registers
than high ones. I  encourage work in the
lower register because it is obviously so
important. l t  is dif f  icult ,  these days, to
special ize in only one register of the horn
because composers have broken the old
tradit ions by writ ing 1st and 3rd horn parts
into the low register and 2nd and 4th horn
parts into the high register. Then we must
consider chamber music - especial ly solo
music and woodwind quintet writ ing -
which takes the horn into al l  registers. And
what about the area of free-lance playing?
You can't always be sure you will have a
part that is in your special register. Usually
one wil l  feel more at home on a high part

60



or a low part but one must develop both
registers as much as possible to meet the
demands of horn writ ing today. This is one
reason I try to cover the complete range
when warming-up for the day and why I
encourage my students to develop both
extremes of their registers.

TC: Would you recommend the life of a
professional horn player?

NS: Yes, I would recommend it - | feel that
l've had a marvelous life playing the horn
professionally. But I would recommend a
student to become a professional only if he
or she has the talent and desire to work
hard to make it. Otherwise there is simply
no use - there is too much competition
these days and those with the superior
talent who have worked hard are the ones
who wil l  usual ly succeed. You must be
honest with your students and not encour-
age them falsely. They will have to come
face to face with realitv sooner or later and
they might as well  know now what they wil l
be up against. Most students are able to
honestly evaluate themselves but then
there are those who seem determined to
make it and yet don't have a chance
because thev lack the natural talent for
music. In my estimation, for a student to
have the best chance of looking forward to
a life as a professional horn player in a
major orchestra or important university
posit ion he or she must have, f i rst of al l ,  a
natural musical talent. Then, a more or less
natural ability to play the horn is a great
asset. Beyond that, the fol lowing things wil l
help enormously: (1) An experienced
teacher, (2) faithful practice. (3) experience
gained by playing in as many organizations
as possible, (4) experience gained by
listening to records of orchestral literature
and chamber music while fol lowing the
scores and (5) experience gained by attend-
ing concerts or orchestras and outstanding

performers on any instrument or voice
range.

TC: What advice do you have tor those who
will have to accept the fact that thev will
be amateur horn players?

NS: I advise using the talent and knowledge
they do have by contributing it to the
communitv in which thev l ive. Almost
every community has an orchestra or a
band that gives concerts and they are
always happy to have members who have
had some formal training. The amateur
benefits from the experience, too, by learn-
ing more repertoire and by feeling that he
or she has contributed something that gives
pleasure to others. Teaching can also bring
rewards. Horn clinics or workshops are
wonderful events for amateurs to partici-
pate in because of the knowledge gained
and the contacts made. Perhaps the best
advice is iust to say that one should try to
enloy making and teaching music on any
level.

TC: We all appreciate the etfort you have
put into our organization since its begin-
ning. I'm sure many of us are disappointed
to see you resign lrom the Advisory
Council.

NS: When Bil l  Robinson asked me to
assume the chairmanship of the organizing
committee back in 1969 | had no idea now
things would turn out. Now, seven yearse
lager, it seems that the Society will survive
and indeed it will have a better chance of
survival with new leadership and ideas. l'm
happy to have had the opportunity to serve
the Society and I am now happy to let
someone else have the pleasure of contri-
buting to its growth.

TC: / am sure I speak tor our membership i
thanking you fot your contribution to the
I nternational Hor n Societv.
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Bernhard Bruchle / Kurt JanetzkY

KULTURGESCHICHTE DES HORNS
Ein Bi ldsachbuch

A PICTORIAL HISTORY OF THE HORN

1976. 304 pp. with 257 illustrctions. 17 colot plates. Quatto. Cloth.

u.s. $78.00

The i l lustrat ions provide a pictor ial  history of the instrument 's
development from the luurs of the Bronze Age and the conch shel l
of  pr imit ive peoples to the modern chromatic horn and show the
instrument as an object d'art. Essays about composer and hornists
of the past and present, as well as facsimiles and reproductions of
musical  manuscripts,  enr ich this history of the horn as both an
orchestral and solo instrument.

The volume wi l l  be of value f  or hornists,  conductors, and
instrument makers. Performers will improve their understanding of
the changing styles of instruments and music during the centur ies.
For the musicologist  there is hi therto unpubl ished mater ial .

Al l  texts in the book, including the legends to the i l lustrat ions, are
in both German and Engl ish.  (The translat ion is by
Dr. Ceci l ia Baumann.)

Published by Hans Schneider
D-8132 Tutzing
West Germany



MUSIC REVIEW I

- Douglas Hil l

The works included in this set of revierivs have been chosen from a much larger body ofsubmitted repertoire. The choices were made based on ."rit tirri, u"ri"if i".ona, anazo,uniqueness third. The grading process has been avoided because of its lntreient restrictiveimplications. Houever, the solo Literature section has been urr"ng"J ii"un upprori,nut"
order of difficulty (beginning with the more difficult). I would like to thank Karen ZaczekHill for her pianistic assistance in reading through the solo repertoire.

. SOLO LIIERATIE .
ALARME PER CORNO (11)69)

Ake Hermanson
Edition Wilhelm Hansen, Stockholm, 192.1
Magna Music-Baton Inc., St. Louis (agent
for USA)

The musical and physical inbnsity needed
to perform this unacconrpanied work is
phenomenal. lt begins with a shocking
three note statement (g', W, glissando to
f") in fortissimo, then continues to scream
"e quasi come una siren/, throughout its
four minutes and twenty seconds. When
the dynamics do subside it is only for a
short time as if a new alarm is heard from a
distance. This exciting piece can be heard
on the following record by lb Lansky Otto
(for whom the work ly.rs written]
CAPRICE RIKS 17.

L|RIZM| ZA ROc rN KtAyrR (1%9)
lvo Petric
Musikverlage Hans Cerig, Cologne, 1975

This is a very free sound-effects piece in
four movements. The short list of perform-
ance instructions explains such notations
as: clusters, quarter-tone vibrato, boxed
notes which freely repeat for the length of
arrow, note lengths and their equivatent
rests in seconds of time, various types of
sticks and brushes to be used within the
piano, and so forth. Both performers work
from a score, lining up phrases at certain
points wtthin the pr imari ly aleator ic
structure.

MUSTC FOR HORN AND PTANO (19671
Thea Musgrave
J&W Chester Ltd., London, 1,!)G7
Magna Music-Baton lnc., St. Louis (agent
for USA), 912.00

The horn and piano share in an equal
exchange of dialogue throughout this verv
effective 9% minute composition. These
two timbres, which in other works often
never seem to blend, become a unit
flowing into and out of each other,s
attacks, decays, and releases. Most of the
work is without measures but not without
frequent ensemble exactness. The main
piano materials 'are printed beneath the
horn part. Harmonic language is beautiful
and the pacing, in all aspects, is most
rewarding. This is great music.

HORN CONCf RTO (1971)
Thea Musgrave
J&W Chester Ltd., London, 1974
Magna Music-Baton Inc., St. Louis (agent
for USA) sc. $19.25

As with the above mentioned work, Ms.
Musgrave dedicated this work to Barrv
Tuckwell .  Her HORN CONCERTO could be
/n orchestration student's key to contem_
porary horn writing, and, more than that, a
key to the rest of the orchestra as an
accompanimental instrument. The collage
of colors is consistently in flux with formal
sections flowing together as if the work was
breathing. The techniques used are too
numerous to list with the exception of the
quarter-tone passages (actually scales)
found nearing the end of the piece. The
treatment of this potential material seems
surprisingly bland in the context of such an
exceptional work. The spatial use of the
section horns and trumpets, spanning the
stage, using off-stage, and the back of the
hall becomes a most important structural
device and would be a thri l l ing l istening
experience, considering the unique ways in
which i t  is ut i l ized. (Hear i t  to bel ieve the
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importance of this virtuosic concerto -
Barrv Tuckwell with The Scottish National
Orchestra, conducted by the composer,
DECCA HEADLINE - HEAD 8, 1975.)

