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ou already know the Conn 8D Connstellation double horn for its rich tone
color, rapid response, volume and intensity. But did you also know that
it has tapered rotors and bearings for no-wear, no-drag quiet operation?

Perhaps you're aware the 8D has a seamless bell, as well. And that it has a

superior bracing system to stand up under repeated, demanding use. You're
probably not all that surprised: after all, this is the famous Conn 8D.

But this might astonish you: we also build every one of those features into our
14D Director single horn in F and into our 15D Artist single horn in Bb.

N E N EEN NN RN NN NN NN

So, when you are asked what single horns to buy, remember that greatness
runs in the family.

mzmaz_mmm
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onp Ingtuments are made in U.S.A.
Superior Crafte manship, Tradition and Technology
United Musical'lnstruments U.S:A., Inc.

P.O. Box 727 + Elkhart, IN 46515
(219) 295-0079  FAX: (219) 295-8613

aNEVEN .




Pictured above is what is known as an input impedance curve. Such measurements of the internal
sound pressure of our newest horn—the CLASSICAL model—are made with a computer-controlled
sound generator in conjunction with computer-simulated models to provide a wealth of musical infor-
mation. Familiar examples include intonation, tone color, dynamic range, and even less easily defined

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

Forging Technology Info
SOUND

Lawson
P.O. Box 38 Boonsboro, MD 21713 (301) 733-6393
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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 6.0.1 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:

8”"?

1

O
(8}
I
o
A
n,
I
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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
P.O. Box 6371

Grand Rapids, MI 49516-6371 USA
Tel: 616-458-7159

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" 18.5 cm 18.5 cm
1/2PageH  7.25" 4.75" 18.5 cm 12.1 cm
1/2PageV  3.50" 9.75" 8.9 cm 24.8 cm
1/4 Page 3.50" 475" 8.9 cm 12.1 ecm
Column Inch 3.50" 1.00" 89 cm 2.5cm

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 THS 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

» Possibility to personalize the
instrument by different
combinations of bells
and leadpipes

TRULY UNIQUE « Easy repair of each single

+ Valve section and leadpipe part in case of damage without
detachable in only a few minutes having to relacquer the entire
by means of just six screws instrument

DISTRIBUTORS:

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

GERMANY: MUSIKTREFFPUNKT Roland Ekle, Kuchenécker 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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Quality brass instrument customization and repair work, Hormn bells made detachable using both the
Alexander and Paxman threading conventions.

Sales of new horns.

Horns purchased for re-sale. We are particularly interested in Elkhart 8D’s, nickel silver Kruspes, Geyers,
Knopfs and Lawsons.

 Consignment sales of new horns at the rate of 18%. (Possibly the best consignment rate currently available.)

Mouthpieces by Bach, Dennis Wick, Schilke, Giardinelli, Holton and others.

Mutes by Hausotte, Trum Cor, Peacemaker, Humes and Berg, Tom Crown and Jo-Ral as well as the
"Farkas Omni-Mute.”

Sales of new cases and accessories by Marcus Bonna (MB), Propack, Holton, Altieri, Humes and Berg,
Reunion Blues and others.

Member: Anternational Horn Soriety
Contact Randy care of
. o o VI
- Brass Arts Unlimited
401 Mace Avenue
Baltimore, Maryland 21221
Phone: (410) 686-6108 MasterCard
A SR e FAX: (410) 686-4719
P NAPBIRT. E-Mail: brassarts @aol.com
. ‘ ‘ Accepted
~ Appointments Only, Please.

Ask about our line of new, American-made horns/
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June 8 -13, 1997

Eastman School of Music
University of Rochester
Rochester, New York, USA

Peter Kurau, Host

“Hunter's Music” by Ba ulken
~ % murals that adorit the in'?gﬂu;' walls
3 F i g s gy

The Horn Call/No. 27.1/November 1996




Correspondence

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

May 29, 1996

I enjoyed reading the interview with Howard T.
Howard, whom I knew when we were at the University of
Michigan. I'd like to add an anecdote. During Howard’s
time in Detroit, he auditioned for Leonard Smith, who had
a band that played summer concerts. After playing, Mr.
Smith asked Howard, “is that the only horn you have?”
Howard, who was playing his Geyer, said, “No, [ also have
an 8D. It’s a bit larger bore ....” “I don’t care about that! Is it
shiny? All the men in my band have shiny horns!” He did
not get the job.

John Morse

402 S Main 5t

Payne, OH 45880 USA
morpayne@aol. com

DIIDD

August 11, 1996

Thave read with great interest David R. Sprung’s well
written article “Hidden Stopped Notes in 19th-Century
French Opera,” which appeared in the May 1996 Horn Call,
and I must state that I agree entirely with his call for the
observance of stopped effects which are generally over-
looked or simply ignored by valved horn players.

Unfortunately, not everyone will be able to benefit from
the experience (or pleasure) gained by playing the natural
horn. As a provisional cure for this, I might suggest that
horn players first experiment with handhorn technique on
their modern instruments to gain an appreciation for the
nuances in timbre determined by variants such as musical
context, dynamics, and hand position. This should greatly
help in interpreting what Mr. Sprung rightly sees as two
diametrically opposed categories of stopping, that of “hid-
den” stopped effects which the composer tacitly expected
to be carried out (a “given” on the natural horn), and that
category of stopped notes which have a more lyrical char-
acter and function, calling for a minimalization of nasal tim-
bre.

It would appear that Mr. Sprung considers the prob-
lem of stopped effects and their non-observance primarily
from the viewpoint of a practicing musician. For those read-
ers interested in instrumentation applications of the natu-
ral horn and wanting to further explore the historical and
aesthetic aspects of what I in German termed the “lyrisch-
melodisch” and “rhetorisch-dramaturgisch” categories of
stopped notes, [ would suggest an article of mine published
in the February 1994 issue of the German periodical Das
Orchester, entitled “Stopfténe beim Horn als strukturelles

11

Ausdrucksmoment: Harmonische Dissonanz durch
Klangfarbenveranderung.” This is essentially the text of a
paper I read at the International Natural Horn Festival
which took place in 1993 in Essen, Germany, which in turn
was based on research findings which I included in my
Ph.D. dissertation, “‘L'Instrument le plus romantique”: Das
Naturhorn in der Klassik und Romantik,” available on mi-
crofiche from the Ruhr-Universitat Bochum, Germany. For
those unable to read German, the article which originally
appeared in Das Orchester is due to be published soon in an
English translation by the Historic Brass Society Journal.

Sincerely,

William J. Rogan
Erlenbruch 19
D-58339 Breckerfeld
Germany

DOIOD

David Sprung responds:
September 2, 1996

Thank you for sending me the letter from Dr. Rogan
and a copy of the rough draft of his forthcoming article,
which is scheduled to appear in the Historic Brass Society
Journal. Although for many years I have been germinating
and putting into practice the ideas behind my article ““Hid-
den’ Stopped Notes in 19th-Century French Opera,” it is
very gratifying to note that scholarship of the caliber that
Dr. Rogan has demonstrated corroborates and complements
my efforts. I am neither a musicologist nor a natural horn
performer, but in addition to my work as a horn player, I
am a trained and experienced conductor, composer, and
orchestrator. It is this training that has always encouraged
me to take a historical view of the horn and horn playing.

As Dr. Rogan points out, it behooves all horn players
to be aware of the historical perspective, particularly the
role of the natural horn and the subtleties of its technique
prior to the application of valves. Considering that tech-
nique, particularly to the realm of 19th Century French
opera, where the natural horn persisted almost until the
end of the century, led me inevitably to the notion of the
two categories of stopped notes, which I discuss in my ar-
ticle and is also proposed by Dr. Rogan: category A, those
notes stopped primarily for pitch (“lyrisch-melodisch” in
Dr. Rogan’s term) and category B, those stopped primarily
for color (“rhetorisch-dramaturgisch” in his more succinct
description). The fact that we developed this concept quite
independently and unknown to each other is one of those
fascinating situations where a seemingly significant idea
emerges spontaneously and simultaneously in disparate
places. Evidently, restoring important yet unmarked
stopped notes, even in performance with modern instru-
ments, is an idea whose time has come.

Dr. Rogan’s excellent article provides quotes from
sources that allude to the vocal character of the natural horn

continued on page 14
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EXPRESSION AND PASSION

O F T H E HO R N on seven CDs by ZUK RECORDS

Well known concertos, as well as many first recordings of the rare and

beautiful pieces of music for Horn and orchestra.

Horve Glassics

Zbigniew

Zuk

Haydn Baltic
Rossini = Virtuosi
Mozart Gediminas
Telemann Dalinkevitius

CD 310355 Horn CLAsSICS
Concertos by: Telemann, Haydn, Mozart
and Rossini.

HORN OBSESSION

] e I

Wroclaw
Chamber
Orchestra
Leapoldinum

‘ Jan Stanbends

ZB1GNILE W

CD 071088 HORN OBSESSION
Concertos by: Dauprat, Schoeck, Rosetti
and Hindemith.

