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CONN 8D
Connstellation
French Horn

"It's The Only
Horn I've
Ever Worn!"

The CONN 8D Connstellation French Horn has always been a perfect
fit for great musicians. Like Phil Myers, Principal Horn of the

New York Philharmonic, they know that the rich tonal color, soaring
intensity, and commanding volume of the 8D is too good to keep
under your hat.

The Conn 8D. What every well-dressed horn player is wearing.

J ({/)(:‘/‘f})/‘ 6 ?{z/ﬂrfm:‘zﬂ.f/f%, Tradition and Tec 75/#(:;4;?9’
All CONN Instruments Are Made In U.S.A.
United Musical Instruments U.5.A., Inc. # P.0. Bax 727 » Elkhart, IN 46516 » (219) 295-0079 = FAX (219) 295-8613

For a wall-size poster of this ad, send $2.00 to Phil Myers, "The Only Horn," United Musical Instruments U.S.A., Inc., P.O. Box 727, Elkhart, IN 46515
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Yal e School of Music

I'radition-of Excellence—m Professional Music Training

Yale School of Music offers th
as well as

and Doctor of Musical Arts degrees,
rtist Diploma.

New Haven, 06520-8246

203-432-4155 FAX 203-432-7542

\_ /
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Guidelines for Contributors

Publications of the International Horn Society include
the Horn Call, published three times annually; the Horn Call
Annual, published annually; and the IHS Newsletter, pub-
lished quarterly. Submission deadlines for the Horn Call are
September 1 (November journal), December 1 (February
journal), and March 1 (May journal). The submission dead-
line for the Horn Call Annual is January 15. Submission dead-
lines for the IHS Newsletter are July 1 (August NL), October
1 (November NL), January 1 (February NL), and April 1
(May NL). Materials intended for the Horn Call should be
directed to the Editor or the assistant editor for the appro-
priate department. Materials intended for the Horn Call An-
nual should be directed to the Editor. Materials intended
for the IHS Newsletter should be directed to the Newsletter
Editor. Opinions expressed by contributors are not neces-
sarily those of the editorial staff or the IHS. Entire contents
copyrighted. Reproduction in whole or in part of any ar-
ticle (in English or any other language) without permis-
sion is prohibited.

The style manuals used by the Horn Call are The Chi-
cago Manual of Style, thirteenth edition, and A Manual for
Writers of Term Papers, Theses, and Dissertations, fifth edition,
by Kate Turabian. Refer to these texts for guidelines regard-
ing usage, style, and formatting. The author’s name, ad-
dress, telephone number, and a brief biography should be
included with all manuscripts.

Manuscripts should be submitted to the editor in
double-spaced typescript throughout with margins of no
less than one inch. Footnotes are to be numbered consecu-
tively and placed at the end of the text. Musical illustrations
must be in black ink on white paper. Photographic illustra-
tions should be glossy black and white prints.

Contributors using computer-based word processing
programs are encouraged to submit manuscripts on 3.5 inch
diskette as well as hard copy. Macintosh, Windows, and
MS-DOS formats are all acceptable, with Macintosh/
Microsoft Word 5.1a being preferred. Applications other
than Macintosh/Microsoft Word should be submitted as
text files (ASCII). Please label the diskette clearly as to for-
mat and application being used. Graphics submitted on disk
should be in EPS or TIFF format. Finale files are welcome
for musical examples. Submit graphics and musical ex-
amples in hard copy as well as on disk.

The octave designation system used in the Horn Call is
the one preferred by The New Harvard Dictionary of Music,
edited by Don Randel, 1986, and is as follows:
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Advertising Information

Deadlines for advertisements in the Horn Call are Au-
gust 15 (November issue), November 15 (February issue),
and February 15 (May issue). For advertisement reservation
forms and complete information regarding mechanical re-
quirements, billing, discounts, and circulation contact:

Paul Austin, IHS Advertising Agent
School of Music

Northeast Louisiana University
Monroe, LA 71209-0250 USA

Tel: 318-342-1591

Fax: 318-342-1369

Rates
Full Color* Black & White
Full page $750.00 $215.00
Three-quarter page $600.00 $160.00
Half-page $400.00 $115.00
One-quarter page $215.00 $75.00
Column inch NA $30.00
Inside cover NA $275.00
Spread NA $450.00

*Prices based upon advertiser providing separations.

Makeup work charged at $35.00 per hour.

Mechanical Requirements

Size Width Height Width Height

Full page 7.25" 9.75" 185cm  24.8cm
3/4 Page 7.25" 7.25" 185cm  185cm
1/2PageH 725" 4.75" 185cm  121cm
1/2PageV  3.50" 9.75" 89cm  24.8cm
1/4 Page 3.50" 475" 89cm  121cam
Column Inch  3.50" 1.00" 8.9 cm 25cm

Free classified advertisements up to twenty-five words
are available to members of the International Horn Society.
Additional words will be charged at the rate of $0.25 per
word. Classified advertisements are available to non-mem-
bers at a rate of $0.25 per word. All classified advertise-
ments must be prepaid.

In the event of errors in advertising, the liability of the
International Horn Society shall be limited to the cost of
the ad. In no event will the IHS or the Horn Call be held
liable for lost revenues due to advertising errors.

Management reserves the right to reject any advertise-
ment that does not conform to policy.

The IHS logo is a registered trademark. Its use is re-
stricted to official IHS business.
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di A. BENICCHIO & C. ViaP. Rossi 96 1-20-161 MILANO
TEL.: 6453060, FAX: 6465927

KAB 9 MODEL

TRULY UNIQUE « Easy repair of each single » Possibility to personalize the
« Valve section and leadpipe part in case of damage without instrument by different
detachable in only a few minutes having to relacquer the entire combinations of bells
by means of just six screws instrument and leadpipes

DISTRIBUTORS:

U.S.A.: THE TUBA EXCHANGE, 1825 Chapel Hill Road, DURHAM, NC 27707 - Tel. 1-800-869-TUBA

GERMANY: MUSIKTREFFPUNKT Roland Ekle, Kuchenacker 12 - 72135 DETTENHAUSEN - Tel. (7157) 56470 Fax: (7157) 564719
FRANCE: IMEX, 1 Rue du Capitaine Madon - 75018 PARIS - Tel. (1) 42260730 Fax: (1) 42290304

THE NETHERLANDS: MUZIEKCENTRALE HANSSEN, Akerstr. 94 - 98 - 6466 HM KERKRADE-W. - Tel. (45) 413438 Fax: (45) 426010

For further details, send for our catalogue and price list
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The Eastman School of Music proudly announces
the appointment of

Rrir xurau

Peter Kurau assumes a full-time appointment in
Horn and Chamber Music, upon the retirement of
Verne Reynolds. Inaddition, he succeeds Reynolds
as hornist with the Eastman Brass. Kurau has been
a part-time faculty member at Eastman since 1987.
A distinguished soloist and chamber musician, he
has played as assistant principal horn of the Roch-
ester Philharmonic Orchestra since 1983. He was a
prizewinner in the Heldenleben International Horn
Competition and was recipientofan LT.T. Interna-
tional Fellowship and numerous [aculty awards.
Kurau studied at Eastman, the Guildhall School of
Music and Drama, the Royal College of Music, the
University of Connecticut, and Florida State Uni-
versity, with Reynolds, David Cripps, and William
Capps as his principal teachers.