CONCERIO POUR COR ET ORCHESTRE A
CORDES

Johannes Neruda (1708-1780)
Piano reconstruction by Edmond Leloir
Gerard Billaudol, Paris, 1974
Theodore Presser Co., Bryn Mawr, Pa.
(agent for USA)

This work is full of melodic interest as well
as technical demands, such as: many long
phrases above the staff, high register trills,
and a d"'  cl imaxing the beauti ful second
movement. There are four cadenzas, the
published real izat ions of which are in spots
somewhat less than stvlisticallv authentic.
This is truly a effect ive and musical ly sub-
stantial composit ion for the clarino register
of the Baroque Horn in C. (The published
horn part is transposed to F horn.) Duration
13',10".

CONCfRIO POUR COR ET ORCHfSTRE
Johann - Mathias Sperger (1750-1818)
Piano reconstruction by Edmond Leloir
Cerard Bi l laudot, Paris, 1975
Theodore Presser Co.,Bryn Mawr, Pa.
(agent for USA)

Here is another clarino register concerto,
but of a later period. A l ight f lexibi l i ty and
a secure extreme high register are a
necessity for a successful performance of
this work. There are two optional cadenzas
in the first and second movements, and a
Rondo movement with a unique simplici ty
and charm mixed with a virtuosic sparkle.
Here is a good concerto for those who want
more after they've learned those of Mozart
and Havdn. Duration 16'4C['.

CONCfRIO POUR COR ET ORCHESTRE A
CORDES

Freidrich-Wilhelm Riedt (17 12-1784)
Piano reconstruction by Edmond Leloir
Cerard Billaudot, Paris, 1974
Theodore Presser Co., Bryn Mawr, Pa.
(agent for USA)

Reidt's short (five minute), single movement

concerto for horn, marked Allegretto, is an
interesting display of arpeggiated patterns,
echo phrasings, ornamented passages, and
some basso cadences. lt was originally for,
and is publ ished in Eb horn making a lesser
use of the clarino register than the Neruda
or the Sperger, though it still demands a
strong and flexible embouchure.

,NVENZ/ON' PER CORNO E PIANOFORTE
Carlo Florindo Semini
Edizioni Curci,  Milano, 1971, $2.60

This work was a required solo at the Inter:
national Solo Competition in Ceneva for
1971. The harmonic language is most
interesting and both parts lie relativelV'well
for the instruments. The only problems
might be the extensive stopped horn
passages and quick activity in and out of
the second octave. The performers would
have to cover for the excessive restate-
ments of a particular rhythmic motive, but
with that taken care of, the overall effect
could be quite dramatic.

LARCHETTO FOR HORN WITH WOOD.
WIND, HARP, & SIR'NC BASS ACC.

Emmanuel Chabrier (1841-1894)
Arrangement by James O. Froseth
Neil  A. Kjos Music Co., Park Ridge, l l l .
1964, sc./pts. $6.50

Mr. Froseth wrote this arrangement for John
Barrows when there was little else available
of its kind. There is still a need for more
band andy'or wind ensemble accompani-
ments for cl inicians and students. Here is a
good realization which is not difficult for
the fifteen separate ensemble parts. The
harp part is quite sparse and could easily be
played at the piano. The only instrumenta-
tion problem might be the availability of a
Bb contra-bass clarinet. The scoring is sub-
stantial without being over-bearing, for the
most part. There has, however, been a 6'l
measure cut (from letter "F" to four before
"K" in the famil iar Edit ions Salabert publ i-
cation) which excludes the contrasting
"appasionato" and "Allegro Moderato"
sections.
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SONAIA /N C M'NOR
Henry Purcell (1659-1695)
Arranged and edited by Paul Smim and
Rudolf Forst
Edit ion Musicus, New York, 1950, $1.50

This transcript ion real ly works for the horn
and piano, though original ly for viol in and
continuo. l t ,  along with a few Corel l i ,
Telemann, and Handle transcript ions, can
serve to help the performer/student to
develop a stylistic feel for the Baroque.
There are four movements in two groupings
of slow-fast, the last movement of which
actual ly smiles.

TWO PIECES
Ceorge Frideric Handel (1685-1759)
Arranged by Quinto Maganini
Edit ion Musicus, New York, 1%5, $1.25

The f irst piece, "Air", is a pleasant,
simple, and short (21 measures) song in
12/8. The "Corrente" demands a rapid
tongue (numerous tr iple tonguing passages
if taken to tempo), as well as clean
accurate attacks in the middle register.

MAINE SKf ICHES FOR HORN AND P'ANO
(19s2)

Eugene Weigel
Fema Music Publications, Napervi l le, l l l . ,
1969
Interlochen Series, $4.00

Each of the five movements paints a
different picture, from the pastoral to the
rugged. An extensive amount of motivic
repeti t ion [ala Stravinsky (?)],  and hiehly
unexpected harmonic language and metric
shifts [ala Bartok (?)] make these playable
pieces sound quite unique.

FANIASY FOR HORN AND P/ANO
Cordon J. Kinney
Studio P/R, Inc. ,  Lebanon, lnd. ,  1973,
$3.00

Here is a very light in mood, contest-like
piece graded by the publisher as lVlV. The
first movement is of a fanfare nature, the
second is a very lovely, almost popular
song-l ike piece, and the last is a cute,
thematical ly l imited sprint through many
metric shif ts.

CONCERI/NO FOR HORN AND P/ANO
(19s4)

A. Oscar Haugland
M.M. Cole Publishing, Chicago, 1971,
$8.00

The Contemporary Brass Library, edited by
Jan Bach, presents this work as its horn
solo. l t  was composed while Mr. Haugland
was a student of Howard Hanson, and is in
a similar conservative, neo-romantic style.
After the f irst movement, during which the
main rhythmic motive becomes rather
tedious, the piece takes on a very pleasant
manner with a rol l icking last movement in
6/8. The accompaniment, original ly for
orchestra, has been reduced by the
composer.

. ETUDES AND METHODS .

ATONALISM FOR FRfNCH HORN
Mary VanderWoude
Fema Music Publications, Napervi l le, l l l . ,
1975
Interlochen Series, $6.00

Ms. VanderWoude has composed 'nine

varied and musical etudes in a manner
which wil l  al low a large number of
performer/students to experience some of
the problems of atonal ism. Hearing the
intervals is the most obvious chal lenge.
There are no meter signatures, which allows
freedom while i t  demands a control led
rhythmic sense. After the first three etudes
there are no bar lines; this requires that the
performer discover certain musical propor-
t ions on his/her own. There are few
demands on range extremities, no special
techniques or "sound effects," and no
specif ic tempo markings. Individual free-
dom and improvisatory style seem to be
quite prevalent. The pioblems presented
are, thus, somewhat technical, but mostly
musical .