CD 160528 IL CORNO ITALIANO
Concertos by: Mercadante, Bellini, Doni-
zetti, Belloli, Vivaldi, Cherubini and Nino
Rota — Ballade Castel de Monte.

'HORN ROMANJ '

—

—

CD 100955 HORN ROMANTICS
Concertos by: Kiel, Strauss, Weber and
Schumann.

| ZBIGNIEW
| ZUK

CD 160114 EiNE KLEINE HORNMUSIK
Concertos by: Leopold and W. A. Mozart.

French music
for horn e
& archestrn 85

-

CD 070379 Horn Dessous
Works by: Francaix, d’'Indy, Chabrier,
Dukas, Ravel, St. Saens, Bozza, Koechlin.

Polish R Irches

CD 191122 HoRN EXPRESSION
XXth century music by: Ristori, Arnold,
Plog, Turner, Jevtic and Koetsier.

DISTRIBUTION:

USA, Canada, Mexico:
SGToM Prod., 1267 Havendale Blvd.,
Burlington, Ont. Canada. L7P 3S2,
Tel. (905) 33 56 811,
Fax (905) 33 55 130 (24 hrs),
E-mail: SGToM@snahoham.com

France:
DISQUE CONCORD, 15, r. de Goulvents,
92000 Nanterre, Tel. 01/41 20 90 50,
Fax 01/47 250099

Suisse/Schwelz:
MUSIC CONSORT, E. Huberstr. 61,
8048 Ziirich, Tel. 1/43 27 560,
Fax 1/43 26 525

Austria:
HORA VERLAG,
Hackhofergasse 8,
A-1195 Wien,
Tel. 01/37 44 95,
Fax 37 63 93

Japan:
ELMO LTD., 201 Kaijin Bldg.
5-16-31 Kaijin, Funabashi-Shi,
Chiba-Ken, Japan 273,
Tel. 04 74/31 04 00,
Fax 04 74/31 04 02

" Germany and other countries:
ZUK RECORDS, Bgm.-Smidt-Str. 102,
D-27568 Bremerhaven,
Tel. 04 71-4 94 81, Fax 4153 78

Design by Wesermiinder Druck - Germany - Tel. (047 46) 80 77
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in which the use of stopped notes was an inherent part and,
far from being considered a liability, was considered an in-
tegral part of its personality. To those writers, the valve horn
was highly controversial, because routine stopping of un-
marked out-of-series notes became neglected (as it is to-
day), and Rogan notes that as late as 1893 Richard
Hoffman'’s orchestration book recommends the use of natu-
ral horns in the performance of works by the “old mas-
ters.” However, for better or worse, today the valve horn is
no longer considered controversial, and for that very rea-
son the work that Dr. Rogan and I have undertaken can be
considered all the more meaningful if an important orches-
tral effect is to be restored to the appropriate compositions.

There are some minor differences between Dr. Rogan’s
perspective and mine. For example, he is more secure than
[ am about identifying “intentional” strongly stopped notes
in compositions written prior to the invention of valves,
and I have yet to be convinced that Beethoven, whose or-
chestration became increasingly problematic as he became
deafer, really sought the stopped color as a dramatic effect.
He does make a good case for Weber, particularly in the
“Freischiitz” overture, which I have also considered, but I
have confined my work in this regard almost exclusively
to later works from the 19th-century French operatic reper-
toire. Also, Dr. Rogan directs many of his comments to
today’s natural horn players, advising them to carefully
minimize the difference between open tones and those
stopped notes he refers to as “lyrisch-melodisch” and I call
category A. This is certainly true, but my advice, as indi-
cated in my article and directed to valve horn players, is
simply to play those notes open in modern performance.

I commend Dr. Rogan on his excellent work, I look for-
ward to seeing the finished article in the Historic Brass Soci-
ety Journal, and I highly recommend it to readers who are
interested in this topic.

David R. Sprung
3901 Oakmore Rd
Qakland, CA 94602 USA

DHIDD

20 August 1996

I think, that J. Q. Ericson’s story about the Levy broth-
ers [The Horn Call Annual, No. 8, 1996] is not complete.
Therefore I will give you the following facts:

1. The first performance at Dresden of Beethoven's
9th symphony was conducted by the composer and
“Hofkapellmeister” Carl Gottlieb Reissiger (1798
1859) on August 27, 1838 in the “Palais des Grossen
Gartens.” The second Dresden performance was
also conducted by Reissiger, in November 1838 in
the “Hoftheater.” (See Kurt Kreiser’s dissertation
on Carl Gottlieb Reissiger, Leipzig, 1917; printed
in Dresden, 1918. Also see Das Orchester, No. 13,
1886; and A.M.Z. [Allgemeine Musikalische Zeitung]
1838, p. 800.)
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2. In the September 1837 (no. 37, pp. 608 ££.) issue of
the A.M.Z. Reissiger has written his opinion about
the valve horn; this means his opinion as conduc-
tor and as composer, too.

3. Reissiger has written only two pieces for the horn.
One of them, the “Solo per il corno” was played by
Peter Damm at the Horn-Symposium Trossingen
(Germany) 1980. The other is for most horn play-
ers not known; this is the song “Mit
geheimnisvollem Dunkeln” for soprano, horn, and
harp. Because Reissiger was friend of Louis Spohr
and Spohr’s wife was a harp player, perhaps this
explains the frequent parts for harp in Reissiger’s
operas and this miniature with harp in chamber
music, too. (The harp with double pedal was in-
vented in 1811.) As a publisher of music—and so
much of horn music—I will publish this song in
the next weeks. The manuscript of this song is from
the collection of Lewy!

4. In Vienna not only Schubert has written for the
other Lewy. What about Franz Lachner (Das
Waldvoeglein), Ignaz Lachner (An die Entfernte),
Enrico Proch (Aria di Concerto), and many others?

Manfred Fensterer
edition mf@aol.com
Mittleseestr 44

D-63065 Offenbach/Main
Germany

DIDDD

John Ericson responds:
September 7, 1996

Thank you for forwarding a copy of Manfred
Fensterer’s response. C. G. Reissiger is indeed a very im-
portant figure to examine in understanding the valved horn
technique of J. R. Lewy. Reissiger served as
Hofkapellmeister in Dresden during the entire length of
Lewy’s tenure there as principal horn (1837-1851) and also
composed several solo works especially for Lewy.

The largest of these works was the Elégie et Rondeau
(Elégie suivie d'un Rondeau agréable) Op. 153, which was
published before 1844; the Elégie portion of this work has
also more recently been published and performed under
the title Solo per il Corno, as Fensterer pointed out. Two ad-
ditional solo works of Reissiger also deserve mention: the
Vier Gesiinge, Op. 117 for soprano, horn, and piano and Der
wandernde Waldhornist for tenor, horn, and piano. Notably,
none of these works make use of the oft-noted unique tech-
nical approach of J. R. Lewy, which combined valved horn
and natural horn techniques.

The article by Reissiger on valved horns and keyed
trumpets is also a fascinating document, as Fensterer re-
marked. Reissiger points a very unfavorable picture of the
valved horn, giving a clear context for the development of



Lewy’s technical approach, as can be deduced when
Reissiger states:

I hear such a beautiful, sustained solo performed
in a colorless monotone on a valve horn, and it
seems to me as if the instrument is moaning: “my
love, I am a horn. Don’t you recognize me any
more? I admit that I am too severely constricted, I
am somewhat uncentered and hoarse, my sweet-
ness is gone, my tone sounds as if it has to go
through a filter sack in which its power gets stuck.

As to the other works mentioned by Fensterer of the
Lachner brothers and Proch, they are all noteworthy, but I
believe that several of these works may actually have been
intended for performance by Richard Lewy (1827-1883),
son of E. C. Lewy.

The story of the Lewy brothers is indeed incomplete. I
will examine the Lewy family and several of the above
works in greater depth in an upcoming article focusing on
J.R. Lewy in the period from 1835 through 1850. I look for-
ward to Fensterer’s new publications and thank him for
his input into the very interesting topic of early valved horn
technique in Germany.

Sincerely,

John Q. Ericson

601 Village Trace Ct.
Nashville, TN 37211 USA
ericson@afm.org

'C. G. Reissiger, “Uber ventilhérner und klappentrompeten,”
AmZ 39 (September 1837), 610; translated in Ernest H. Gross III,
“The Influence of Berlioz on Contemporary Nineteenth-Century
Use of Brass Instruments,” Part 1, The Brass Bulletin 67, (1989), 21.

DIIDD

September 1, 1996
A Future for the Horn?

Over 15 years ago I wrote a book on extended tech-
niques for the horn because there was nothing on the sub-
jectavailable for performers, students, or composers. A few
years ago the book sold out and was no longer available.
During that time a few people asked about it, but I got the
impression that to many others the old saying “out of sight,
out of mind” was more the case. To my knowledge there is
nothing else available as a reference for composers or per-
formers that addresses contemporary performance poten-
tials for the horn. Thanks to Thom Proctor, a horn player
and editor for Warner Bros. Publications, my book has just
been reissued in a second edition which includes a CD in-
stead of casette tape for easier access to the 72 examples.