Experience the continuing Eastman tradition of excellence in
woodwind, brass, and percussion
For an application and information on programs and auditions write to:

SCHOOL OF MUSIC Charles Krusenstjerna, Director of Admissions, Department HC 95, Eastman
SITY OF ROCHESTER School of Music, 26 Gibbs Street, Rochester, NY 14604, (716) 274-1060.
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Introducing the Holfon

ery aspect of this new French horn reflects Ethel Merker’s an

Holton’s meficulous ca fic plays superbly with incredible tone at all levels. A tighter

overall wrap gives thi s adjustable finger hook makes it comfortable for anyone fo 1y

Ethel also points out, * ps are great for keeping an eye on the frombone section!”

Ethel drives home
her feelings about
the new Holton
model H175: “Take
this horn for a spin
and you'll shift info

Merker-Matic.”

ATVAIN THHLY

WORLD-CLASS INSTRUMENTS FROM THE WORLD OF LEBLANC

Aayovay puv Jautiofiad Riwpuaday

G. Leblanc Corporation 7001 Leblanc Boulevard Kenosha, Wisconsin 53141-1415 USA
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Pictured above is what is known as an inpuf impedance curve. Such measurements of the internal
sound pressure of our newest horn—the CLASSICAL model—are made with a computer-confrolled
sound generator in conjunction with computer-simulated models to provide a wealth of musical infor-
mation. Familiar examples include infonation, fone color, dynamic range, and even less ecsily defined

attributes such as ‘response’ and ‘stuffiness.” Can anyone provide such objective data for your horn?

Forging Technology Into
SOUND

Lawson
P.O. Box 38 Boonsboro, MD 21713 (301) 733-6393
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‘
PROTECT YOUR INVESTMENT

Thisflathorn case has been designed
and built by a musical instrument
repairman to protect your horn from
severe damage while in transit.
Though this case is no larger than a
standard flat horn case, it can tolerate
abusive handling, whether you are
going across the street or across the
country.

Our foam interiors are precisely cutto
custom fit your horn and mutes like a
glove. A removable Ultrasuede®
Zippered bag is included for your
accessories. Exterior specifications

Finally, a compact, industrial-strength ~ include a removable set of wheels

case for the serious musician! and an all aluminum skin, bonded and
riveted to a marine-grade plywood

substrate. Optional aircraft-grade
plywood is also available for strength
characteristics beyond belief!

Our case may look over-strength, but it's exactly what you need to protect your
investment... for only $455.00 US, plus shipping.

Ourrepair shop offers a wide range of repair services and custom modifications.
We offer discounts on screw bell conversions with a case purchase.

PLEASE ADDRESS INQUIRIES TO:

(703) 521-4588
709 South Adams Street

III KRATZ CUSTOM SERVICES
Arlmgton VA 22204-2114

il ||1
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SINCE 782
HANDMADE INSTRUMENTS
FOR HIGHEST DEMANDS

Gebr.flexander

PURCHASE COLLEGE

BFA and MFA Programs in Brass Performance

Professional conservatory programs in performance, just 30 minutes from New York City!

B Private study available with an Affiliate Artist of your own choice
B Superb facilities: 5 concert halls, 52 practice rooms, 90 pianos, 8 organs, and many historical and modern instruments

B Instrumental ensembles: symphony orchestra, opera orchestra, contemporary ensemble, jazz ensemble. and 3 hours of
chamber music weekly

B Comprehensive studies in musicianship: theory, solfege. history, counterpoint. and analysis
B Collaborative opportunities with theatre, dance, film, and visual arts majors

B Easy access to the marvelous cultural resources of New York City

B Study with distinguished resident faculty, and affiliate Artist-Teachers, including:

Trumpet Neil Balm French Horn Fred Griffen
Chris Gekker Paul Ingraham
Vincent Penzarella David Joll
William P s
David Wakefield

Trombone Michael Powell Bass Trombone John Rojak
John Swallow Tuba Thompson Hanks, Jr.
For further information on the programs and auditions, write or call:
Music Division B School of the Arts M Purchase College
735 Anderson Hill Road M Purchase M New York B 10577-1400 B Tel. 914 251-6700 M Fax 914 251-6739
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Correspondence

Readers are invited to write in response to articles, with gues-
tions, or to make suggestions. Please indicate in all correspon-
dence whether it is intended for publication.—Editor

MDD

14 September 1995

Mick Sehmann’s mammoth work of indexing and sum-
marizing all the Horn Call issues comes as a very welcome
and extremely useful 25th aniversary gift to the IHS. Not
only the extensive cross referencing but also his skillful way
of boiling each article down to its essence makes it a plea-
sure to use. All my hats off to him—except one.

Permit me to note that, although the very first article of
the very first issue of the Horn Call back in 1971 (Patrick
Strevens’s “ A Firm Foundation”) was dedicated to the sub-
ject of “low horn” and a number of low horn articles have
appeared ever since, low horn —as such—does not appear
in the index of subjects. All low horn articles are indexed
under Auditions, Range, Repertoire Study, Technique, etc.
This convinces me that “low horn”—the craft of 1/2 of the
orchestral players the world over—has yet to attain its right-
ful place as a respected specialty whose existance and value
is considered self-evident within the IHS. This observation
is not intended as a criticism of a remarkable piece of work
which wonderfully illustrates what the IHS and its Horn
Call is all about, but rather as a challenge to the IHS and
especially to us low horn players to strive for a greater
awareness and respect as well as the further development
of the craft of low horn playing.

Edward Deskur
Rigistr. 41

8006 Zurich
Switzerland

This is a good opportunity to point out that in the Horn Call
Index, Patrick Strevens’s name is consistently misspelled through-
out the issue. We offer our sincere apologies to Mr. Strevens, who
had the honor of authoring the first article in the first issue of the
Horn Call, and we express our appreciation to Stephen Caldicott,
who so graciously and gently brought the error to our attention.—
Editor

PPN

August 10, 1995

The piece of music Tombeau des Cornistes premiered at
the Tallahassee workshop and was performed again at this
summer’s workshop. It is a piece of music for horn choir
and is part of a story. The music was slightly rewritten for
this summer’s workshop to include some excerpts from
Japanese folk songs, but there is one section that needs a

major rewrite.

During part of the story, one player gets mad at the
horn. Rather than destroy the instrument, why can’t the
player shake the horn, look into the bell and some slides
with a flashlight, then, when the correct note(s) still cannot
be found, simply return the horn to its case? Yes, the im-
pact of the action is lessened, but the story line still remains.

The Tombeau des Cornistes is a very expensive piece of
music to perform in its current state. How can an Interna-
tional Horn Society that asks us to support the WE/NEWS
program waste a horn in this manner?