76 ETUDES CARACTER/SI/QUES
Umberto Baccel l i
Col lect ion directed bv Edmond Leloir
Cerard Ballhudot, Paris, 1974
Theodore Presser Co., Bryn Mawr, Pa.
(agent for USA)

This is a delightful set of early-20th-century-
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style etudes with some refreshing surprises.
Each etude is of moderate length (one
page), containing contrasting sections.
Phrase lengths are, at times, unexpectedly
irregular, meter signatures such as 5/8, and
alternating 4/8 and 3/8 occur, there is an
unmeasured etude, a tr i l l  study, frequent
use of stopped horn, and key signatures up
to 3#'s and 5b's. These etudes are almost
never boring and often technical ly and
musical ly demanding.

LECATO ETUDES FOR FRENCH HORN
John R. Shoemaker
Based on the vocalises of Ciuseppe
Concone
Belwin Mi l ls  Publ ishing, Melvi l le,  N.Y.,
1971
(and) Roger Dean Publishing, Macomb,
r l l . ,  $2.00

Ciusel le Concone (1810-1861) is most well
known for his "Series of Solfeggi from
which these Etudes have been selected."
The ranges and tempos selected make these
quite accessible to a large gamut of abi l i -
t ies. There is an emphasis on the bass clef
(new notation) and the middle low register,
a range in which legato playing is quite
often problematic. Each of the twenty-four
studies is uniquely musical,  whi le most al l
demand a lyr ical singing l ine and, thus, a
controlled air-stream. Key signatures run
from five sharps to five flats.

THE DALE CtEVfNCfR FRENCH HORN
METHODS 2 Vols.

Dale Clevenger, Mark McDunn, Harold
Rusch
Nei l  A.  Kjos Music Co.,  Park Ridge, l l l . ,
1974, $1.75 per vol.

These volumes contain a balanced col lect-
ion of elemental explanation, beginning
theoretical problems, etudes on such pro-
blems, and short melodies incorporating
the new information. At the beginning of
Vol. 1, after a r ight hand posit ion is
described, the parts of the double horn are
shown, and a three octave f ingering chart is
presented; there are two pages of discussion

on breath control, attacks, embouchure,
and tone production, along with some very
effective breathing exercises. With the aid
of a teacher to elaborate on some of the
language, this ini t ial  information would be
quite valuable for the beginning student of
horn. The progression of the etudes,
melodies, duets, and tr ios is well  paced and
should st imulate student interest.

METHOD FOR FRENCH HORN
Marvin C. Howe
Warner Bros. Publications, Secaucus,
N.J. ,  19s0, $2.s0

In his three page forward, Mr. Howe dis-
cusses breathing, embouchure, mouthpiece
placement, tone production, posture, right
hand posit ion, producing a tone, the
tongue action in an attack, and even
stopped horn. The three most unique
features are the trouble-shooting section on
"Thin Tones," a f ingering chart presented
from top to bottom (more obviously
showing the f ingering patterns of the horn),
and a three and one-half page discussion of
the various transposit ional techniques.
There are also 360 annotated etudes and
melodies of a varied and progressive order.
A young beginning student would most
l ikely need some help defining a few of the
annotations and directives, however.

. ORCHESTRAT EXCERPTS .

20th CENTURY ORCHESIRA STUDIES
Compiled and Annotated by Mason Jones
C. Schirmer, Inc., New York, 1971, $4.00

To date, this is the only contemporary
excerpt book known to this writer. Mr.
Jones has compiled and, making use of his
vast experiences in the Philadelphia Orches-
tra, annotated a large body of early 2fth
Century works, many of which are already
repertoire pieces: Carter's "Variations for
Orchestra,"  Hindemith 's "Mathis der
Maler," and "Symphonic Metamorphosis,"
Holst's "The PIanets," Mahler's "Tenth
Symphony," Prokof iev's "Lieutenant Ki i i
Suite," Schoenberg's "Chamber Symphony
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No. 2," Shostakovich,s ,,Cello Concerto.,,
and Stravinsky's "Dumbarton Oaks,,, ,,Sym-
phony in C," and "symphony in Three
Movements," among others. Here is a wav
for the performer/student to become famil-
iar with many divergent styles found in the
early orchestral writings of this century.
(There is, however, a lack of avant-garde
techniques, aleatoric and other improvisa-
tory trends, and sound-effects included.)
There are thirty-seven compositions repres-
senting eighteen different composers in this
col lect ion.

DIVE-RTIMENTO FIJR 2 ,/?.RINETIEN 
UND

2 H'RNER (17611
loseph Haydn (17 32-1509)
Wilhelm Hansen, Copenhagen, 1932,
$6.00
Magna Music-Baton Inc., St. Louis. Mo.
(agents for USA)

This Divertimento is part of a series entitled
"Home Concert - Works for School and
Home." lt contains four parts all printed in
the treble clef and all in the key of C,
allowing for any group of melodv instru_
ments. [An optional alto clef (viola) part is
also included.l  The pieces are charming
and al l  quite easi ly played (depending upon
the key chosen for the horns to transpose
to), and are quite short, each approxi_
mately twenty measures in length.

QUARTET/NON SI LEVAVA ANCOR
Leif Thybo
Wilhelm Hansen, Copenhagen, 1%7,
sc.  $9.25
Magna Music-Baton, St. Louis, Mo.
(agent for USA)

Treble recorder, English horn, horn, .and
bassoon are the voices in this attractive,
thinly scored work. After a short Introduc_
tion there is a Capriccio, Arietta, and a
Marcia, all attacca. The instruments share
in melodic fragments with all four tutti
only rarely, the result of which is a clean
transparency, and uniqueness both in
t imbre and in composit ion. This would not
be difficult to prepare at the early college
levels.

FANFARE FOR BRASS TRIO (2 Trumpets
and Horn) (1965)

Leon Kirchner
Associated Music publ ishers, New york,

1974, $2.50
This untypical Fanfare is framed by sustain-
ed sections marked, "treely,,, and ,,dolce!,,
An improvisatory nature is felt throughout
this short 40 measure piece with an excit ing
build in rhythmic and melodic activi tv as i t
nears the end. Harmonical ly, i t  revolves
arouhd tertian and quartal oriented chords,
primari ly at structural points of arr ival.

.  CHAMBER MUSIC .

ESPACfS FOR FOUR HORNS
Hsueh - Yung Shen
Neil  A. Kjos Music Co., park Ridge, l l l . ,
1974, $2.so

Espaces ("Spaces") is a five minute piece
which makes extensive use of tonal clusters.
stopped horn or blends of stopped with
open horn, and complex rhythmic relat ion_
ships which culminate at very powerful
points of rhythmic unison. The varied
"spaces" occur vertically during wide spread
voicings and t ight dissonances. Varied
horizontal "spaces', happen during the
sustained sections (as Time seems to
suspend itself), contrasted by the more
rhythmical ly dense moments. Endurance.
power, a high register, and a good,"nr" oi
pulse are necessary for all four players.

BAROQUE SUITE FOR FOUR HORNS
transcribed by Allen Ostrander
Edit ion Musicus, New york, 1950. $3.00

This suite contains a prelude by C. Croce
(1557-1609), a Pastorale by E. du Caurrov
(1549-1609), and a Toccata by L. da
Viadana (1564-1US). These pieces are
scored high enough for successful use with
a larger choir,  and simply enough in
structure to also work in an antiphonal
setting. The first horn part stavs near the
top of the staff with little rest, but the
pieces..are not excessively long. No reading
in thebass clef is required. Thev work weli
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OR8''5 I FOR FRfNCH HORN AND BASS
TRoMBONE (1974)

Edward Diemente
Smith Publications, Balt imore, Md., 1975

As Mr. Diemente explains: "The two instru-
ments are characters in a musical - orbital
&ama like binary stars whose own
distinct orbits show patterns in constant
change to one another and at other
times their identity is masked as they move
in unison." Both metric and spatial notat ion
are used. The players both work from a
score as the ensemble requirementes are
relat ively r igid though the resultant sound
is quite free. Some patterns are marked

-lazzl '  and others "T.C." (t imbre change)
requir ing note repeti t ions using optional
f ingerings or varied sl ide posit ions.