My point here is not to advertise (which of course I've
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just done) but to set in context a question I've been quite
concerned about over these many years. How many of you
are sincerely concerned about the future of our repertoire
and the growth of the horn as a viable instrument with a
future? Having recently accepted a position as a music re-
view editor for the Horn Call, this question seems to me to
be the most important one.

Regarding repertoire, there has admittedly been a very
large amount of newly published music for the horn, but
almost all of it has either been transcriptions of every stripe
or photocopies of old manuscripts. A comment made to me
by our editor, Johnny Pherigo, which I found quite timely
and insightful is that the vast majority of horn players seem
to be driving with their eyes in the rearview mirrors most
of the time. If we lose sight of what’s up ahead we might
just run off the road.

Arnold Schoenberg in a 1924 essay on the future of
music gave the horn a very strong vote of confidence as
one of two orchestral instruments with a strong potential
future. This has proven to be true, I'm sure we all agree,
with the growth of the horn as a legitimate jazz instrument.
But how about the horn as a voice for the most innovative
and well-established “classical” composers, or as a voice
for the talented younger composers?

There are some of you, I know, who have an interest in
this challenging music, have encouraged composers to write
and have performed innovative new works. You are the
ones who can help me and the rest of the readers. Please
send me your lists of the best truly new and musically ef-
fective horn music you have performed or discovered (or
composed). Also let me know how I can get a copy for pos-
sible review purposes, or inform composers or publishers
of my desire to study such works for possible review. Ev-
erything that is sent to me will at least be listed in future
articles if not chosen for review. I am not simply interested
in the “avant garde” but am interested in creativity applied
to the contemporary horn as an instrument of today and
the future.

I would also like to encourage those of you who have
performed important new and innovative works which fea-
ture the horn to submit your own review or brief article
about these piece(s) directly to me. Others who have per-
formed such works and would like for me to interview you
regarding your experiences with these new compositions,
please write with the information I might need to contact
you.

My plan is to bring to the fore the pieces and the play-
ers that are causing a future for the horn through the per-
formances of works by the innovative and creative
composers of our time. The more perspectives, the better
for us all. Thank you for your interest in this project.

Sincerely,

Douglas Hill
School of Music

University of Wisconsin
Madison, WI 53706 USA

Ao ea e

The Horn Call/No. 27.1/November 1996



The
Horn Stand ™

usicians find The Horm Stand valuable
during performances, lessons, rehearsals,
and in the studio. The classic design

features three solid wood legs to insure stability on
any surface. The fully adjustable felt-cushioned cradle
adapts to any horn. Solid steel swivel clamp and rods
insure long-lasting durability. Choose from cherry,
black walnut, maple, oak, or mahogany hardwoods.
Satin-sheen finish protects all wooden parts.
Introductory offer $169—satisfaction guaranteed.

-
VisA \
|imersgegy]

Bothe Woodworking - 955 Lewis St. #3
Eugene, Oregon 97402 . 541-344-3653

The Horn Call/No. 27.1/November 1996

16

SINCE 1782
HANDMADE INSTRUMENTS

FOR HIGHEST DEMANDS

Gebr.flexander

NEW ON COLLINS CLASSICS

The Center City
_ Brass umtet

r —

featuring:
Malcolm Arnold
Quintet
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Leopold Maurer
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Anthony DiLorenzo, trunipet - Ryan Anthony, frumpet
Richard King, horn - Mark Lawrence, tronbone
Craig Knox, tiba

—  Available at all fine music stores
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Are You a Runner or
Jogger?

Johnny Pherigo, Editor
The Horn Call

Ilove to run. No, I don’t mean I love tojog. Run. What's
the difference? It's not speed, nor distance, nor how much
you paid for your shoes. It’s attitude; attitude and motiva-
tion. Joggers jog for recreation, to lose weight, or for physi-
cal fitness, all of which are worthwhile goals. Joggers jog
when they feel like it or are prodded into it. Motivation is
an issue for them, and it is sometimes hard to stay moti-
vated. They may feel a pang of guilt if they skip a day (or
more), but otherwise they feel no psychological ill effects
from occasional sloth. And if it is too hot/cold, or they are
too busy/tired, or it is too rainy /snowy / foggy/dark, they
stay in the house and channel surf or practice the Macarena.
Put another way, joggers choose to jog. Joggers remain the
master of their habit. There is nothing wrong with being a
jogger. Runners, on the other hand, run. No matter what.
Motivation is not something a runner even considers. Ask
arunner why he/she runs, and he/she may have difficulty
articulating an answer. Only the worst weather will dis-
courage a runner, and a runner will persist in running even
with an injury that desperately needs rest. The entire week
may be planned around the running schedule. Blisters,
cramps, tendonitis, extreme heat or cold, dogs, cars, inter-
national travel; it really doesn’t matter. A day off is either a
tactical move to set up a later run or a major cause of stress.
Runners run because they have no choice—they are com-
pelled; they are chosen. They become the servant, the slave
even, of their habit.

I also love to race. Why? Not because I think I will win.
Iwon’t. It's not in the genes. (Not in the shoes, either.) Rac-
ing gives focus to and purpose for daily running. Racing
demands a plan—a course of training: hills, long runs, speed
intervals, pace runs, easy runs, days off. If you want to run
a good race, then you can’t train by mindlessly “jogging”
around the neighborhood, smelling the flowers and wav-
ing to neighbors. No. You have to plan; you have to focus;
you have to think. There are no great runners who are stu-
pid. Every run has a purpose, a place in the overall plan.
You have to know what you can do and what you cannot
do. You don’t push for a sub-three-hour marathon or a
thirty-five minute 10K if you are not ready for that. You set
reasonable, attainable goals and build upon success. To do
otherwise risks frustration and injury. You get enough rest,
you are careful about your diet, and you drink lots of wa-
ter. Most of all, when you are in a race, you have to concen-
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trate. And you push it to the edge—the razor’s edge that
separates leg-burning, lung-bursting exhilaration from to-
tal catastrophe—from “hitting the wall,” that horrible mo-
ment when it isn’t your body as much as your will that
breaks. If that happens, all you can do is get up, learn from
it, and try again.

Sound familiar? It should. Serious horn playing is not
unlike serious running—or entering the ministry. One does
not choose it as much as one is called to it. Tony Brittin, my
first horn teacher, told me many years ago that, if I wished
to become the master of the horn, I must first become its
slave. It is the most profound thing about horn playing
anyone ever said to me. If you want to play the good con-
cert/recital/audition/lesson, you have to prepare. You have
to plan and think when you practice. There are no great
horn players who are stupid. (We'll discuss other brass play-
ers another time.) Scales, long tones, quality tones, lip slurs,
finger technique, legato, staccato, high range, low range,
etudes, excerpts, solo/chamber repertoire—all these are
necessary parts of the long-range plan for the serious
hornist. Every practice session must have a purpose and
must fit into the overall plan. Your time and your lip are
too precious to waste on unfocused practice. You have to
know what you can do and what you cannot do. It doesn’t
matter if the Weber Concertino or Schumann Adagio and
Allegro is your favorite piece. If you are not ready for i,
then insisting on playing it will lead to frustration at best
and injury at worst. Play repertoire that is challenging but
achievable. Build upon success. Get enough rest, be care-
ful about your diet, and drink lots of water. When it comes
time to perform, concentrate totally and push it to the
razor’s edge. Have you ever “hit the wall” in a concert? I
have. It’s ugly; it's humiliating; but all you can do is get up,
learn from it, and try again.

Arazor’s edge? Actually, that is much too crude a de-
scription. A razor’s edge is like an eight-lane super high-
way compared to what I am describing. It is that infinitely
small point at the edge of a cliff that separates the sky from
the canyon. On one side you are flying free through the
firmament—even if for only a moment. On the other side
you are plunging into the abyss below. Fighter pilots know
about the edge; race car drivers know about the edge; run-
ners (but not joggers) know about the edge. Some horn play-
ers—especially orchestral principal horn players—know
about the edge. Why push it to the edge? Why not “play it
safe”? Because only there, at the razor’s edge that sepa-
rates triumph from humiliation, exhilaration from catas-
trophe, order from chaos, the stars from the canyon, genius
from insanity—there, if you are very quiet and listen very
hard—God will talk to you. And from that moment you no
longer choose; you are chosen.

So, are you a runner or a jogger?

o e o
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#5 and #4

Patterned after the famous "DePolis"

mute, the #5 sounds especially good in
the upper register. The #4, made for
narrow bore horns, is a slightly smaller

version of the #5.

Designed and shaped for large bore
horns such as the Conn 8-D, the #24
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muted than that of the #35.
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Stealth #5 and #4

Simply the best practice mute available!
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and late night practicing. Pitch and
articulation are excellent. The Stealth
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Baumann, Bourgue, Holtzel, Jeurissen, Orval,
Scharnberg, Wekre - to name a few.