Yours truly,

Michele Grande
433 Mariners Way
Copiague, NY 17726 USA

QODHD

Kendall Betts responds:
September 11, 1995

Johnny Pherigo has forwarded to me copies of your
letter to him of August 10, 1995 and his reply to you of Sep-
tember 7, 1995 as well as a request for a reply from me to
your questions concerning the performances of Le Tombeau
des Cornistes.

Please allow me this opportunity to allay your fears
and to set the record straight.

First of all, I think it is important to understand that
the intent of this piece is purely humorous: the music a la
P. D. Q. Bach coupled with slapstick comedy a la Saturday
Night Live. As an amateur comedian, I am quite aware that
not everyone in the audience is going to think that every-
thing is funny, but one must have a great majority in the
audience reacting in a positive manner for comedy to be
successful. I think it is safe to say that this was true at both
performances. Your opinion that the horn-trashing section
needs a “major rewrite” is duly noted, but I believe that if
this were so, I would probably have a joke with no punch
line. I wish to say furthermore, this production is only in-
tended to entertain both audience and performers alike, in
this case all horn players, and that the composer, Mr. Milton
Phibbs, and myself had no other purpose in mind. Basi-
cally, we just wanted everyone to have fun.

As for the expense of the performances, your fears are
completely unfounded. The horn that was trashed in Talla-
hassee was an old Monarch single F horn that was donated
by Marvin McCoy for the occasion. This instrument had
served a long and useful life in the Minneapolis Public
Schools until it was sold at auction to Mr. McCoy, who buys
many such instruments to use as parts in his repair busi-
ness. Granted it still played after a fashion, but it was never
going to see any serious use again. The horn which was
trashed in Sakata was given to me by our workshop hosts.
It was an old Japanese horn with piston valves, and it barely
played. Both instruments had very little practical, musical,
or monetary value. In fact, the Japanese horn had more
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value after it had been trashed, as it was sold at the auction
after the concert for about $300, with that money going to
the Earthquake Victims Relief Fund!

Please also note that no IHS funds were used, or even
requested for any part of this production.

I trust that this has answered your questions. Thank
you for your concerns and suggestions. Hoping to see you
in Eugene, I remain,

Sincerely,

A. Kendall Betts
4011 Roanoke Circle
Golden Valley, MN 55422-5313 USA

DIIDD

August 20, 1995

As a former student of the horn and a former IHS mem-
ber, I thought I should share the following information with
your members, not knowing if it has appeared in any of
your publications.

Their long-out-of-print LP album At the Drop of Another
Hat contained (Michael) Flanders and (Donald) Swann's
brilliant piano/vocal parody of the rondo movement of
Mozart’s K. 495, beginning with the words:

I once has a whim and I had to obey it,

To buy a French horn from a second-hand shop.
I polished it up and I started to play it,

In spite of the neighbors who begged me to stop.

Perhaps a year ago, I finally found this album avail-
able in America as part of a three-CD set entitled The Com-
plete Flanders and Swann, on the EMI label. I recently learned
that the CD set seems to be out of print, but that At the Drop
of Another Hat is now available as a single cassette tape.
Every hornist should rush out and buy a copy, now!

Sincerely,

Jeffrey Mueller
5816 Miriam Dr
Eldersburg, MD 21784 USA

DOIDD

June 1, 1995

I'have been working at the American Embassy in Mos-
cow for the past two years and read the Horn Call with great
interest, especially on items that pertain to Russia.

The letter that Mr. Brisbin included from Antonin Usov
was fascinating [Correspondence section of the May 1995 Horn
Call—Editor], so I thought I would follow up with Profes-
sor Usov himself. The personnel office of the Moscow Con-
servatory put me in touch with a Professor Usov.
Unfortunately, it was Yuri Alekseiovich Usov and he is a
trumpet teacher, not a horn teacher. He also informed me
that A. Usov died ten years ago and the two of them are not
related, just happened to have the same last name.
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From next August I will be working at our Embassy in
Islamabad, Pakistan, where most likely I will be the only
IHS member in the country. That has been the case for most
of my Foreign Service career, in Bangladesh, Nepal, India,
and Somalia. My Poland tour came during the Cold War,
when there may have been some members I didn’t know
about. Russia certainly abounds with them, but their mate-
rial conditions are quite bad now with the collapse of mas-
sive state subsidies for high culture.

Sincerely yours,

William L. Harwood
American Embassy Moscow
PSC 77-USIS

APO AE 09721

DIIDD

August 2, 1995

The Farkas warmup is one of our best tools. I have
written it in a reminder format with different extensions
you can choose on different days. I hope it may be helpful
to some of you. Others may have more elaborate ideas. I'd
love to hear from you because the Farkas is an important
part of my routine!

Sincerely,

Clay Toms
50 Kewen Pl
San Marino, CA 91108 USA
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August 1, 1995

I had just driven through Clear Lake, Iowa, where
Buddy Holly, the Big Bopper, and Rich Valens, all famous
fifties rock artists, had died in a plane crash. My hand horn
was sitting on the seat next to me so that I could do a little
blowing while driving.

At a McDonalds drive-thru in Mason City, Iowa (the
setting for Meredith Wilson’s Music Man), a young woman



asked through the window, “What is that on the seat?”

“It’s a hand horn,” I replied.

“It looks like a french horn. I played one in the school
band. Where’s the valves?” she inquired.

“Doesn’t have any,” I replied.

“How do you play it then?” she asked.

“Not very well,” was my reply. “I'm on my way to learn
how.”

My interest in the hand horn had begun years ago when
I converted an old F horn into a hand horn by removing
the valves. Then at a Minnesota Orchestra Christmas party,
Ross Tolbert, our tuba player, told me he had seen a part of
a horn in a Twin-Cities antique shop. All he could remem-
ber about it was that it had a garland and there was some-
thing about Paris on the bell. I found the shop and managed
to buy the body of a Courtois horn that had been built some-
where between 1803-05. A call to Rick Seraphinoff and I
had some crooks. The next thing I knew I was driving, on
my way to Bloomington, Indiana, to attend Rick
Seraphinoff’s third annual hand horn workshop, which was
held from 6/12 to 6/17 this year.

Rick has designed the workshop to be just like Mon-
sieur Dauprat’s Paris Conservatory class. That is, we do
everything as a whole class: we play for each other, we eat
together, we play ensembles together, and we attend lec-
tures together.

Each day begins with a studio class where we play the
pieces we had prepared for each other. (I attempted the first
movement of the Beethoven Sonata and then spent the rest
of the week trying to learn how to play it!) Next, we had
lunch together and then lessons until three-thirty, when we
broke up into trios to play Reicha. We had supper after that
and returned each night for a lecture on hand horn tech-
nique, Baroque horn, orchestral hand horn playing, read-
ing of Dauprat sextets, and one night we visited Rick’s horn
making workshop.

Thadn’thad ahorn lesson in thirty years when I walked
in for my first one-on-one lesson. Rick manages to give ev-
eryone who signs up for his workshop two private lessons
during the week of the workshop. He is an expert on hand
horn technique and a real joy to listen to. He has great in-
stincts as a teacher and is a wonderful person to be around.
I only wish I had a year to study with him.