IRANS'T II  FOR HORN, TROMBONE,
ELECTRTC CUITAR, AND P/ANO (1963)

Bengt Hambraeus
Nordiska Musikforlaget, Stockholm,'1965,
sc. $8.00
Magna Music-Baton, St. Louis, Mo.
(agent for USA)

-Transit l l "  can stand alone, work with

-Transit 1," an electronic piece for bel l
sounds, or work as a concertino group with
the orchestral piece "Transfiguration
{-1963)." Alone, it is of three connected
rct ions. The outside sections are "violent"
and "impetuous," with the brass working
off each others' pitches, dynamics, and
timbral changes while the guitar and piano
punctuate. A short,  contrasting middle
section (19 measures) is left to the guitar
and piano while relaxing the motion. A
great deal of sympathetic sound-play is
done with the open damper pedal of the
piano. Technical ly i t  would be relat ively
easy to put together and perform. Duration
{w' - 5'n".

THE LAST DAYS FOR HORN AND IUBA

11974)
David Baldwin
Cleveland Chamber Music Publishers,
Ohio. 1975

It might be hard to imagine a musical
d@iction of the last days before the total
desruction of the universe, but that was, in

fact, the " inspirat ion" for this angry and
aggressive duet. The overal l  pace is furious,
though there are brief moments of tran-
qui l l i ty now and then. Most of the violent
sounds one can make on these instruments
are required, including the "beats" result ing
from near unisons. Beyond this, the players
are asked to kick over f ive music stands
"making as much noise as possible,"  whi le
nearing the end of this sardonic chunk of
musical cacophonyl

I,NA'A-ACON FOR HORN, TROMBONE,
AND TUBA

lannis Xenakis
Editions Salabert, Paris, 1972

Quoting Mr. Xenakis; "According to legend,
Linos, the celebrated musician, provokes
Apollo, who str ikes him down. Here the
legend is incarnated by a musical game
between two adversaries Linos-the trom-
bone, Apollo-the French horn or the tuba."
(But wasn't  i t  Hercules, not Apollo, who
struck down Linos?) This game, which
would al low either one to win i f  the best
choices are made, begins with a tr io -
"Linos Against Apollo." Quarter-tones, irre-
gular vibrato, very slow gl issandi, trembling
vibrat ion of pitch, rapid pizzicato gl issandi,
f lutter tongue, and calculated numbers of
beats per second between two voices all
combine in this sound-scape. The choice of
"combats" then takes place, each of which
can be counted by the opposition for
resultant points. Each "combat" then pre-
sents further choices as to the "tact ics,"
each of which are represented by both
musical materials and game points. A
referee is needed to keep score and to keep
the events moving. After the "combats"
have been completed, another t r io,
"Destiny Suspense," is performed while
wait ing for the results, at which t ime a third
tr io - "Victory Chant and Requiem" is
performed. Here is a substantial ly struc-
tured piece with many new sound demands
and chance elements, from a maior com-
poser of avant garde/contemporary music,
which certainly deserves our sincere atten-
t ion and oerformance.
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- BIBIIOGRAPHY -

MUSIC FOR THREE ERASSES: A BIBLIO-
CRAPHY OF MUSIC FOR THREE HETERO-
CfNEOUS BRASS INSTRUMENTS ALONf
AND 

'N 
CHAMBER ENSfMEIES

Compiled by Richard C. Decker
Swift-Dorr Publications, Oneonta, N.Y.,
1976
Available through compiler; 242 West
Walnut Street, Oneida, New York, 13421
$s.00

Within its 86 pages there are over 575
entries grouped in 14 different categories,
such as: Trumpet, Horn, and Trombone;
Miscellaneous Three Brass Combinations;
Three Brass lnstruments with Piano, with
Organ, in Chamber Ensembles from 4 and 5
up through 9 or more players including

Strings, with Small Orchestra, with Voices,
and as a Solo Ensemble with Orchestra/
Band. Al l  included both publ ished and
unpublished music. There is also a short
article discussing the development of the
Brass Trio in this century. The most
valuable and comprehensive feature is the
list of 112 trios for Trumpet, Horn, and
Trombone. These works are annotated as to
their date of composition, length, general
level of difficulty, ranges, usage of mutes,
publisher and date, availability through
Robert King Music Co., cost (as of Jan.,
1976),  composi t ional  techniques, and
miscellaneous comments. Mr. Decker's
activities as the hornist in the Circle Brass
Trio of Washington D.C. has brought a
practical tone to this highly documented
and valuable reference book.

MUSIC REVIEW II
- Harold Meek

tUDWIG van BEETHOVEN:
SONATA, opus 77, for Horn and Piano

Edited by Peter Damm.
Bteitkopf & Haertel: Leipzig, 1970.

The addition to the literature of this edition
is another major step forward by practicing
musical artists who pursue a "musicologF
cal" undertaking. The present text is based
on a copy of 1804 found in the Bavariarl
State Library in Munich, Germany- Mr-
Damm presents a fully restord. edited and
Annotated work, projecting a first-class,
authentic working model. The artaculations
are very carefully edited, and are an
improvement to the original copy of
Beethoven. This is not to imply tha
musical liberties are taken. Far frorn it- ln
fact a more lyrical and less clroppy
performance will result from the use and
observance of this edition. Dvnamic mark-

ings are also carefully reconstructed be-
tween the two instruments so that both
voices are consistent.

This is musicology at its best: understood,
practiced and set forth by a musician
knowledgeable in his Art; not that of an
ivory tower "scholar."

BENEDCTTO BERGONZT (1790-1840)
CAPR,CCI Fr Cono de Caccia. 2 volumes.

Edited by Friedrich Gabler.
Doblinger: Vienna, 1975.

17 Pieces in volume 1, 18 in volume 2.
Tlrcse wo.ks fa horn alone. Some can be
plapd on a natural horn, but others
definitely require the valve-horn. They are
charming, erateful little pieces which will
fird a welconre niche in our horn literature.
Mr- Gabler gives us a variety of styles,
tonalities and empi to vary the musical
fare of the student. Again, as with Mr.
Damm, a practicing musical artist gives a
great thrust in the musicologist's corner.
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WIND MUSIC PUBTICATIONS

The Art of Brass Playing-by Phil ip Farkas .. . . . .  s4.75

Method {or French Horn-Volume I and Volume l l
by Mi lan Yancich . . . . . . . .each 52.00

Etudes for Modern Valve Horn-by Fel ix de Grave .. . .  .  . .  . . . . .  54'75

Grand Theoretical and Practical Method for the
Valve Horn-by Joseph Schant l  . . . . . . . . . . . . . .  54.75

An lllustrated Method for French Horn Playing-
by Wi l l iam C. Robinson
Edited by Phi l ip Farkas . . . . . .  s3.00

8 Art ist ic Brass Sextets-by Phil ip Palmer
Edited by Phi l ip Farkas . . . . . .  56.50

The "Complete First Horn Parts to Johannes Brahms
Major Orchestral Works" . . . .  54.75

The "Complete First Horn Parts to Peter l. Tchaikowsky's
Major Orchestral Works" . . . .  S5.OO

A Photographic Study ol 40 Virtuoso Horn Players'
Embouchures-by Phi l ip Farkas . . . . . . . . . .  . . . .  $5.00

Trumpet Techniques-by Louis Davidson .. . . . . . .  54.75

The "Complete First Clarinet Parts to Johannes Brahms'
Major Orchestral Works" . . . .  S5.50

A Prectical Guide to French Horn Playing by Milan Yancich .. . . . .37.50

Advanced lllustrated Method for French Horn
Playing-by Wi l l iam C. Robinson . . . . . . . . . . . . . .$4.00

Grand Duets lor  Horns by J.  Blanc . . . . . . . . . . . . . . . . . . . . . .S4.5O
T€xt In Ensl ish' French and o"tT.l : . . . . . . . . . . . . . . . .s4.7s

Kling Horn-Schule .. . . . . . . . . . .