Please write or call for your FREE Catalog.
Separate Alphorn music catalog available.
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“Thoughts on Playing the Horn Well”

by Fréydis Ree Wekre
$22.00 U.S. Postage Paid - Order YOURS today.
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3204 W. 44th Street * Minneapolis, MN 55410
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FRENCH HORNS
PROFESSIONAL & STUDENT

New — Used
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HOLTON

Wichita Band Instrument Co., Inc.

2525 East Douglas
Wichita, Kansas 67211
(316) 684-0291
1 (800) 835-3006
Fax (316) 684-6858
E-Mail; WBIC @ aol.com
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Natural Horn Column

Jeffrey Snedeker
Column Editor

Nodal Venting on the
Baroque Horn:

A Study in Non-Historical
Performance Practice

Richard Seraphinoff

One of the most exciting aspects of the performance of
early music on period instruments is the great wealth of
unanswered and probably unanswerable questions that
arise every time one picks up the natural horn to perform
or study a piece of music. Differences of opinion among
performers are inevitable, because each person finds solu-
tions based upon individual interpretations of the sparse
existing written and physical evidence, and upon personal
philosophical views of the balance between the scholarly
study of historical performance practices and the artistic
making of music. Many of these controversies benefit us
by keeping curiosity alive and keeping us moving forward
in our quest for the Truth (whatever that is). Indeed, if we
had all of the answers, some of the thrill of the historical
chase would certainly be gone. Because we are, above all,
performers, the main point is to make fine music. In the
case of historical performance, we have decided to do it
using the equipment and (as much as we can ascertain
about) the styles with which the composers were familiar.

One of the current controversial

of the eighteenth century can generally be described as be-
ing smaller in bell and bore size than the later Classical
period horn, and it did not have a tuning slide. It was sim-
ply a round, coiled horn, either of fixed pitch (in a single
key) or built to accept terminal crooks for the purpose of
changing keys. We know very little about what was con-
sidered to be a “normal” mouthpiece, since the small num-
ber of suspected original Baroque horn mouthpieces that
have survived cannot be accurately dated or identified, and
they are remarkable not for any general tendencies that they
exhibit in their design, but rather for their vast range of
shapes and sizes. Ultimately, this should not be surprising,
and we might assume that, due to the lack of quick com-
munication and easy travel in the eighteenth century, there
would be far greater variations, not only in horn design,
but also in stylistic and technical aspects of playing, than
we are accustomed to today.

That there was not a single universally accepted way
to play the Baroque horn is illustrated very well in the book
New Instructions for the French Horn, published in London
around 1770, which is one of the most concise and detailed
writings on the subject up to that time. The anonymous
author tells us that the horn is to be played “with the right
hand nearly in the middle of the hoop, the bell hanging
over the same arm ... sometimes with the bell perpendicu-
lar, which last method is generally used in concerts.” He
goes on to say that “should you want to make the chro-
matic tones, you may hold the horn with your left or right
hand as near as you can to the mouthpiece, the bell to bear
against your side, one hand must be within the edge of the
bell ready to put into the “pavillion’ or bell of the horn as
notes may require. ... Mr. Ponto [Punto] and many others,
famous on this instrument, constantly uses this method,
by which means the half tones are expressed, which is not
to be done by any other method, butitis deemed by Judges
of the Horn that the principle beauty, the Tone, is greatly
impaired thereby.” The use of the hand is not discussed
here as a new, revolutionary improvement to horn play-

ing. The improvement of intonation

subjects in natural horn performance
concerns the use of vent holes, or
“nodal venting,” on the Baroque horn.
The discussion of this subject will be ap-
proached in two different ways. First
of all, myths, misinformation, and ru-
mors of any historical precedent for this
technique having been applied to the

‘Lo date, there is no evidence
of the vent hole having been
applied to any brass instru-
ment in the Baroque period.

is not given as a benefit of using the
hand in the bell, nor is it apparent that
the author felt that the intonation of
the horn necessarily needed to be im-
proved.

Does this mean that all players in
England were still playing the horn
without the hand in the bell at that

horn in the Baroque period will be ex-

plained and dispelled at the outset, so

that the technique can be put into perspective in terms of
its place in historical performance on the horn. Secondly,
nodal venting will be discussed from the standpoint of the
twentieth-century natural horn player, and whether any
truly legitimate argument can be made for using vent holes
in the context of historical performance.

To begin with, a little background on the Baroque horn
and what we know (and what we don’t know) about how
it was played would be in order. Physical characteristics of
the instrument varied greatly throughout Europe and
evolved over time, but the horn in use during the first half
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late date? Or is this just the opinion
of one person who wanted to per-
petuate an old-fashioned style? If the anonymous author
was a respected horn player, we might take this as good
evidence that hand-stopping was used in Germany, where
Punto was trained, long before it was accepted in England.
The question of when the technique began on the conti-
nent, however, still remains. The fact is that we have only
vague information of this sort, from which we cannot say
with any great degree of accuracy who used their hand in
the bell of the horn and when they first did it.
Another intriguing bit of evidence in support of early
hand-stopping comes from a French publication on the clari-
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net and cor de chasse as used in military bands, entitled
Essai d'instruction a 'usage de ceux qui composent pour la
clarinette et le cor by Valentin Roeser (c. 1735-82), published
in Paris in 1764. Roeser, who was trained in Germany and
moved to Paris around 1760, explains how to correct the
out-of-tune overtones by using the hand in the bell of the
instrument. He also says that one can produce other notes,
and indicates By, F§, and Ab in the staff. This information is
also not treated as a new discovery, but in a matter-of-fact
way, as if it were a standard part of a horn player’s tech-
nique. Even if the technique had come into use twenty years
earlier, in the 1740s, it would still have been considered a
“new invention.” In our own fast-moving twentieth cen-
tury, it still took a few decades for the descant horn to be-
come a familiar and accepted tool of horn playing, known
to an entire generation of horn players.

The horn was used in a serious musical way much ear-
lier in Germany than in France, as evidenced by the horn
writing of Bach, Telemann, Zelenka, et al. It seems reason-
able to assume that if French military band players knew
about and used the techniques of hand-stopping to correct
out of tune overtones around the middle of the century or
before, they were probably known and used much earlier
in Germany.

Additional questions arise when playing Bach’s horn
parts. There are so many non-harmonic series notes in Bach
that one might think that the players must have had some
method of altering the pitch of the open overtones other
than bending the notes with the embouchure. One theory,
put forth by Lowell Greer, speculates that parts marked with
the notation “corno di tirarsi,” which are some of the most
chromatic of Bach’s horn parts, may not have been intended
for some sort of “slide” horn, but may in fact have been
played on the normal Baroque horn using the hand to
“slide” or pull the pitch down from an harmonic series note
to its chromatic neighbor. This is an interesting and plau-
sible theory, but one for which there is no evidence at
present.

After all of this, we are still left without an answer to
the question of whether the Baroque horn should be played
with the hand in the bell to correct the eleventh and thir-
teenth partials and produce the occasional non-overtone-
series note, or whether it should be played with the hand
out of the bell, allowing the intonation of the overtones to
fall where it will, and having the embouchure as our only
recourse for pitch variation.

It is at this point, knowing the nature of the Baroque
horn and the controversy of hand use vs. open horn, that
the question of the application of vent holes to the horn
arises. The concept of nodal venting can be described briefly
as follows. If a natural horn or trumpet is pitched in, for
example, the key of C [see Figure 1], it will produce an over-
tone series based on C, with the eleventh partial (corre-
sponding to F) being higher than F in either equal
temperament or any of the historical unequal tempera-
ments, and the thirteenth partial (corresponding to A) be-
ing too low.
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Fig. 1. Harmonic series for an instrument in C

One solution to this is to place a hole in the instrument
at the point about one-third of the way from the end of the
bell to the mouthpiece. When the hole is closed (with a fin-
ger or bit of cork), the instrument sounds its C overtone
series, but when opened, the instrument acts as though it
were now pitched in F [see Figure 2], and the F and A be-
come usable notes as the eighth and tenth partials of the
series based on F.

Fig. 2. Harmonic series in F produced by a nodal vent

By alternating between these two series on the open
horn, the player can use the best notes of each series to play
more in tune than with the single overtone series of the
instrument. Because we are altering the effective playing
length of the instrument and choosing overtones from one
series or another, much as we do from the various valve
combinations on the modern horn, such an instrument can
no longer be called, in all honesty, a “natural” horn. Nor
can it be called an “historical” or “authentic” Baroque horn.

To date, there is no evidence of the vent hole having
been applied to any brass instrument in the Baroque pe-
riod, either through existing instruments or documentation.
Written sources would in fact seem to confirm that such
methods were not used. Johann Ernst Altenburg (1734—
1801) published his Versuch einer Anleitung zur heroisch-
musikalischen Trompeter- und Pauker-Kunst (Art of Trumpet
and Kettledrum Playing) in Halle in 1795, for the purpose
not only to instruct, but also to document the art of the
clarino trumpet players, whose style of playing and writ-
ing for the trumpet was going into a decline by the end of
the eighteenth century. Altenburg states clearly that the
player must bend the out of tune notes into place as much
as possible and, not until an Appendix concerned with im-
provements that should be made in the trumpet to com-
plete its range, does he mention the possibility of adding
keys or holes to the instrument. This would indicate that
holes had still not been put to use as a normal aid to play-
ing the trumpet even at that late date.