Attending the workshop were Reed Corbo, John
Cryder, Bruce Heim, Travis Kolesar, Greg Phillips, Kerstin
Ripa, Clay Toms, Donald Wright, and myself, a nicely bal-
anced group of professional teachers, students, orchestral
players, and amateur enthusiasts.

The week went by too quickly and ended with dinner
and wine tasting at the Seraphinoff’s home.

I headed for home with my head crammed full of an-
ecdotes about hand horn experts like Punto, Duvernoy (who
played everything on the F hand horn!), Dauprat, and Rick
Seraphinoff, who has done us all a favor by investing his
passion and artistry in this great event.

Dave Kamminga
11907 Cedar Lake Road
Minnetonka, MN 55343 USA

Ao\ e &

Struggling with Adversity:
The Enemy Within

Johnny L. Pherigo
Editor, The Horn Call

We has met the enemy, and it is us.—Pogo

It is difficult to know where to begin in discussing the
27th International Horn Workshop in Japan. Certainly it
was the most memorable horn workshop I have experi-
enced: the concerts, the culture, the food, the hospitality.
As I consider the impact of this experience upon my own
growth as a musician and teacher, two themes begin to
emerge: the ability of certain individuals to survive and even
achieve greatness in spite of seemingly overwhelming ad-
versity, and the contrast between the Japanese support at
every level of a non-indigenous art form and the so-called
populist attitude in Amerijca that does not wish to grant
even token public support for the arts.

The first theme came to me as [ listened to the Monday
night (July 24) Chamber Orchestra Concert (Tokio Kammer
Symphoniker) at Sakata Shimin Kaikan. This concert fea-
tured, among other works, the Telemann Overture in F with
Gregory Hustis and Matthias Berg, and a transcription of
the Handel Organ Concerto No. 16 with Hermann Baumann
as soloist.

The remarkable aspect about the Telemann was
Matthias Berg, who played second horn. Matthias is a rela-
tively unknown hornist whose primary employment is as
a civil service administrator in Germany. He is not exactly
an “amateur” hornist, at least not in the twentieth century
sense of the term, because he studied at Freiburg with Ifor
James and plays approximately forty-five professional en-
gagements each year. Matthias is a victim of Thalidomide,
a sedative and hypnotic drug that was popular in Germany
in the early 1960s until it was discovered that it caused se-
vere birth defects when taken by pregnant women. In
Matthias’s case, he was born without arms, and his hands
attach directly to his shoulders. Those who know Matthias
would not be likely to refer to him as handicapped, how-
ever. In addition to his activities as a freelance hornist, he
is one of the most successful disabled athletes in the world,
with alpine skiing being his most notable sport.

It is difficult for most of us to imagine how one could
even function normally in this predicament, let alone take
up the challenge of playing the horn. Matthias has a spe-
cially designed instrument, however, that allows him to
manage the horn with apparently no difficulty. My initial
reaction to his performance in the Telemann was amaze-
ment that he could play the horn so well under the circum-
stances: beautiful sound, excellent intonation, no accuracy
problems. As I continued to listen to him that night and
later in the week when he played a solo recital, my reaction
evolved, from one of amazement that he could play at all,
to admiration for the high level of competence demon-
strated by a player whois not a full-time “professional,” to
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the revelation that I was hearing one of the truly amazing
artists of my lifetime. Matthias does not just play the horn
under adverse circumstances, he is a poet who has a great
deal to say through his instrument!

Everyone knows that Hermann Baumann suffered a
near-fatal stroke in December of 1992. Since that time he
has rehabilitated at a remarkable rate, and the Japan work-
shop was his second debut of sorts. He played on many
occasions that week, but playing Handel the first night was
the most inspiring to me. The question that kept coming to
my mind was: “Why—why go through so much struggle
to climb from complete paralysis to performing on the in-
ternational stage again?” It would have been so much easier
for Herr Baumann to decide that his playing career was
over and to devote himself to teaching and enjoying the
achievements of his long and illustrious career. Later in the
week, Herr Baumann himself provided me with the answer.
The horn helped him to survive and recover, he said. With-
out the horn, without that old friend, that old adversary,
there to spur him on, he thinks his recovery would have
been much slower, much less complete.

So where do these two stories leave me? First, with a
renewed faith in and respect for the human spirit to struggle
and prevail against seemingly impossible odds. Second,
with less willingness to accept, from myself as well as my
students, the standard excuses for failing to achieve one’s
potential, and with less willingness to be satisfied with less
than one hundred percent effort, in all aspects of life.

One had to be at the Japan workshop to appreciate fully
the total commitment to the workshop on the part of the
Japanese. (See Virginia Thompson’s article in this issue
about the workshop.) The organization, logistical planning,
financial support from every level of government, and over-
whelming support from the concert-going public were as
humbling as they were awe-inspiring. Yet, horn playing
{conch shell playing excepted) and Western art music are
relatively recent imports in Japan. The contrast between this
and the current arts situation in the United States perhaps
reveals much about what these two cultures value.

In Japan, business and all levels of government united
to finance a horn festival whose budget was reportedly well
into seven figures (dollars!). In the United States support-
ers of the arts recently won a major “victory” in Congress:
instead of abolishing the National Endowment of the Arts
and the National Endowment of the Humanities completely,
Congress merely cut their budgets by forty percent. A few
more “victories” such as this, and public support of the arts
will be finished in the United States.

Mayors and other government leaders from all over
Yamagata Prefecture attended the opening luncheon on
Sunday. The opening address at the opening concert on
Sunday night was given by Kazuo Takahashi, Governor of
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Yamagata Prefecture. I wonder what the chances would be
for any workshop host in the United States to get the gov-
ernor of the state to give the opening address, or for the
mayors of numerous cities in the region to lend financial as
well as political support to a horn workshop.

Most stunning of all, however, was walking into con-
cert hall after concert hall for the evening concerts and see-
ing capacity (1000-2500) audiences packing the hall thirty
minutes before the concert began. (Later arrivals would sim-
ply have no place to sit.) How many times in the United
Sates have we been embarrassed by the feeble audience
turnout in our commurnities for world-class arts groups?

The issues of financial, government, and public sup-
port all tie together, of course. In Japan, Western “High
Culture” seems to valued, to be recognized as something
worthwhile, even though it is not indigenous to the cul-
ture. In America, “High Culture” is looked upon with sus-
picion. Even the very term “High Culture” is associated
with other terms sure to evoke contempt: “Cultural Elite”
and “Snobbism.”

Perhaps Americans need an adversary before they can
unite and strive to achieve higher ideals, and with the col-
lapse of the Soviet bloc and the general demise of commu-
nism from world prominence, Americans seem to have
turned within to find their adversary. This is not a bad thing.
There are many worthy adversaries in American society:
crime, poverty, violence, etc. It is curious that “High Cul-
ture,” which at its best represents the most noble aspects of
the human spirit, should be the target of choice.

There is no doubt that the American educational sys-
tem, especially higher education, is doing an excellent job
of training instrumentalists and singers to function on their
instruments in the professional world. It is equally clear to
me, however, that we are failing miserably in teaching our
citizens to value “High Culture,” that we have failed to
demonstrate to the public that “High Culture” is inclusive,
an ever-expanding pie that is large enough to give every-
one who wishes to take up the challenge a deeper and fuller
life experience. We, the supporters and practitioners of the
arts, must do better. We must not only lobby for the con-
tinuation of support for the arts, we must do a better job at
local, state, and national levels of convincing our fellow citi-
zens that the arts are worthy of that support.