FFENCH HORN
MOUTHPIECES
MY 1s-MY 13-MY 9

$15.00

THE HELDEN HORN
BY ALEXANOER

WIND MUSIC * INC.
1014 SOUTH GOODMAN ST. ROCHESTER, N.Y. 14620

O'O'A'FILLED PROMPTLY
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MUSIC IN MANUSCRIPT
- Cayle Chesebro

Unpublished works including horn can be
sent for perusal to Cayle Chesebro at the
Music Dept./Furman University/Creenvi l le,
S. Carol ina 29613.

Merrill Bradshaw
Music Dept. HFAC
Brigham Young University
Provo, Utah 846O1

Dialogue for Flute and Horn (1956)

Walter Hartley
Music Deot.
Mason Hall
State University College
Fredonia, New York 14063

Sonorities ll (1975)
The composer has made the fol lowing
comments concerning this work. " 'Sono-
rities II' was composed in May 1975 tor
Calvin Smith. The work was completed in
the .composer's studio at State University
College, Fredonia, assisted by consultat ion
with the young Brit ish hornist,  Frank Lloyd.
It  demands comolete control of the extreme
registers of the instrument, and uti l izes the
technique of chord-playing on the horn by
a combination of played, sung and resultant
notes. The horn's opening statement, re-
peated an octave higher at the close, is a
twelve-tone row, but is not developed
serial ly or in any other way; and the overal l
construction of the work is quite f  ree,
although there are no improvised or
aleatory elements.

Calvin Smith has recorded this work on
Crystal Records, Los Angeles. This recording
would also be avai lable from Mr. Smith at
937 Lake Drive/Arnold, Maryland 21012.

Douglas Hill
School of Music
Un iversity of Wisconsin-Madison
Humanit ies Bui ld ing
455 North Park Street
Madison, Wisconsin 53706

T hree Sol i I oqu ies (197 4)
This work, for unaccompanied hotn, con-

sists of three movements, "Whimsical,"
"Dysphor ic,"  and "Puer i le."  Changing
meters, wide range, large leaps, and muting
effects contr ibute to the dif f icultv of this
prece.

George Hitt
University of Wyoming
Box 3037, Univ. Stat ion
Laramie, Wyoming 82071

The Voice of my Beloved (1975)
Scored for soprano, horn and piano, this
piece was writ ten for the Daniel le Trio of
Creenvi l le, South Carol ina. The soprano
part goes to c3 and is dif f icult .  Horn player
needs to know how to play mult iple stops.
A lyr ical work which integrates the three
timbres exceedingly well .

Bo Lawergren
404 West 116th Street
N.Y.,  N.Y. 10027

First Lesson About Man (1969J
This f ive minute work is for horn. narrat ion.
and electronical ly manipulated voice on
taoe.

Pamela Marshall
Box 210
424 University Avenue
Rochester, New York 14607

W a n de r B i tter sweet (197 6)
The composer has made the fol lowing
comments on this work for horn and str ing
quartet. "One movement all parts
dif f icult ;  to faci l i tate performance the horn
player may want to conduct when not
playing; the piece is lyr ical ly conceived
around a center section of long l ines for
horn, cel lo, and viola." 8-9 minutes.

George Hitt
Dept. of Music
University of Wyoming
Box 3037, Univ. Stat ion
Laramie, Wyoming 82071

lohn Houser
4 Country Club Road
Pickens, South Carol ina 29671

fhree Pieces for Brass and Percussion(1976')
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Scored for 4 horns, 2 trumpets in B-f lat,  2
trombones, t impani, and 2 percussion
players.

lan Bach
Media Press, Box 895
Champaign, l l l .  61820

Four Two-Bit Contraptions for flute and
horn.

l .  Second Lieutenant.
In a mart ial manner. (J = 104)

l l .  Cal l iope.
With elephantine grace ( J = 132)

l l l .  Cramoohone.
Stiffly syncopated ( J : 1261

lV. Pinwheel.
Quickly(J = 160)

Range: C/a3 (Flute c1la3). Duration 4:52.

These amusing pieces were composed by a
horn player now l iving in DeKalb, l l l inois,
and teaching composit ion and theory at
Northern l l l inois University. The horn and
flute, seemingly an unusual combination,
are used in these musical characterizations
of the t i t les given. The descript ions are
quite apt and also chal lenging to convey.

The init ial  characterization is quite brief
and uses muted horn throughout. Fanfare
rhythms occur with sudden dynamic
changes adding to the levity of the mil i tary
man. ln the last f ive measures of the
movement, the mood changes revealing a
capricious, whimsical side of the l ieute-
nant 's personali ty.

The "Call iope" is more dif f icult  to
execute. The horn player must play iagged,
disiunct l ines with forte being indicated for
the low pitches and piano for the upper
notes. The f lute has the opposite markings,
soft for the low notes and loud for the high
notes. The asymetrical 5/B meter changes

occasional ly to a 6/8 meter which avoids
rhythmic patterns in this witty attempt at a
waltz.

While the f irst two movements feature a
homophohic texture with equal interest in
the two parts, the third movement gives the
flute a highly rhythmic l ine with frequent
use of syncopation and other jazz-oriented
rhythms. Meanwhile, the muted horn part
keeps a steady eighth-note beat with
frequent off-beat accents. Apparently, this
gramophone is not in perfect working order
because the needle gets stuck occasional ly
and repeti t ions occur in the music. Final ly,
the needle sl ips across the record and this
Contraption ends with a "rip from lowest
possible note to the highest" on the horn.
On certain eighth-note rests, the horn
plaver is instructed to "hit bottom of mute
with metal obiect" for a percussive effect.

The f inal musical descript ion of a
"Pinwheel" pictures the wind moving by
the half-step tr i l ls which dovetai l  between
the two instruments for most of the
movement. A restless melody using eighths
and sixteenths keeps both players busy
trying to achieve the metronome speed
indicated. Especial ly in mm. 18-23, the
f lute part wi l l  require practice. Rapid
chromatic passages are frequent for both
instruments. and thev contr ibute to the
technical chal lenge of the movement.

In general,  the dif f icult ies of this work
are found in the wide leaps for the horn in
the second movement, the dif f icult  rhythm
of the f lute part in the third movement, and
the extreme speed for both instruments in
the f inal movement. Special effects for the
horn have already been mentioned (muted
horn, r ip, percussive tapping). However, for
two ski l led players who are seeking amuse-
ment, these works are most appropriate.
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RECORDINGS
- Christopher Leuba,

Contr ibuting Editor

Replying to my earlier request for the personnel on Philips 6500 097 (Richard Strauss,
Serenade and Symphony), Curt Blake of Anchorage, Alaska provides the following names:
Joop Meijer, Jan Peeters, lman Soeteman and Henk Soeteman. I also stand corrected, that
the hornist on Hungariton SLPX11672 (Brahms and Duvernoy Trios) is Adam Friedrich, and
not Friedrich Adam, as previously listed.