There is a trumpet which is still in existence, made by
William Shaw of London, dated 1787, that has holes simi-
lar to those used today for nodal venting. (E. Halfpenny:
“William Shaw’s Harmonic Trumpet,” Galpin Society Jour-
nal, xiii (1960), 7). There are also many examples of Post
horns, made in the nineteenth century, with a single vent
hole for raising the instrument by a fourth. But all surviv-
ing examples fall fifty to one hundred years after the pe-
riod in question, and with the exception of a few



experiments involving the application of keys to the horn
before the turn of the nineteenth century (Anthony Baines,
Brass Instrument, Their History and Development, London,
1976), the concept of holes appears not to have been used
at any time on the orchestral horn.

In our own century, nodal venting was first used in the
1950s and ‘60s on Baroque trumpets when period instru-
ment groups were first beginning to play eighteenth-cen-
tury orchestra music that required trumpets. Early string,
woodwind, and keyboard instruments can play in equal
temperament and in any number of historical unequal tem-
peraments, but with truly “natural” brass instruments, us-
ing only the harmonic series, it is extremely difficult to
match the system of intonation used by the rest of the or-
chestra. It soon became clear that there were two possible
explanations of how horns and trumpets were played in
the Baroque period: either the players were very good at
bending notes into tune with the embouchure (or, in the
case of horns, possibly using the hand), or audiences were
simply used to the system of intonation used by the brass,
which did not match with the intonation of other instru-
ments, and accepted this fact as part of the character of those
instruments. The truth probably lies somewhere between
these explanations, with players striving to bend the out of
tune notes, and audi-
ences with expectations

few players have pursued the trumpet in its original form
with encouraging results, and it is to be hoped that the next
generation of trumpet players will build on their efforts.

The situation with the horn, however, is a bit different
inregard to vent holes. As with the trumpet, there is a philo-
sophical question of justifying the use of a compromise such
as holes or correcting with the hand. But since horn players
have, and always have had, the resource of the hand to cor-
rect intonation, and we also have evidence to suggest that,
at least in some places in Europe, the horn may have been
played that way, should that not be the preferred compro-
mise? It seems much more likely that evidence of even ear-
lier hand stopping will some day come to light than that
confirmation of a vent hole theory will be found.

Holes were first applied to the Baroque orchestra horn
in the 1980s in Europe, mostly in London, and quickly came
to the U.S. The main justification offered for playing with
holes is the large number of paintings and engravings that
show horn players holding the instrument with the bell up,
and therefore obviously not using hand technique at the
same time. The argument is made that “if” this is the way
the horn was most often played, then the use of holes pre-
serves the open horn, bell-in-the-air quality of sound, which
would be lost with the bell downward and the use of the
hand. When the Baroque
horn is heard in the orches-

that were sympathetic to,
and accepting of, what-
ever the brasses were
able to do.

In spite of the fact
that the overall intent
was that of giving “au-
thentic” performances
on period instruments,

Whether or not to use a vented instrument ... is
a practical decision based on a willingness to
introduce a compromise into the re-creation of
Baroque horn technique.

tral texture with the bell up,
the sound is really quite re-
markable for its bright, pro-
jecting  quality, and
surprising lack of “edge.”
Assuming that hand
stopping did not come into
the picture until the middle
of the eighteenth century,

audiences, conductors,

recording engineers, and other musicians were not likely
to tolerate such an arrangement in the twentieth century.
The solution chosen by trumpet players was to use vent
holes, and thus sacrifice total authenticity for better into-
nation and accuracy, and consequently the better acceptance
of the concert-going public. This had both positive and
negative effects on the early brass-playing world. On the
positive side, many performances and recordings of some
of the most important Baroque works including trumpets
were undertaken, which could not have been done in a way
that would have been publicly (and hence, commercially)
acceptable without vent holes. As a result, we can now lis-
ten to performances of Bach, Handel, Telemann, et al., that,
even with the compromise of holes on the trumpets, prob-
ably come closer to what the composers actually heard than
performances done on modern instruments. The negative
effect of this is twofold. Many people are, even now, unin-
formed as to how the trumpet was played in the Baroque
period, thinking that holes were common at that time. Play-
ers, having found a solution that has made the instrument
workable, are less likely to turn their efforts toward prac-
ticing the natural instrument (i.e., without holes), and try-
ing to develop the ability to bend notes and accustom the
listener to the actual character of the Baroque trumpet. A
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one could use the same ar-
gument that trumpet players have given for vent holes: that
is to say, in order to satisfy critics, conductors, and the CD-
buying public, and at the same time hold the bell up (re-
moving the possibility of hand-stopping), the vent holes
are the only solution that gives consistent results in intona-
tion and accuracy. Accuracy is certainly improved: the first
octave interval of the B Minor Mass “Quoniam” (d' to d"),
for example, is the eighth to the sixteenth partials on the D
horn. By opening the vent hole for the top note, it becomes
the twelfth partial of the G horn, which is a much larger
and friendlier (i.e., slower-moving) target than the sixteenth
of the D horn. Whether or not to use a vented instrument in
this case is a practical decision based on a willingness to
introduce a compromise into the re-creation of Baroque horn
technique, and one cannot completely discount the value
of performances on instruments with holes. We do, after
all, live in the twentieth century, and play for twentieth-
century audiences. The decision to use vent holes, how-
ever, is based on the assumption that the hand was never
used, and it is my belief that this was not the case. The writ-
ten evidence and the music itself, while not absolutely con-
clusive, point strongly to hand-stopping having been used
quite early in some areas by the best players, and much
later by others elsewhere. Mozart’s “wrong” notes in the
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Minuet of the “Musical Joke” (K. 522) would indicate that
listeners were not unaccustomed to the written F and A
played badly out of tune by the horn players of town bands.
The effect can be gotten very easily by simply not stop-
ping these notes on the natural horn.

My own approach to the Baroque horn is that I will
play with vent holes when requested by a conductor or
leader of an early instrument group. But when given the
choice, I prefer to work under the assumption that by us-
ing hand stopping, I am emulating the technique of the
best horn players of the Baroque era. We must give the
players of that period the benefit of the doubt and assume
that they were clever enough to try the experiment of put-
ting the hand into the bell to correct intonation when asked
by a conductor or violinist or oboist to “please do some-
thing about those out of tune notes,” a request that was
probably made more than once in the early part of the eigh-
teenth century. Job security has always been the mother of
invention.

The other reason that I prefer not to use holes when I
have the choice is more philosophical, and brings us to the
question of why we bother to play on old instruments in

the first place. I play the natural horn because I am fasci-
nated by the pursuit of good music-making on the old horns
in their original forms, as we found them, and enjoy devel-
oping the necessary skills and working out methods of play-
ing as closely as I can to the way in which I think audiences
of the period heard them and composers expected them to
sound. No one should be condemned for playing the horn
with vent holes if they feel that the compromise is neces-
sary to produce what they believe to be an authentic Ba-
roque sound, and at the same time make the intonation
acceptable to audiences in the twentieth century. I would
hope, however, that when we play with holes, we would
be well enough informed on the subject to know that this is
no longer a true Baroque Natural Horn, and especially that
we would not intentionally lead anyone to believe that we
are using an historical technique.

Richard Seraphinoff teaches natural horn and early music at

Indiana University, performs and records on natural horn, and
is in great demand as a builder of natural horns.
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The Creative Spirit, the
Creative Process, and
You

Douglas Hill

Editor’s Note—This is the final installment of a series on
creativity by Professor Hill. Previous installments published in
the Horn Call have included “Compose Yourself” (November
1994), “Jazz and Horn and More” (November 1995), and “De-
rivative Etudes: Create Your Own” (May 1996). We are all in-
debted to Professor Hill for sharing with us his thoughts on
creativity.

So, What Do You Think?

So, what do you think? So, what do you think? So, what
do you think? So ... whadoyouthink? Notice how the ac-
tual meaning of a phrase can change with the simple shift-
ing of an accent. How does a string of words or a series of
pitches actually acquire a meaning? From where does that
meaning come? Who creates that meaning? What do you
think? My guess is that the only place meaning can come
from is from what you have decided to think based on what
you have experienced and what you understand to be true.