Matthias Berg and Hermann Baumann also found their
adversaries within, and the struggles they accepted to pre-
vail in the face of tremendous adversity can inspire us to
more than just becoming the best horn players we can be.
They can inspire us to accept seemingly insurmountable
challenges, to persevere in the face of continual defeat and
disappointment, to never give up, to dedicate our lives to
struggle; for only in struggle do we achieve growth, knowl-
edge, and, ultimately, wisdom.

YooY



Jazz and Horn and More

Douglas Hill

This article is based on a lecture-demonstration presented by
Douglas Hill at the International Brassfest on May 30, 1995 in
Bloomington, Indiana. Consequently, the style of the writing is
somewhat conversational.

“If you've got the feeling and if you've got the
beat,” according jazz critic Nat Hentoff as he
quotes one of Ellington’s sidemen, “you can play
jazz on anything. On a comb, on the bagpipes, on
the kitchen table with some spoons. Of course,
some of those strange instruments will give you a
harder time than others. You just got to stick with
it, long as it takes.”

The horn has not been considered a very significant
voice throughout the history of jazz. Not many of us have
“stuck with it as long as it takes.” There have been a few,
however. According to the great jazz historian and former
horn player, Gunther Schuller, in the introduction to his
book Horn Technique (second edition), the first “French horn”
player to appear and record with a jazz ensemble was Jack
Cave in 1939 on Artie Shaw’s recording “Frenesi.” Cave
went on to record with Pete Rugolo and Henry Mancini
well into the 1960s, but never as a leader or improvising
soloist. John Graas was perhaps the first to attract signifi-
cant attention to the horn as a solo jazz instrument. Graas
worked initially with the Claude Thornhill jazz orchestra
and then moved on to perform (with Jack Cave) in Pete
Rugolo’s group, then also with Shorty Rogers and Stan
Kenton, among others. Graas began to lead his own groups
in California and had a significant influence on the west-
coast style of jazz writing through his prolific compositional
output. He was actually one of the early “third-stream”
composers, combining jazz and classical constructs. As a
recorded performer, his improvisations were somewhat
cumbersome and labored, but he worked with the best play-
ers of his time and was a significant pioneer on an instru-
ment that at that time, as far as the jazz world was
concerned, might as well have been a comb or a set of bag-
pipes.

The most significant and successful jazz horn player of
this early period was Julius Watkins. Watkins was included
in over one hundred jazz albums from the 1940s until his
death in 1977. He recorded and performed often with the
“who’s who” of the east-coast jazz scene. These included
Miles Davis, Dizzy Gillespie, Thelonious Monk, Oscar
Peterson, John Coltrane, Gil Evans, Charlie Mingus, and
on many recordings with the bassist Oscar Pettiford. Julius
Watkins was the very first to reach out beyond the label of
“a French horn player playing jazz ... isn’t that cute,” to
the reality of “a jazz musician who just happens to play
horn.” He obviously “had the feeling,” and he “got the
beat,” and he “stuck with it” a lot longer than it took. For
Watkins the idiosyncrasies, or peculiarities, of the horn were

not an issue as they might be for most of us classically-
trained performers. He had music to express and the horn
just happened to be his medium, his voice.

One major difference between studying and under-
standing jazz in contrast to classical music is that jazz is
made up of individuals and their messages while classical
music is more concerned with traditions and the manner
in which they are conveyed. Jazz musicians are primarily
concerned with a free and uncluttered expression of them-
selves, while classical performers are responsible to the past
and to that constant pressure for a high level of perfection
required by traditions. Neither is better than the other; they
are just different. For musicians to be comfortable within
both mindsets would certainly add greatly to their over-all
musical capacities.

During this earlier period of jazz horn, others who be-
came involved as sidemen included John Barrows, Gunther
Schuller, James Buffington, Vince DeRosa, Earl Chapin, Paul
Ingraham, Sandy Siegelstein, Junior Collins, Ray Alonge,
and David Amram. Amram also performed as a leader and
actually wrote an early autobiography that describes his
emergence upon the jazz scene. The book is titled: Vibra-
tions: The Adventures and Musical Times of David Amram, and
was published in 1968 by Macmillan. This book is a good-
spirited and rather youthful rambling through Amram’s
first thirty-five years of life. David Amram is still very ac-
tive as a composer, a world-music and jazz performer, con-
ductor, and gregarious personality.

Another wonderfully sensitive jazz hornist, who like
Amram, seems to bridge the gap between the earlier pe-
riod and today, is Willie Ruff. He has been performing for
decades with the amazing jazz pianist, Dwike Mitchell. The
Mitchell/Ruff Duo, in which Ruff plays more bass than
horn, has recorded numerous albums. Ruff, who has been
a professor at Yale University for more than twenty years,
has recently completed his autobiography titled: A Call to
Assembly, which is published by Viking Press and is now
out in paperback. This is a wonderfully written “rags to
musical riches” story told by a great soul. As an improviser
on horn, Willie Ruff never really “cuts loose.” He chooses
to emphasize the melodic content and he plays deep from
within. Willie Ruff has a great deal to say.

A strong case could be made at this point in the history
of jazz horn for a new era to be acknowledged. Though
Ruff and Amram are still active, a new crop of horn play-
ing talent hit the jazz scene in the 1970s and ’80s.

At the Berkshire Music Festival in the summer of 1971,
I met a terrific horn player by the name of John Clark. He
was spending most of his time transcribing improvised
solos by great saxophonists such as Coltrane and Charlie
Parker. He was the first hornist I'd ever met who was so
motivated toward jazz. It was actually quite exciting to hear
him work. Then, after what seemed like only a few years
later, Clark had produced his first jazz horn album: Song of
Light. A great album! Since then he has continued to record
and be a dominant force in the jazz horn scene in New York
City. He plays in an aggressive, confident, and fluent man-
ner, making frequent use of synthesized sounds, reverb, and
other electronic toys to enhance elements of jazz/rock fu-
sion. John Clark often includes original songs, which run
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the gamut from simply playful to powerful and angry, on
his albums.

Clark was joined in New York in the early 1980s by
another power-house jazz musician (who just happened to
play horn) named Tom Varner. Tom spent some time in
Boston at the New England Conservatory, just as Clark had,
and was also influenced by the third-stream department
and their open-minded attitude toward jazz as an option
even for horn players. With six solo albums to his name as
leader, Varner has reached a very high level of self expres-
sion through his truly innovative improvisational style and
through his prolific output as a most creative composer.
Tom is a very exciting performer with a great wit and a
strong sense of adventure when it comes to making alter-
native sounds on the horn.