The Mozart Duos, K.487 on Philips 6747 136 are in groups of three, over four record
sides, in a set entitled "Mozart Miniaturen". lt is interesting to observe that the players
(Soeteman and Peeters) have chosen extremely high keys for their recorded performances.

Josef Molnar recently performed Jean Daetwyle/s Concerto for Alphorn with the Seattle
Youth Symphony: his "live" performance was, if anything, even more impressive than his
recording of this work IEVASION 10G.8O8).

ARION ARN 34 248
losel Molnar
Jean Daetwyler, Sinf onietta Alpestre
Jean Daetwyler, Priere du Berger
Jean Daetwyler, Cebet des Hirten
Jean-Francois Bovard, Six Danceries
Andre Besancon. Concertino

these works with brass ens.emble, piccolo
and/or organ

ctAvEs DP 5{X)
Josel Molnar, M. Christen, a al-
Zur Ehre des Alphorns / lN Praise of the

Alphorn

CRYSTAL S 251
Christopher Leuba (Soni Ventorum)
Franz Danzi, Quintets, Op. ffi/2 in F

and Op. 6813 in d

IHS WORKSHOP 1974 (Ball State University)
AIan Civi l
W. A. Mozart, Concerto 4 (1st movement)
Dale Clevenger
Richard Strauss, Concerto 1
Frlydis Ree Hauge
Davidov, Song without Words
l.  Crazidni,  Variat ions on a Theme by

Haydn

Louis Stout & Deborah Tomchak
F. A. Rosetti, excerpts from Concerto 5 for

Two Horns

Barrv Tuckwell
Crawford Gates, Sonata for Horn & Piano,

Op. 48 (Romanza)

James Winter
Arnold Cooke, Nocturnes (River Roses; The

Owl)

C h i cago S y m pho ny Qu artet
Lowell  Shaw, Fripperies No. 20
AIan Civil, Frlydis Ree Hauge, Dale

Clevenger, Barry T uckwell
Mozart/Civi l ,  excerpt from "Magic Flute"
arr. Civi l ,  "White Christmas',
Frpydis Ree Hauge & David Amram (Pakas-

tani f lute)
lmorovisation

and, various ensembles

PH|LIPS W2907

loop Meijer & Jan Peeters
W. A. Mozart,  Serenade 11 in Eb, K.325
W. A. Mozart,  Serenade 12 in c, K.3888

PHTUPS 6500 002
Henk Soeternan & Iman Soeteman
W. A. Mozart,  Divert imento 3 in Eb, K.166
W. A Mozart,  Divert imento 9 in Bb, K.240
W. A. Mozart,  Divert imento 8 in F, K.213
W. A. Mozart,  Divert imento 12 in Eb, K.252

PHTHPS 6500 003
unidentified players
W. A. Mozart,  Divert imento 4 in Bb, K.186
W. A. Mozart,  Divert imento 13 in F, K.253
W. A. Mozart,  Divert imento 16 in Eb, K.289

PHTUPS 5500 004

Henk Soeteman & Iman Soeteman
W. A. Mozart,  Divert imento in Bb, K.196f
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W. A. Mozart,  Divert imento in Eb, K.196e
W. A. Mozart,  Divert imento 14inBb,K.27O

PHTLIPS 5500 097
loop Meiier, lan Peeters, Iman Soeteman &

Henk Soeteman
Richard Strauss, Serenade, Opus 7
Richard Strauss, Symphony for Winds,

"The Happy Workshop"

PHILIPS 650/J 297

Iman Soeteman, Jan Peeteres, Joop Meiier
& Klaas van Vliet

Richard Strauss, Sonatina No. 1 in F (1943)
Richard Strauss, Suite in Bb, Opus 4 (1884)

PH|LIPS 6500 783
Iman Soeteman & lan Peeters
W. A. Mozart,  music from Don Ciovanni,

arr.  for wind octet & str ing bass
W. A. Mozart,  music from Die Entfuhrung

aus dem Serai l ,  arr.  for wind octet &
str ing bass

PHTUPS 6747 136

lman Soeteman & Jan Peeters
W. A. Mozart,  Waldhornduette, K.487

(and other works of Mozart)

PHltlPS 6799 003 or 839 734 LY
Henk Soeteman, Iman Soeteman, loop

Meijer & Jan Peeters
W. A. Mozart,  Serenade 10 in Bb, K.361

PHrtfPs 6599 172

Unidentitied players
C. P. E. Bach, Two Marches WQ 187
C. P. E. Bach, Six Marches WQ 185
J. Andriev, Suite in C
L. v Beethoven, Two Marches
Joseph Haydn, March Hob B/2
Joseph Haydn, March Hob B/3
Michael Haydn, Turkish March in c
F. A. Rosett i ,  March
A. Vranicky, Jagermarche
A. Vranicky, Kleine Marche, 1-6
A. Vranickv, Marche auf franzosische Art.

SUPRAPHONE 111 1671.2
Vladimir Cerny & Rudolf Beranek
W. A. Mozart, Waldhornduette, K.487
Quintet, K.zlO7

DISCOGRAFIA

Domenico Ceccarossi

Angelicum-Milano LPA 965
Mozart, Quintetto K.407

Angelicum-Milano LPA 5937
Mozart (K.371)
Beethoven
Rossin i
Schumann
Cecarossi (Capricci no2 e 6)

Angelicum-Milano IPA 5964
Haydn
Mozart (K.495)
Cherubin i

Angelicum-Milano STA 9044
Brahms (Trio)
Hindemith (Sonata 1943)

La Voce del Padrone-Milano QAIP 10255
Vivaldi,  Concert i  nol e 2 (Virtuosi di Roma)

Campi-Roma SCG 11007
Mozart K.371, 412, 495

Record Horn Magic-Roma DC 191110
F. W. Agthe
Bucchi

Record Horn Magic-Roma DC 191110
Strauss ( lo e 20 concerto)
A. Weber

RCA-Roma SL ?{i257
Danzi, Poulenc, Cortese, Dukas,
Busser (Corno e Pianoforte)

RCA-Roma MLDS 20258
Donizett i ,  Margola, Mortari ,  Cervasio
Schubert, Krol (Soprano, Coro e Pianoforte)
Audio Fidelity Records-New York FCS 50037
Haydn, Mozart,  Cherubini

Seven Sean Vanguard-Tokio SR 52't4
Haydn, Mozart, Cherubini, Beethoven,
Rossini,  Schumann, Ceccarossi

Pentaphon-Roma MCF 15fl)3
Mozart K.371, 407, 412, 417

Pentaphon-Roma MCF 15fi)4
Mozart K.M7, 495

Pentaphon.Roma MCF 15fl)5
Mercadante, Savagnone, Rusconi

The Musical Heritage-New York MHS 1808
Mozart (K.37 1), Beethoven, Rossini,
Schumann. Ceccarossi
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Pentaphon-Roma.. , .
Hindemith (sonata 1939), Rota, Renzi,
Chailly, (pross. Pubblicazione)

Ihc Mcical Heritage-New York . . . .
.ivtercadante, Savagnone, R usconi,

{gqs- Pubblicazione)

Ihc Musical Heritage-New York . . . .
Hindemith, Rota, Renzi, Chail ly
(pross. Pubblicazione)

DISCOGRAPHY

Hermann Baumann

TETDEC

6.41272 AW, 4.41272 CX (Musicassette)
'Mozart 

- Die vier Konzerte aut Naturhotn
Concentus Musicus, Harnoncourt

6.41932 AW, 4.41932 CX (Musicassette)
Horn und Orgel
Baumann-Tachezi; Hlndel; Telemann;
Corelli; Forster

6.35057
Hornkonzerte (2 LPs)
Haydn I und l l ,  Mozart l l ,
Rosetti d-moll und Es-Dur; Danzi E-Dur;
Concerto Amsterdam

6.41158
Virtuoses Horn "Meister der Musik"
Vivaldi Konzert f. 2 Horner
Mozart Quintett, Rosetti Konzert Es-Dur

6.41252 AW
Kammermusik des jungen Beethoven auf
Originalinstrumenten
Sonate op. 17;

Quintett f. 3 Hdrner, Oboe, Fagott;
Cesamtaulnah me der Bachkantate n auf
Originalinstrumenten
Harnoncourt;  erschienen, Nr. 1, 14, 16, 24,

40, 52.