This may seem simplistic until we dig a bit deeper into
the relevance and power of thought. I wish to discuss the
activity of thinking and especially of creative thinking: what
itis, why it is so important, and what we can do about and
with it. And T hope that by the time you have finished read-
ing this article and have had a chance to think about your
own personal power of thought, you will accept the chal-
lenge to compose a piece of music for yourself, to impro-
vise an original song or variations on a favorite melody, to
write a great new cadenza, or to create a terrific etude that
can help you to work through a technical problem. Think
about these things as you read, after you've finished read-
ing, and for the rest of your life. To be creative is to be in
contact with your own best thoughts. Why spend time go-
ing only part of the way in this musical world? Why spe-
cialize ourselves into a small set of musical experiences,
closing off so much of our potential insights and abilities?
Why be a player who only performs, or a teacher who only
meets with students, or a student who only does what he
or she is told? We, each and every one of us, have the po-
tential to do it all at one level or another. Let’s all be stu-
dents and practitioners of the creative process for ourselves
as fully functioning and, ultimately, as fully realized musi-
cians.

This article is organized around the three major com-
ponents of its title:

What ... You... Think.
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Think

Let’s begin with thought, with thinking. Thought is our
power. It is our greatest power. It is the one thing over which
most of us actually have any consistent control. Thought is
also where we are, where our being actually exists most of
the time, so it is our primary environment, our place of be-
ing—we exist within our own thoughts.

It has been said many times by the greatest philoso-
phers that nothing has ever existed that didn’t begin as a
thought. Such a thought as that has very important impli-
cations. For instance, by comparing the collected creation
mythologies from the many cultures and religions of the
world, we can recognize a surprisingly large number of
similar elements. A greatly simplified synthesis suggests
that Life as we know it began as The Eternal Parent, The
First Spirit resting in an unconscious, dreamless sleep, think-
ing of nothing. Then, as the glimmer of thoughts formed,
there was illumination, there was light and dark. As these
and other pairs of opposites were thought of and thus
sprang into being, time also began, and there was the past
and the future. All of life, the light, and the spirit of life
came to be from the power of thought.

If this wonderful power of thought is the illumination,
the stuff which initiates all of creation, then it also must be
the substance of all creative acts. Our own creative powers
as performers, teachers, students, and composers could
quite easily be imagined as a mirror or even a parallel ver-
sion of that very same power that originally created us and
all that is around us. We have within us as individuals that
same potential power to create, to be creative, to be cre-
ators. That power is housed in our thoughts simply wait-
ing to be made manifest by our actions upon them.

Every original, musical thought that you have had
which has remained unobserved, misunderstood, unstud-
ied, or simply undeveloped possibly cost you a composi-
tion, a brilliant performance, or perhaps the improvement
of an existing problem. Conversely, every original thought
that you have pondered, studied, understood, and acted
upon has probably brought with it new knowledge and
growth, not to mention a bit of pride and self-esteem.
Thoughts are things. They can be observed and studied,
developed and acted upon. They can be ignored and left to
decay into nothingness. We create our thoughts, they are
our own, and we can improve our lives by understanding
and feeling their fire, their energy, their illumination. The
more we observe, consider, and define our thoughts as
things the more seriously we may treat them.

I was brought up and consistently encouraged to re-
spect objects and the physical aspects of existence far more
than those “silly daydreams” or those “fleeting thoughts
which seemed arbitrarily to cross my mind.” I was taught
to believe that since there was no measurable substance to
such thoughts, I should not trouble myself to place any true
or lasting value upon them. They were simply fanciful dis-
tortions, figments of my distracted imagination, a useless
hodgepodge of unsubstantive chatter originating from no-
where in particular. Other thoughts, ideas, and facts that I
was instructed to remember, even to memorize, were based
upon what I had been taught in school, read from the as-
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signed texts, or had been told by others “wiser” than my-
self. As Ilook back now with the power of hindsight, most
of what I must have considered the truly “important
thoughts” were simply a collection of random facts needed
to pass the next set of exams. Does this sound familiar?

Without respect for our own personal thoughts, with-
out respect for our own creative powers, we just might go
through life looking only to the outside of ourselves—to
schools, teachers, computer programs or networks, books,
repertoire, and etudes for all of the answers to all of our
needs as performers, teachers, scholars, and human beings.
To do so, however, would be a serious mistake. That would
be the relinquishment of our only true and consistent power,
the only thing we actually have any consistent control over
in our lives: that vast power of personal thought.

What can we as students, performers, and teachers do
to make the most of our best thoughts? How can we de-
velop those thoughts into a broadening of our musical pow-
ers of understanding? How can we think our way into
becoming more complete musicians? Through a thorough
understanding of the creative process and its design, we
can learn to use our best personal thoughts to grow through
original actions.

The so-called “creative process,” according to many
researchers on this interesting subject (e.g., Howard
Gardner, Daniel Goleman, and D. N. Perkins), can be gen-
erally defined as following

Another way to describe this process is as follows:
You've got a problem; you've figured out exactly what it is;
but you can’t quite solve it; you decide to forget about it,
but it stews away in your sub-conscious; then one day when
you least expect it, you suddenly know the answer; and
then you decide to take action to solve the problem so that
you can get on with your life. Sound familiar? If so, con-
sider yourself actively involved with the creative process.
You are already a creative problem solver, at least on occa-
sion. So, what do you think? Could you apply this natural
skill to an original composition without experiencing the
fear that it is beyond you? Could you apply this natural
skill to the solving of a technical performance problem with-
out the aid of a master teacher’s guidance? Could it really
be possible for each and every one of you to identify con-
sciously your musical problems, needs, or ideas, and then
create new and innovative musical solutions? Could you,
by simply acknowledging that you have thoughts worth
studying and developing, actually create new ways to in-
terpret music? Of course you could! It’s simply a matter of
paying attention and observing those important and origi-
nal thoughts, studying them from every angle, believing in
yourself, and taking the time necessary to learn, through
trial and error, how best to translate it all into sound.

When I was growing up in Lincoln, Nebraska, I was
fortunate to have a very special junior high school music

teacher, Kenneth Freese. He

six progressive steps. First
we have to identify the
problem, the need, or the
wish that requires a creative
solution. This step is called
identification. Next we
must indulge in the multi-
tudes of ways of studying

Our primary purpose as performers is to
communicate our own feelings, thoughts,
and attitudes about the feelings,
thougnts, and attitudes of the composer.

freely shared his simple yet
intense love for music in all
of its facets whenever I de-
cided to stay after school
and hang out in the band
room. He encouraged me to
learn to improvise on the
string bass and the horn

that problem and research-

ing all possible solutions. This step is often called prepara-
tions. Third we experience the inevitable frustrations that
come from the usual lack of a focused and easy answer.
(This is the point at which many of us give up on the cre-
ative process all together, feeling that we are not capable of
such a venture.) Fourth, many will distract themselves with
other activities or lack of activities and allow the frustra-
tions to incubate, to recede into the unconscious mind where
additional work actually seems to take place. This is called
the incubation period. Often, after such unfocused and un-
rewarding periods of instability, the creative person finally
experiences that incredible moment of “ah-ha,” that feel-
ing of illumination. (“And then there was light!”) This is
the stage of the creative process that seems to get all of the
glory and attention—that sudden feeling when we say: “I
think I've got it!” However, that all-important moment is
not yet a creative act in the fullest sense. What happens
next is the diligent and conscientious hard work. This stage
is called the translation, because you take the thought and
translate it into an action or an object. So, to review the six
stages of the creative process: 1. identification, 2. prepara-
tion, 3. frustration, 4. incubation, 5. illumination, and 6.
translation.
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and to chord at the piano.
Then he showed me how to write down the tunes that grew
out of those chords. They were my tunes. I got comfortable
with the creative process long before I could possibly have
known how such music might be compared to Johannes
Brahms or Duke Ellington. This wonderful man opened my
eyes to the magical possibilities of my relationship with
music. [ vividly remember a response he gave me once when
I came to him with a playing problem I was experiencing
on my horn. “How will I ever play this glissando to a high
A?” “You'll figure out a way. You always do.” (And Idid.)
An interesting parallel was one of my father’s favorite
phrases which has stuck with me as well. Often when I pre-
sented him with a problem of mine he would generously
respond: “You are just the guy who can do it.” So all of you
teachers, be sure to share these important truths about per-
sonal creativity and problem solving with all your students
by encouraging them to be creative and by showing them
how to translate their own creative thoughts into musical
solutions.

It is best, however, to do such teaching as the result of
some hands-on experiences of your own. So, if you have
yet to exercise the creative process for yourself to the ex-
tent that I've been discussing, then do the process along



with them. Students love to watch their teachers learning.
It makes learning and growth seem like the most impor-
tant goal for musical success, which, of course, it is. It is
absolutely true that creativity is a natural attribute for all
of us, to one degree or another. The visible (and audible)
results come from common folks who decide to think a little
harder, spend a little more time searching for their own
answers, to be patient a little longer, and then have the con-
fidence and capabilities to act when those moments of illu-
mination begin to shine through.