Others who are performing jazz at the solo recording
level include Rick Todd, first horn in the Los Angeles Cham-
ber Orchestra, and in New York City: Sharon Freeman, Vince
Chauncy, Alex Brofsky, Bobby Rouch, Peter Gordon, and
Marshall Sealy, to name the most obvious. Tom Bacon,
Arizona's leading jazz hornist, has produced a fun-loving
CD titled The Flipside, and Russia’s Arkady Shilkloper has
made a very strong impression at recent international horn
workshops and through his recordings. Others I've heard
of but not actually heard perform include Claudio Pontiggia
in Lausanne, Switzerland, and Martin Mayes in Torino, Italy.
Perhaps jazz horn is becoming infectious. I do hope so.

Have you ever wished you could play jazz on your
horn? But then why should you? You've already got enough
to do with all that great Mozart and Strauss. Who needs it?
What's in it for you?

Did you happen to notice that many of the jazz hornists
mentioned were also composers? Each of those mentioned
that were leaders and most of those mentioned who were
sidemen also improvise extensively. Improvisation is, to a
great extent, a form of spontaneous composition, and com-
position, true original composition, is the searching and
finding of the most intimate music we will ever get to per-
form or know as individuals. When musically trained in-
dividuals begin to invent or create even the smallest
arrangement of notes and rhythms, they are calling forth
within their conscious selves a full spectrum of musical
experiences and awareness. They finally get to use it all!
All those years of study and listening and practicing. Even
more important, they are beginning to investigate, through
the abstraction of their own newly-discovered music all that
they have thought or felt.

To improvise is to free one’s self from the page to a
large extent, and to free one’s self from the limitations of
other people’s ideas. People who you don’t even know very
well. Such freedom is rather threatening, to say the least, or
just plain scary for most of us. What if we mess up and
somebody hears us? What if we write an incredibly bad
piece and can’t even tell? These are real fears.

Next question: why jazz? Why not just learn to impro-
vise in the style of Schoenberg or the mentally deranged
composer, Gesualdo? One reason is that you probably don’t
have the melodic mind of a Schoenberg, and I sure hope
you don’t have the personal problems of a Gesualdo. You've
got to do your own music, and jazz is a genre which makes

The Horn Call/No. 26.1/November 1995

18

plenty of room for you stylistically, and it is a language
which doesn’t demand technical (or aesthetic/ artistic) per-
fection. All it really wants is sincerity, a sense of play, and
inventiveness.

Jazz is universal form of urban folk music. The major-
ity of us are city-dwellers, I would guess, which makes jazz
our folk music. It’s who we are, it's where we come from,
to a certain extent. It's also fun and it communicates. Jazz
communicates probably better than any other language
across cultures, races, and nationalities. Everybody loves
jazz of one form or another. If not, I believe it's because
they haven’t invested the necessary time to listen and gain
a familiarity. Jazz is not better than all other music, it just
seems to cover a much greater territory when it comes to
communication and the dissemination of pleasure. Plea-
sure comes from understanding, and understanding comes
to those who open their minds, discard their prejudicial
expectations, and exercise their abilities to empathize with
what they are hearing, and to empathize with whom is ac-
tually creating the event. To empathize with creative people,
to hear through their ears, and think more the ways they
think takes some serious hands-on experiences. To under-
stand more fully creativity and thus derive greater plea-
sure from creative events requires participation in the
processes.

So, in a nutshell—Let’s all improvise, let’s all compose.
Why not? In an attempt to answer that question, I read a
paper at the International Horn Symposium in Kansas City,
on May 30, 1994, titled “Compose Yourself.” (See the No-
vember 1994 issue of the Horn Call, pages 23-26.—Editor) One
of the points made then that I will make again here involves
the reality of fear. For some deep-seated reason, most of us
are profoundly afraid to be wrong. We are afraid to create
mistakes, especially in front of other people. When it comes
to composing or improvising, most of us experience the
ultimate performer’s nightmare of sounding stupid, under
prepared, or, worse yet, un-talented altogether.

Each of us has a good idea of what constitutes great
music. Most of us can tell what is an effective improvisa-
tion. So why should we subject ourselves to the humilia-
tion of creating inferior music? Why should we improvise
what would most certainly be bad jazz? Why not? Who do
you suppose is actually paying all that much attention?
Where do you suppose all of these advanced composers
and improvisers started? To overcome this natural but un-
necessary fear of sounding stupid, we will need to think
differently about performing and composing, and we need
to think differently about ourselves. We must think more
about our potential as improvisers and composers. We need
to develop a greater concern for the process of becoming.
Greater than our concern for how unbecoming the product
might make us appear to others.

Jazz in particular is a great medium to exercise this pro-
cess of improvisation, this process of composition, this pro-
cess of digging inside ourselves for our own music. To
define Jazz adequately is difficult because it is a language
that incorporates so much. Musical categories such as rag-
time, swing, bebop, free-jazz, fusion, rock, Latin, new age,
world music, third-stream, and even western classical mu-
sic can be and have been considered as jazz-oriented, or



jazz-influenced, or as Jazz with a capital “J.” If this is true,
each of us should be able to find our own internal music
somewhere within these varied styles.

Gunther Schuller, in his book, Musings, the Musical
Worlds of Gunther Schuller, a Collection of His Writings (see
“Suggested Materials” at the end of this article), writes the
following:

What makes jazz jazz is the basic fact that it is an
inherently creative music ... it is essentially an
improvised music ... it is generally couched in a
rhythmic language based on a regular beat, modi-
fied by free rhythmic, often syncopated inflections,
all with a specific feeling and linear conception
we call “swing” and, ... unlike many other musi-
cal traditions, both European and ethnic/non
western, [jazz is] a music based on the free unfet-
tered expression of the individual ... the free un-
fettered expression of the individual. This last
[point] is perhaps the most radical and most im-
portant aspect of jazz and that which differenti-
ates it so dramatically from most other forms of
music-making ... the free unfettered expression
of the individual.

So, that’s why jazz would be a perfect medium for us
toexplore. It's a medium we could become comfortable with
and even desire to dig down inside of to find our own music.
Jazz is a place where we could begin to jot down many of
our own musical thoughts and create our own tunes or even
some full-blown compositions. We are each a unique indi-
vidual, and jazz is a vast genre that celebrates the individual.
Jazz, as a style of music, applauds creativity, sincerity, and
certainly individuality. So do it all for yourself and maybe
only for yourself. However, when it comes to sharing this
music of yours, be it improvised or composed, you will find
that the jazz audiences are quite different from the classical
audiences. They listen to and for different things. They seem
to be more anxious to hear what you mean. They listen more
for what you have to say than how you say it, or how per-
fectly you say it. Said another way, the jazz audiences seem
to be more interested in who the performer is (as a real per-
son) rather than how the performer does (as a polished art-
ist).

My first public, improvised jazz performance on the
horn took place in Madison, at the university where I
teach—only after I had received tenure. My dear colleague,
Joan Wildman, a pianist/theorist/hyper-enthusiast, was
pulling a few of us odd instrumentalists out of our classical
closets: a harpsichordist/musicologist, a bassoonist, a vio-
linist (with obvious gypsy-like genes), and a guy who just
happened to play horn. This was the very first time that I
went out on a stage, in front of a hall full of real people, all
of whom bought tickets, and I didn’t have any idea what I
was going to play. We had looked over the tunes during
our single, brief rehearsal a few hours before the concert,
but I hadn’t practiced every note over and over deciding
the composer’s intentions and how I would play each
phrase with polish and finesse as I would normally do for
a classical solo performance. I was given only a simple and

vague outline of what we would do, and more-or-less when.
I was supposed to play on three of the selections spread
out over the whole concert.