BASF

BASF

MPS/BASF 20 20 834-5
Hornkonzerte der Romantik
Schumann, Konzertstuck; Weber;
Schoeck (Wiener Symphoniker, Ltg. bernet)

MPS/BASF 25 218Sr.9
V i rtuose Romantische H or nkonzerte
Cherubini 2 Sonaten
Kallirr)oda, Introduktion u. Rondo;

Schumann, Adagio u. Al legro;
Weismann, Conzert ino; Reger, Scherzino;
(M0nchener Philharmoniker, Ltg.,

M. Voorberg)

BASF 20 22 433-3
Kozerte fitr zwei Horner
L. Mozart; Pokorny; Witt;
(Concerto Amsterdam)

MPS/BASF m 211|'{,-3
Brahms Horn Trio
Malcolm Frager,.Stoika Milanova, Baumann
BAYERNS SCHTOSSER UND RESIDENZEN

BASF 2!' 211 95-9
Augsburg
L. Mozart,  Konzerte tur 1,2,4 Horner

BASF 29 211 894
Oetti ngen - W al lerste i n
Rosetti Nr. 4 F-Dur; J. A. Amon, Quartett
f  .  Horn u. Streichtr io

ctAssr;rtD
,AMES WEAVER makes mutes to measure, on order.

used in Seattle Symphony, Seattle Opera.
ancouver Symphony; endorsed by Christopher Leuba.

custom mouthoieces on otder.7672 - 224th Street SW-
Washington. 98O20.

From Crvstal Records: Solo Album - Calvin
Annapolis Brass Quintet, currently

Quintet, Los Angeles). Works by Nelhybel, Levy,
uller, Wilder. Heiden, Schubert, Hartley (Sonofities ,,
Horn and Piano, especially written for this album).

from Calvin smith, 937 Lake Drive,
21012. $5.50. Assisted bv: lohn C.

Linda Ogden, Sopnn*oj,Wi I liam Zsemberry, Horn.

HORN MUTES: Brighten up your section with a De
hand-crafted mute. Colorful mutes endorsed bv
Editor, only t '12.50 ($13.50 monogrammed.)
s, 869 Tolman, Stanford, California, 9305.

TRIO FOR HORN, CLARINET AND SILENCE.
one for bass clarinet. Rental $5.m

. Ell iott Higgins, 12932 Clifton Boulevard,
Ohio, ,14107.

Wanted: LP Recording of CSO/Reiner performance
c by Ravel and Strauss, on RCA Victrola VlC5-1
of print) or professional quality cassette tape cc

Scott Brahier, .lOO2 Chipplegate Road,
43614.
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ORCHESTRAS AROUND THE WORTD

Owing to size restrictions imposed by the state of the exchequer, we will print only the
horn personnel of orchestras outside the United States in this issue. As in the past, these
lists are possible only because of the gracious assistance of a number of hornists:
Austral ia: Olwen Jones
Austr ia: Friedrich Cabler
Brazi l :  Marc Spetalnik (Sao Paulo)

Tom Trit le (Rio de Janeiro)
Ernest Widmer (Bahia)

Colombia: Raul Carcia R.

ARGENTINA:

Orquestra Sinfonica, San luan
Raul Silva, Raul Maestro, Joel 5ilva,
Mario Alem

Colon Theater Orchestra (Buenos Aires)
Ciielfo Nalli, Sebasti6n Aliotta, Domingo
Zullo, Marcos Molo, Rub6n Corraci,
Francisco Cocchiararo, Mario Tenreyro,
Hugo Caeiro

Buenos Aires Philharmonic Orchestra
Enrique Faure, Roberto Parrondo, Jos6
Carreffa, Domingo Carreffa, Claudio
Russo, Ricardo Nall i ,  Dal ibor Al iano,
Jose Maria Rossi

AUSTRAIIA:

Adelaide Symphony
Stanley Fry, Eric Bramble, Barrie Sadler,
Andrew Joy

Elizabethan Theater lrust, Melbourne
Craham Evans, Jerome Deakin, Darryl
Poulson, Albert Velcek, Trevor O'Carrol

Elizabethan Theater Trust, Sydney
Alan Mann, John Debbie, Robin Fischle,
Campbell Barnes, Mathias Rogala
Koczorowski

Melbourne Symphony
Alex Crieve, Craham Bickford, Thomas
Nicol l ,  Jack Raines, (Two vacancies)

Queensland Symphony
Douglas Hanscomb, Gareth Freebury,
Olwen Jones, Richard Ponsford, Neil
Crellin (on leave), T. Wood

Sydney Symphony
Clarence Mellor, Anthony Buddle, Edwin
Lorentsen, Douglas Trengove, Bernard
Hil lman, (One vacancV)

lreland: Cerard Larchet
lsrael:  Meir Rimon
Netherlands: Klaas Weelink
New Zealand: Olwen Jones
Scotland: Neil  Mantle
Switzerland: Jeff rey Agrell

Tasmania Symphony
F. Harmsen, A. McMehan, C. Cook,
A. Hooper

West Australia Symphony
N. Pierson, L. Haynes, R. Johnson (on
leave), B. Harvey, V. Lonergan

AUSTRIA:

Wiener Philharmoniker
Roland Berger, Wolfgang Tombdck,
Ciinther Hbgner, Volker Altmann,
Roland Baar, Josef Veleba, Johann
Fischer

Wiener Symphoniker
Robert Freund, Ernst Mlihlbacher,
Hermann Rohrer, Kurt Schwertsik,
Othmar Berger, Rudolf Eidler,
Hermann Klug

Nieder6sterr. Tonkiinstler-Orchester
John Brownlee, Johann Tluchor, Ralph
lsakson, Hannes Sungler, Leopold
Ramser, Erich Hackl

Wiener Volksopernorchester
Friedrich Cabler, Walter Tombbck,
Alfred Hansel, Gregor Widholm, Niko
Schynol, Alfred Krejcir, Walter Kriesch,
Alois Vomastek

Orchester der 6sterr. Rundfunks
Herwig Nitsch, Wolfgang Svalda, Adolf
Uhl, Hermann Probst, Erhard Seyfried,
Josef Tschiggerl, Rudolf Hofmann

Grazer Philharmonisches Orchester
Samule Thiel, Karl Schweiger, Walter
Appes, Kurt Warncke, Franz Birnhuber,
Friedrich Baltz, Josef Hebenstreit,
Helmut Schmiedl
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Linzer Brucknerorchester
Heribert Watzinger, Erich Pum, Wolfgang
Briindlinger, lgnaz Cagl, Reinhard Biihr,
Karl-Heinz Ertl, Kurt Deutsch, Georg
Viehb6ck