You

All music revolves around the compositions of the past
up until yesterday. Even jazz improvisation and aleatoric
compositions, to a great extent, are based on composed
songs or pre-established criteria by innovative composers.
In order to communicate these ideas of others adequately
we must understand them. Working directly on the first
performance of a new composition with the actual com-
poser helps a great deal, but such an opportunity is rare.
(However, take that opportunity every chance you get!)
Then what about Mozart, Brahms, or Strauss? How can we
communicate their messages or their musical ideas with-
out any personal contact? Empathy is the key, and empa-
thy is defined as being “the intellectual identification with,
or vicarious experiencing of the feelings, thoughts or atti-
tudes of another person.” Simply stated, if we are
empathetic we can put ourselves in another person’s shoes.

If musical performance is a form of communication,
then what is there to communicate but feelings, thoughts,
and attitudes? Whose feelings, thoughts, and attitudes are
we wishing to communicate to our audiences? Our primary
purpose as performers is to communicate our own feelings,
thoughts, and attitudes about the feelings, thoughts, and
attitudes of the composer. We have a very sophisticated
symbiotic relationship here. Performers and composers
need each other. Composers are ultimately dependent upon
performers’ skills and understanding. In turn, performers
are dependent upon the personal integrity and musical sub-
stance of the compositions being performed. Since the com-
posers have, in most cases, already completed their job and
produced that piece of music we wish to perform, it is up
to us to apply our skills and understanding to what they
mean in every detail. Our skills, craft, and technical abili-
ties to perform on our instruments are being exercised con-
sistently throughout practice sessions. It is our
understanding of the music and its message that is impor-
tant. How can we understand or empathize with a com-
poser if we have never fully experienced the thrills and
tribulations of original composition? Looking at it from the
other way around, how do we as performers tend to react
to the compositions by composers who have no understand-
ing of the way our instruments work or sound? Taking this
idea just a little further, I would venture to guess that more
composers have experienced high levels of performance
than have most performers experienced the full process of
composition.

So, if understanding is the key and performers are
charged with conveying this understanding to audiences,
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we must find some effective way to develop a solid foun-
dation for our empathy. Since we can’t truly know anything
outside of our own experiences, then we should work on
the actual activity of composing, be it through cadenzas,
etudes, or original compositions. When applied to musical
composition, this exciting, creative process is the stuff of
our understanding of all composers and their feelings,
thoughts, and attitudes.

That'’s just one of the most important reasons for ap-
plying the creative process to our musical growth. Another
great reason is the incredible thrill of the actual experience
of creating something of your own. Some psychologists call
this “flow”; others call it “the white moment”; still others
call it “peak experiences.” This is when everything “clicks.”
This is when your skills and interests are so perfectly suited
to the challenge at hand that you seem to lose all sense of
self-consciousness. Your attention is so totally immersed
and involved in what you are doing that time seems to stand
still. You become utterly lost in the present. During such a
time all about you becomes timeless, self-less. You lose your
sense of place entirely while you feel totally alive and full
of vibrant energy. So, not only do you develop a better un-
derstanding and empathy for the great composers by ex-
periencing what they have experienced through the creative
process of personal composition, you will also experience
what feels like an actual time warp!

Trust me, you can do this. (“You'll figure out a way.
You always do!”) Go ahead and give yourself a controlled
and conscientious attempt at the creative process. You are
the one who is bound to benefit, and, ultimately, you are all
you've got to work with.

At this point I can imagine a possible argument against
the idea of musical creativity for all of us. We all know what
great musical literature is when we hear it, and we all know
that there are finely composed etudes and exercises already
available, so why should we feel committed to write ones
that probably won't be as good? What need is there for us
to compose an original cadenza when we could easily copy
our favorite one off a CD? Who needs more chamber music
when Mozart and Brahms, among others, have already
written such great music for us? These are important ques-
tions, but only if we are considering merely the product
and its importance to the history of our instrument.

Consider this thought. If you were to create some new
etudes, or a cadenza, or perhaps a solo for your instrument,
who do you think would pay all that much attention to the
details of your endeavors? In fact, such creative activities
would initially be just between you and you. If you were to
begin to experience the creative process through an origi-
nal composition that you would write in the privacy of your
own space, who in fact would notice? Probably no one,
unless you decided to share it with others. It is the process
of doing that I am advocating. Do it for yourself. Compose
it only for yourself—that’s really good enough. It’'s what
you experience that’s important. It’s what you learn from
thinking about what you’ve done that is the first reward.
It’s what you learn from thinking about how your creative
experience relates to the next new work you plan to per-
form that becomes your next reward. You are all you've got
to work with, so work enthusiastically and optimistically
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on developing all of your untapped creative musical tal-
ents.

To paraphrase my favorite thinker, Ralph Waldo
Emerson: “There comes a time in everyone’s life when they
arrive at the conviction that they must take themselves, for
better or worse, as their only portion; that nothing good
can come to them but through their own toil bestowed on
that plot of ground which is given to them to till.” I inter-
pret this to mean that we must work on what we have to
work with, or we will wake up one day and find our own
personal “plot of ground” to be all dried up.

What

Now it is time to get more specific about what, exactly
what we can do to take this all-important and expanding
turn toward a more creative work ethic and a more cre-
ative musical life. During the past few years, I have made
assignments to my students that address many of these
ideas. Each has had as its ultimate goal an act of creative
thinking. Of all these assignments, the least frightening was
writing original cadenzas. It probably seemed most like a
common theory assignment for which the limitations were
all laid out, and the traditions surrounding the specifics
are rather well known. However, cadenza writing is a great
place to start to develop a sense of confidence in one’s own
potential compositional capacities.

It is useful
to relate the
writing of a ca-
denza to the six

All art, literature, and

true and lasting music stages of the cre-
; : . ative process.
is autobiograpnical. Begin with iderr-
tifying the prob-

lem: the need for

a cadenza that
best represents our own capabilities and our musical feel-
ings about the pre-existing piece. Then begin preparations
(stage two) by studying the traditions of cadenza writing
and performance practice at the time of the piece’s compo-
sition. In Mozart, for instance, a cadenza serves to orna-
ment the fermata near the end of the movement that then
leads into the final coda. It should sound improvised
(though it usually isn’t). It should take into account what
Mozart wrote harmonically, thythmically, and melodically
for both the solo voice and the orchestra. The limitations of
the solo instrument of that period should also be consid-
ered as a matter of taste and artistic unity. This original ca-
denza should take on a harmonic, melodic, and technical
shape of its own design, a mini-composition in its own right,
without distracting from the actual piece.

These points, among others, should be part of the prepa-
rations. As a means to this end, many of my students ex-
tracted into notation each individual motive from the entire
movement and began to work out their cadenzas as if they
were puzzles, by rearranging the ideas into clever and new
orderings. This method often required originally composed
transitions to link the “puzzle pieces” together and make
the overall cadenza more successful. Such a project certainly
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sets a stage for some creative musical arranging, if not ac-
tual original composing. However, working with the themes
of a master like Mozart can be, and apparently was, rather
intimidating for some of my students. It was obvious thata
number of them were still in that third stage of the creative
process, the one called frustration, while they were pre-
senting their cadenzas to the class. They waited too long to
get started. They apparently hadn’t fully understood the
magnitude of the full creative process. Perhaps they had
thought it would be more like the numerous assignments
which so often f{ill up their academic lives, those which re-
quire little or no original thought.

Making full use of the creative process in its complete
six-part design requires an extensive amount of time and
thought, even when applied to the creation of a rather short,
derivative cadenza. After the difficult and tedious exercise
of organizing your ideas, you should let it sit, come back to
it now and then, and edit as it comes to you. Your subcon-
scious will work for you if you have planted the right in-
formation and if you continue to care. When the appropriate
amount of time has passed and the incubation period is
over, it will all fall together and you will ideally be able to
say to yourself: “this is just right. I really enjoy playing my
own cadenza and am proud to perform it in the context of
a Mozart concerto. It may not be as grand as Mozart’s mu-
sic, but it is as well as I can do right now.” When you can
say all of those things then the cadenza is done. You prob-
ably will be proud of what you’ve done, and you certainly
will understand the concerto, its style, and its compositional
design much better than before you had worked creatively
within it. You will have actually shared some themes with
Mozart himself. That’s the beginnings of true empathy.

Another assignment was a little more abstract and per-
sonal and thus required more of the students at the first
level of the process. They were encouraged to create some
derivative etudes. I defined this exercise as the creation of
a series of progressive studies built upon the specific diffi-
culties and requirements of a pre-existing work of music. I
wanted them to identify a problem spot in a solo, chamber,
or orchestral piece that had been frustrating them for a
while. I asked them to then sit for a long time and ponder
the root or roots of the difficulty. Were the problems techni-
cal, artistic, or conceptual? What personal playing weak-
nesses might be contributing to the problem? What have
they always assumed about this particular problem; now
turn that around, or inside out. Question all previous as-
sumptions. Try to look at it for the first time all over again.
I encouraged them to write down their thoughts and re-
read them over and over in the following days. After such
a thorough and creative identification has occurred, then
begin to decide what can be extracted from the original piece
and modified or developed; what could be used to make
an effective set of exercises that, when practiced frequently,
would help to solve the need.