The first solo came out not at all the way I meant. My
mind was racing through every possible fear-filled phrase
Icould create. “Why on earth are you doing this?” “Do you
realize you are making an absolute fool of yourself?” “Ah!
Maybe the entire audience is thinking about going out af-
ter the concert for drinks so they aren’t actually listening to
this mess.” “The drummer, listen to the drummer, he sounds
great!” “Why me, God?” By then I was done and the audi-
ence clapped. They were just being nice, I knew that. I
stepped back and didn’t really listen to the others, I just
shook and tried to remember what I had just done. I
couldn’t. I couldn’t actually remember much of anything.

The next tune came by and so I decided to breath
deeper, that always helps, and stand a little taller, and look
over at Joan a few times for a confidence-building smile or
two, then just go with the flow. During this one I was actu-
ally semi-conscious. I even remember thinking of a few
clever ideas and actually making them happen. However, I
was still not as aware as during my usual over-rehearsed
classical performances. The audience seemed to clap even
a little harder this time, and that was nice.

The third song began and I was actually starting to smile
on my own. I figured it this way: “You've already done it
to yourself, you've played the fool and they’ve all heard it,
so what the heck, just have a good time!” So, I had a good
time.  had a really good time. We were romping! After my
solo chorus the audience clapped a lot, and I looked out at
them and they smiled a lot. They appeared to be genuinely
happy for me. Perhaps we had even communicated. It
seemed as if they had totally forgotten all about my tragic
first improvisation. Or had they? Maybe they did remem-
ber and that’s why they liked my third one so much more.
(However, that third solo really wasn't all that good either.)
I believe that the reason they were clapping with such en-
thusiasm came from a much deeper level of human under-
standing. They saw me suffering and watched me pull out
of iton my own to a level of at least basic competency. They
let me tell my story. They listened and identified with my
experience. We had, in a manner of speaking, communi-
cated. I came away from that concert feeling a rush I had
never felt before. I had taken a chance, ] even came out some-
what unscathed (with minor ego abrasions), and I had
learned that improvisation could provide a whole new set
of experiences for me that I could and did carry over into
what I do as a classical musician, teacher, and guy who just
happens to play horn. That evening,  had begun to unfetter
my individuality as a performer.

I have actually had similar feelings, similar “rushes”
upon premiering an original composition. A composer and
an improviser both share a large piece of themselves, a sig-
nificant aspect of their individuality. One feels somewhat
exposed to the world at a time like that. It is certainly nota
private feeling when one reveals one’s inner self. Emerson
has said in his essay “History,” that “there is no history,
only biography.” I feel strongly that this idea of biography
is true of the most effective music as well. However, through
music we communicate our autobiographical information
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through abstract sounds rather than easily definable words.
When one’s inner self is out in the open, it is a comfort to
realize that most of the very few people who are actually
paying any attention at all probably don’t hear past the
abstractions anyway.

So let’s get back to the problem we all have, or have
had, regarding the “fear of sounding stupid.” That feeling
that keeps us from taking the necessary first steps toward
composing or improvising. How did all of your favorite
composers and jazz performers do it? How did they unfetter
their inhibitions and release their musical individualities?
Perhaps they gave themselves permission. Perhaps they
released themselves from that powerful ego-centered, self-
image of having to be as good at everything in the field of
music as they are at something. Many of us can perform on
our instruments rather well. What happens so easily then
is that we think that level of competency is our identity as a
musician, or even as a person, and we simply won’t be
caught dead doing anything less. Such self-imposed limi-
tations quickly become a straight-jacket for any new learn-
ing. We get stuck. We feel a more powerful need to sustain
our self-imposed musical image than do we feel the need
to grow and learn something new.

The concept of perfection is so all-pervasive in the clas-
sical music profession. We all rationally know it is impos-
sible, but the older we get the more advanced we become
and the more we seem to be obsessed by the “requirements
of perfection.” That drive causes us to pull in our wings,
limit the chances we take, become more conservative, and
thus, stifle our experiences, the very experiences we need
to keep growing. When Picasso wrote, “If you want to paint
a perfect picture, first become perfect and then just paint
naturally,” he probably meant that, since perfection is only
a concept and is not actually possible by us simple mortals,
let’s simply eliminate the concept as a requirement and just
paint, dance, perform, compose, or improvise “naturally”
from within our own natures.

Perfection is not who we are. And, for most of us, nei-
ther is the music we write, or the solos we improvise, or
the pictures we paint. Those objects or sounds do come from
within our own personal beings but manifest themselves
only as something we are doing at that moment in time. A
few moments later they would probably sound (or look)
quite different. To bring all of this around to a common
denominator: music is what we do, it’s not who we are, so
let’s get out the paints and try some new colors. Give your-
self permission at least to try to improvise for a while. Take
some time to write down a musical thought or two (every
day). It will just be something that you do, and it just might
be a lot of fun. Take the fetters off. Just start. Begin—one
pitch at a time.

Jazz is a worthy and welcoming musical genre for just
such growth to occur. Give it a try. Listen to as much jazz,
in whatever style appeals to you most at the moment, as
often as you possibly can until the familiarity becomes a
natural part of yourself. You will find many others travel-
ing the same road. They’ll love to play along. If not jazz,
find your own music. Open up the possibilities through
your horn, through improvisation and the eventual nota-
tion of those ideas. Keep a journal of motives and phrases,
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and songs. Take the fetters off. Just start. Begin—one phrase
at a time.

One last thought: Don’t waste your valuable creative
powers evaluating all that you have done and are doing as
a composer or improviser. Just do it. Such value judgments
will be coming from a different space within your being.
They will just clutter the flow of inner ideas with unneces-
sary intellectual chatter. You don’t need that information!
Simply begin to write, begin to play, your own songs, one
at a time, and enjoy getting to know new aspects of your
musical self.

Supplementary Materials
Books and Articles Specific to the Horn

Amram, David. Vibrations, the Adventures and Musical Times
of David Amram. MacMillan, 1968. '

Ruff, Willie. A Call to Assembly, the Autobiography of a Musi-
cal Storyteller. Viking-Penguin, 1991.

Blake, Curtiss. “Jazz Discography by Player.” The Horn Call
13 (October 1982): 83-88.

Varner, Tom. “Julius Watkins, Jazz Pioneer.” The Horn Call
19 (October 1988): 21-25.

Varner, Tom. “Jazz Horn—Post Julius Watkins.” The Horn
Call 19 (April 1989): 43-44.

“Jazz Clinic” series. The Horn Call. Beginning in April 1986
with Jeff Agrell, continuing to the present with Kevin
Frey, including more than fifteen separate articles on
jazz and the horn.