Selzburger Mozarteumorchester
Alois Aigner, Olaf Bauer, Dieter Binniker,

Josef Mayr, Helmut Rottensteiner,

Johann Ruderstaller

Orihester des Landestheaten Klagenfurt
Csaba Cal. Herbert Foykar, Ernst Rem,
Richard Foyer

Orchester des Innsbrucker Landestheaters
Herbert Dutter, Karl Wieder, Thomas
Hunt, Josef Lindner, Hans-Peter Probst

BRAiZIL:

Oquestra Sinf6nica Bahia
Carlos Moreira, Luiz Carlos Brito, Werner
Zenner, Ralph C. Waddey

Brazil Symphony (Rio de faneiro)
Zednek Svab, Thomas Tritle, Joel S.
Coutinho, Ceraldo P. de Mello, Ary P.
da Si lva

National Symphony (Rio de laneiro)
Jayro Ribeiro, JoSo Ceronimo, Savino
Cattani,  Luiz C. da Costa, CuisePPe
Pacif ici

Municipal Theater (Rio de faneiro)
Jayro Ribeiro, JoSo Ceronimo, Luiz C.
da Costa, Carlos Gomez, Almir Olizeira

State Orchestra of Sio Paulo
Marc Spetalnik, Charles Cornish, Daniel
Havens, Mario Sergio Rocha

Sf,o Paulo Philharmonic
Daniel Havens, Kathy Havens, Charles
Cornish, Mario Rocha

Municipal Symphony of Sio Paulo
Enzo Pedini,  Kathy Havens, Si lvio
Oliana, Francisco Celano

CANADA:

Calgary Philharmonic
Richard Mingus, Linda Kay McCall ister,
T.  Michael  Wal l

Edmonton Symphony
David Hoyt, Cloria Ratcliffe, Andrew
Lehockv. Donald Plumb

Hamilton Philharmonic
Cregory Hustis, Robert Hansen, Craeme
Page

Quebec Symphony
Robert Brunnemer, David Bircher,
Michel Cingras, Thom Gustavson,

Toronto Symphony
Barbara Bloomer, Richard Cohen, Eugene
Ritt ich, Fredrick Rizner, Scott Wilson

Vancouver Symphony
Martin Hackleman, Brian G'Froerer,
Diane Dunn, Bruce Dunn, Paul Torrick

Victoria Symphony
Richard Ely, Joan Watson, Jackie Spring,
Rick Walker, Peter Burris

COTOMBIA:

Bogoti Symphony
Luiz P6rez, Rafael Atehortfra, Alfonso

, Ci l ,  Tom5s Jul io, lsidro Pardo

REPUBLTC OF IRELAND:

Radio-Television Symphony
Victor Malirsch, Patrick McElwee,
Thomas Briggs, David Carmody, Fergus
O'Carroll

Radio-Television Light Orchestra
Clin Block

ISRAEL:

lsrael Philharmonic (Tel Aviv)
Jaakov Mishori ,  Meir Rimon, Ezra
Molcho, Josef Rabin, Anatholy Krupnik,
Horst Salomon

lsrael Broadcasting Orchestra - (Radio

ferusalem)
Lucinda Lewis, Avraham Aharoni, Janet
Cardwell, Robert Eatman, Avigdor Reis

lsrael Chamber Orchestra (Tel Aviv)
Ciora Rafael i ,  Dani Etrogi

Haifa Symphony
Shmuel Simons, Shlomo Arzi l ,  Ceorg
Bukin

lsrael National Opera (Tel Aviv)
Shmuel Pincu, Shlomo Shohat, Jaakov
Kling, Nachum Kalisar

Beer-Sheba Chamber Orchestra
Jay Jacklev, Janis Lieberman
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NETHERIANDS: (Refer to Vol. V, No. 2)
The following Orchestras, no changes.

Amsterdam Concertgebouw

Hague Residence Orchestra

Rotterdam Philharmoiric

Utrecht Symphony

Brabants Orchestra - Den Bosch

Gelden Orchestra - Arnhem

Groningen Philharmonic

Frysk Orchestra - Leeuwarden

Opera Forum - Enchede

Netherlands Ballet - Amsterdam

North Holland Philharmonic - Haarlem

Dutch Radio Orchestras

Military: Frisel Kapel

Royal NaW - Rotterdam

Koninliike Marine
Schumacher, Lems, Dinkelaar

NEW ZEALAND:

New Zealand Symphony
Peter Clen, Marcel Lambert, Robert
Burch, Edward White, wi l l iam Ryan

Symphonia of Auckland
Peter Lawrence, Heather Clark, Frank
Crov€, Mark Thomas, Creg Hil l

SCOTIAND:

Scottish National Orchestra
Frank Lloyd, Derek Walker, Joseph
Currie, lan Smith, Charles Floyd

BBC Scottish Symphony
David Flak, Harry Johnstone, Maurice
Temple, lan Lambert

Scottish Chamber Orchestra
Christopher Criffiths, Richard Wakeford

Reid Orchestra
Neil  Mantle, Wil l iam Haskins

SWITZERTAND:

Orchestrc de la Suisse Romande
Lawrence Fowler, Cregory Cass, Klaus
Uhlemann, Urs Brodmann, Edmond
Leloir,  Jacques Behar, Jean-Claude
Crist in, Louis Mary, Angelo Gallett i

Basel Radio Orchestra
Franczesco Rasell i ,  Wil l i  Kf ichbr,
Wolfgang Harolt, Reinhold Dahl

Berne Orchestra Society
Kurt Hanke, Max Rebsamen, Willi
Rechsteiner, Edmondo di Meo, Kurt
Holzer, Paul H6chli

St. Gallen Concert Society
Wieslaw Moczulski,  Emil Horvith,
Caston Stadlin, Rudolf Zuber

Lausanne Chamber Orchestra
Jozsef Molnar, Siegfried Heyna

Winterthur Collegium Musicum
Albert Klinko, Ernest Hiltenbrand, Alfons
Eisele, Cerald Jung

Biel Orchestra Society
Manfred Fensterer, Jost Klser

Lucerne Music Society Orchestra
Hans-Peter Hodel, Jurgen Flbrschtitz,
leffrey Agrell

Swiss ltalian Radio Orchestra
William Bilenko, Hans Peter Arpagaus

Zfirich Tonhalle & Theater Orchestra
Roger Chevalier, Peter Fahrni, Werner
Fanghlnel, Erich Fink, Hartwig Fdrster,
Niklaus Frisch, Cerhard Giirmer, Jacob
Hefti, Paul Onoracek, Carl Rawyler,
Ci inther Schlund

Editor's notei fhese lists, with the exception
of those for Canada, ate the result of direct
responses to /equests for help; where there
are omissions, requests could not be
fulfilled. Where there are omissions in the
Canadian /ists, the protracted postal strike
may have been at fault. As in previous
years, all Major, Metropolitan and lJrban
orchestras in the U.S. and Canada were
contacted.







HONORARY MEMBERS

n Carl Cever, Horn Maker
* Max Hess, Boston Symphony
* Anton Horner,  Phi ladelphia Orchestra

Wendel l  Hoss, Chicago Symphony,
Los Angeles Symphony

* Reginald Morley-Pegge, Author,  London
* Max Pottag, Chicago Symphony

* Lorenzo Sansone, New York Symphony,
Horn Maker

Wil lem A. Valkenier,  Boston Symphony

* Deceased