The Brass Bulletin. Reviews and interviews of individual
horn players by Jeff Agrell: Julius Watkins, Vol. 41; Tom
Bacon, Vol. 45; Tom Varner, Vol. 47; Peter Gordon, Vol.
50; Dale Clevenger, Vol. 54; Richard Todd, Vol. 68.

General Readings on Jazz

Berliner, Paul. Think Jazz, the Infinite Art of Improvisation.

University of Chicago Press, 1944.

Gioia, Ted. The Imperfect Art, Reflections on Jazz and Modern

Culture. Oxford Press, 1988.

Hodeir, Andre. Jazz, Its Evolution and Essence. rev. ed. Grove

Press, 1979.

Kernfeld, Barry, ed. The New Grove Dictionary of Jazz. St.

Martin’s Press, 1988—-1994.

The most complete single volume on jazz available;
nearly 1400 pages in hardback for on $50.00.

Meltzer, David, ed. Reading Jazz. Mercury House, 1993.

A diverse anthology of writings on jazz by Igor
Stravinsky, F. Scott Fitzgerald, Jean Cocteau, Norman
Mailer, William Carlos Williams, Darius Milhaud, and oth-
ers.

Schuller, Gunther. Musings, the Musical Worlds of Gunther

Schuller: A Collection of His Writings. Oxford Press, 1988.

Jazz Method Books
Aebersold, Jamey. Play-a-Long Book and Recording Sets—A

New Approach to Jazz Improvisation. P.O. Box 1244, New
Albany, IN 47150 USA.



Baker, David. Jazz Improvisation, a Comprehensive Method of
Study for All Players. rev ed. Frangipani Press, 1983.
Clark, John. Exercises for Jazz French Horn. Hidden Meaning
Music, 1993.

Coker, Jerry. Complete Method for Improvisation. Studio PR,
1980.

Coker, Jerry. Improvising Jazz. Touchstone Books, 1986.

Haerle, Dan. Jazz Language, a Theory Text for Jazz Coniposi-
tion and Improvisation. Studio 224, 1980.

Russell, George. The Lydian Chromatic Concept of Tonal Or-
ganization for Improvisation. Concept Publications, 1959.

Recording Artists on French Horn

Look for recordings by these artists, among others: Julius
Watkins, John Graas, David Amram, Willie Ruff, John
Clark, Tom Warner, Rick Todd, Vincent Chauncy, Alex
Brofsky, Jerry Peel, Peter Gordon, Arkady Shilkloper.

IAJRC (International Association of Jazz Record Collectors),
P.O. Box 800, Grand Central Station, New York, NY

10163 USA.
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28th International
Horn Workshop

June 17-22,
1996

Recitals, master classes, lectures,
and performances, featuring some of
the world’s greatest horn artists.

Hosted by the
University of Oregon School of Music

For more information, contact:
Ellen Campbell
School of Music

1225 University of Oregon
Eugene, OR 97403-1225
(503) 346-3776
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Kerry Turner: from the
King Ranch to the
American Horn Quartet

Joel Barg

Visualize a Texas boy, not yet a teenager, reclining on his bed, fully awake, crying. Why the tears? Not for disciplinary reasons. No
parental admonition. No pain, sadness, or frustration that can accompany sensitive childhood from time to time. On the contrary, these
were tears of joy, shed profusely, unashamedly, while listening for the first time to a recording of Bach’s Cantata No. 50.

It was a “magical” moment, a “special” time for Kerry Turner. That event pointed a boy on the King Ranch in southern Texas
toward manhood as a horn-playing artist and composer, gaining ever-mounting international acclaim for dual virtuosity.

Kerry Turner graciously agreed to be interviewed during the 26th International Horn Society Symposium held at the University of
Missouri-Kansas City, May 28-June 2, 1994. The American Horn Quartet (Kerry and group members David Johnson, Charles Putnam,
and Geoffrey Winter) had already given their scintillating concert three days earlier to an energetically appreciative audience in White
Recital Hall, on campus.

The setting for our taped conversation early afternoon June 2 was a lounge in University Center where, in an extensive adjoining
area, symposium enthusiasts were disjointedly auditioning multitudes of horns displayed by exhibitors for promotion and sale. The
ongoing cacophony was soon, seemingly, less-assailing as Kerry responded with candor and revelation to my planned and spontaneous
queries.

Joel Barg: Any special circumstances regarding how
you came to have your first horn?

Kerry Turner: My first horn was not a French horn. It
was an altonium, I guess they call it. My father was a band
director, and so whatever instruments he had available in
the band hall he brought home and let us try them. An
altonium—I don’t think anybody uses them anymore. They
are like little euphoniums. It had a French horn mouthpiece.
Since he was a band director, he always had plenty of in-
struments for us. So, after a year, he just brought a horn
home from school.

JB: How old were you at that time?

KT: Sixth grade ... whatever that might be ... what
about eleven?

JB: Before the horn, did you play any other instruments?

KT: I took piano lessons. I wasn't very good at it. My
whole family were singers. I sang in the church choir at six.
Other than that, the altonium definitely was my first in-
strument.

JB: When did you first realize that music meant some-
thing special to you?

KT: The first time that I really knew there was some-
thing magical here—that I had to be part of it—was when I
first heard Bach Cantata, No. 50, for double choir and or-
Kerry Turner chestra. I put that recording on one day, lay down on the
bed, and listening to that thing I absolutely wept ... So
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moved by it ... I knew this was something Thad todo ... be
part of ... I was sort of destined, anyway, to be in music.
My whole family were musicians. I was always perform-
ing since I was a little kid. When I heard that cantata by
Bach for the first time, that was it—I would obviously spend
the rest of my life in music.

JB: Were both parents professional musicians?

KT: That's right. My father was a trombonist and aband
director. He did both. My mother had two careers. She was
a concert pianist and then had a sort of nervous breakdown
because of bad critiques. Then she became an opera singer,
doing light opera—Gilbert and Sullivan, that sort of thing.
Now she teaches voice and piano.

JB: Obviously the horn is your instrument of choice.
Were it not, what other instrument would you have se-
lected?

KT: I love the pipe organ. I would have loved to be a
pipe organist.

JB: Between your first horn and present model, how
many did you actually go through, so to speak?

KT: Not too terribly many. The first horn I played on
was a Holton (student model 177 Farkas) in high school—
standard issue in Texas. I always wanted my own instru-
ment. My father thought he was doing me a favor when he
bought me a Selmer. It wasn’t very good—horribly out of
tune with itself. I sold it after one year. Then, at Baylor
University, I played on a Paxman triple (Paxman compen-
sating triple, five-valve large bore). It was their issued horn.
Now I play a Paxman full triple, five-valve “New World”
model. From Baylor I had to go to New York. So I bought a
Chambers Reynolds. That was good equipment up there.
Then I went to Germany, where I bought an Alexander, the
famous 103 double. When, eventually, I joined the AHQ
again, they got me back on the Paxman triple.

JB: Was changing horns challenging or did you readily
adjust?

KT: It took me awhile, especially from the Reynolds to
the Alexander. It took me a long, long time. I don’t think I
ever really mastered playing the Alexander.

JB: At what age were you first encouraged to study
music?

KT: I was always writing music—before actually play-
ing. I started writin