During this preparation period, modify the exercises
while the practicing continues, improving on the studies
as if a book of exercises with one’s own name on it was
being prepared for future publication. After having spenta
period of time with these exercises, I suggested that they
return to the original piece and consider thoroughly its



musical content. Then return to the content of their own
original exercises and develop those materials into a more
complete, extended etude of greater musical substance. This
is not as easy to do, so here is where one might possibly
experience frustration. However, after an incubation pe-
riod has occurred and the musical etude has been created
and the student has actually played through it and the ex-
ercises many times, then return to the original piece, and
its problem spots should seem much more familiar and
much easier to perform. That was certainly the plan,

and it worked, especially for those who spent the

Do you value casual conversation with your friends?
Do you enjoy taking a walk with nowhere in mind to go?
Do you enjoy telling and hearing stories? If you answered
yes to any of these questions, then as a second stage for
developing your improvising skills, invite to your practice
room one of your musical friends and start to take “a walk”
nowhere in particular through your instruments. Enter into
musical conversations about nothing special. Make up some
sounds to, with, and for each other. Respond musically to

time and energy appropriate for sincere, personal
growth. Because of this creative and thought-pro-
voking exercise, each of the students had a much
greater understanding of the piece in question and
the composer’s intentions. They also seemed to have
discovered some new tools for improvement that

Cadeniza writing is a great place to start to

develop a sense of confidence in one's own

potential compositional capacities.

might be needed next time in a similar situation.

There was also the sense of accomplishment in
knowing that one can, alone, solve problems with a bit of
creative thinking and persistence.

Now, what about creating our own personal music
through improvisation? How does that work? What should
be done? My suggestion is simple and to the point: Start!
Put your horn to your face and just do it! Do something
that is not found on a piece of music somewhere. Give your-
self permission to try something new. Go to a quiet room
away from everyone, turn off the lights, sit back in a chair,
and spill your soul into your horn. Don't be afraid of any-
thing, expect nothing in particular, enjoy what happens for
a while, and then stop when you start to get bored. Don’t
stop when you simply get frustrated; wait until you are
truly bored. Do come back again soon and improvise some
more, trying out new ideas, or maybe redo some of the old
ideas from before if they still come to your mind. By doing
this, you will get to know your way around your instru-
ment much better. While you improvise, notice what moods
you go through and then, more important, how you choose
to turn those feelings into sound. After it begins to feel more
natural, bring in a tape recorder, turn it on and forget about
it. Just let it run. If, after a session, you remember having
had an especially good time, listen to the tape for a while.
If what you improvised seems to have lasting appeal for
you, notate its contents on a piece of manuscript paper—or
not.

There is really nothing wrong with letting your origi-
nal ideas last only as long as they last. That’s the way it is
with the vast majority of the music of the world. Songs and
chants from around the world are rendered, often impro-
vised, for all sorts of reasons and left only to the memories
of those who were there. However, our commercial as well
as our academic cultures seem to demand that we docu-
ment and collect every possible event for posterity, pos-
sible research projects, or profit. Consequently, most of us
have been conditioned to accept that value system. We feel
compelled to collect tapes of all that we do as performers
so that those moments “will last forever.” This attitude helps
to make the act of improvisation seem less important, of a
lesser value, or of no true lasting value at all. It’s here and
then it’s gone.
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each other’s ideas and sounds and moods of seriousness
and silliness. Share your stories through abstract sounds.
Loosen up. This could also be done with a larger group of
compatible friends. However, start with only one or two.
Let it grow gradually. Keep it simple so you can focus on
your own comfort factor and your own creative spirit. Such
experiences can be life changing and thus don’t need to be
captured on tape.

If composition is important to you, some of these im-
provisations could easily become the catalysts for new com-
positions. If you do find yourself repeating a particular
melody or rthythm incessantly, perhaps you should tape it
and transcribe it onto manuscript. It must be important to
you for some reason, especially if you can’t get it out of
your mind. It could be the germ of a fine new composition.
To notate it will also help you to get it on the table so that
you can consciously develop it, or so that you can simply
save it and move on to other ideas, coming back to it later.
Perhaps that particular idea, once clarified, will incubate
in your subconscious for a while, eventually to illuminate
a future “masterpiece.”

I would like next to discuss in more detail the ultimate
creative experience for us classically trained musicians—
what it is like to compose your own music from ground
zero. First let me share a couple of ideas as to why this par-
ticular musical activity is at once both compelling and re-
pelling to so many of us. What might be at the root of the
fear and anxiety that accompanies original composition?
One thought suggests that such an activity invades our
privacy. It pierces our armor. It potentially reveals too much
about you and what you think, and what you feel, and who
you are, and what you have experienced, and what you
know, and what you have to say, and how you find your-
self saying it. True, honest, original composition is all about
us, and digging deep down inside the one we should know
best, and the one we are most responsible to protect from
all dangers, including the invasion of privacy. When we
put it that way, original composition holds some pretty ex-
citing possibilities for self discovery, too. At these earlier
stages in our expanding creative activities, we must remem-
ber to objectify and ask ourselves over and over again, “Who
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is really paying all that much attention to my attempts at
composition? Who else really cares enough to listen so care-
fully that they might actually be able to psychoanalyze my
deepest thoughts and feelings?” Do not forget that this is
all about you working with and for you. All of this should
also help to eliminate the more obvious fear of creating
something that is inferior to what we know as great music.
It is the activity, not the product, that counts for us as seri-
ous and complete students of music. Worry about the crit-
ics after you start getting commissions from the major
orchestras of the world—or not.

Original composition does, however, require a certain
optimism, a certain sense that you can solve your own prob-
lems, that you can rely on your own abilities, that you can
trust your instincts and intelligence. So don’t forget that all
of these requirements can be learned and developed along
with your conscious effort just to do it. If it turns out in the
end that a particular composition isn’t all that you might
have hoped it would be, just don’t tell anybody. But do try
again!

How does one start? This is the most challenging and
unique part of creating a new piece of music. The way music
and musical tastes have been going in these last few de-
cades, almost anything that organizes sound has been con-
sidered music. That's
just too many choices!

or on the piano? Keep trying. Keep listening to your
thoughts.

After a while you could search out that poetry you were
thinking about and just read for a while. Or you could go
outside and look for that very hawk you’ve been imagin-
ing. If you find a special poem that gives you the feelings
you’ve had watching that hawk, that symbol of unbridled
freedom, that creature whose abilities you might envy in
some way, then maybe you should write a piece for voice
based on that particular poem. With this decision made,
you must then begin to think about song and singing and
all that that requires. You have identified and next you must
prepare. Live with the words of the poem. Read them over
and over for rhythm, sound, texture, and meaning. Read
about hawks. Watch them move and sit silently. When any-
thing grabs you, even faintly, write it down or play it into a
tape recorder. Sing through your thoughts. This is when
the fun begins, when one thing leads into another and you
begin to feel the flow! The flow of ideas comes and goes
just like the hawk on the wind, everything begins to re-
mind you of a hawk, you see hawks everywhere, and you
become submerged and maybe even a little obsessed within
your own creative spirit. You might develop envy for this
wild and beautiful creature.

This all sounds
quite romantic,

When I assigned my
students to write a
piece of music, with ev-
ery aspect about it be-
ing their choice, many
of them found this mo-
ment of identification to
be the most difficult

Live with composer problems for a while and
your depthn of understanding and empathy for
other composers will inevitably come through
your own performances as communication.

doesn’t it? That’s be-
cause it is. “Romantic”
is good, especially if it
has developed from
something that you
have realized you feel
strongly about. It is
actually quite thrill-

part. They had no clue
what to do. After they
relaxed a little and started to forgive me for making such
an outrageous assignment, many of them found themselves
writing pieces which grew from within their own experi-
ences. That's a great place to start! Look inside yourself,
not outside like we normally do for answers. All art, litera-
ture, and true and lasting music is autobiographical. It can’t
help but be. You can only know yourself. Your experiences
are you, they are unique to you, you are like no one else. So
when you tap into your own personal biography with your
own personal creative spirit, chances are you might have
something unique to say.

Start with the smallest of ideas. Something you love is
a great place to begin. Let’s say you love being outdoors.
How does that make you feel? Get into that feeling, that
mood. Does this bring with it visual images, or does it rec-
reate sounds in your memory? Go to your own instrument
or to a piano and just begin to doodle around. Make some
appropriate sounds. Was there ever a poem that made you
feel as if you were experiencing the outdoors? What in par-
ticular do you enjoy most about being in touch with na-
ture? Is it watching the birds? Seeing a hawk circling on the
wind? What does a hawk circling on the wind sound like
in your imagination? Can you find it on your instrument
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ing. That very set of
‘ experiences [ have just
described was much like the beginnings of what has be-
came my most recent composition, “A Place for Hawks”
for Mezzo Soprano, Horn, and String Orchestra, which was
premiered on March 2, 1996 in Madison, Wisconsin. By in-
cluding the horn in this piece I was able to fly like thathawk
along with the singer. The whole experience caused me to
feel musical nuances I have never felt before on my horn,
because I created those moments to be that way. It helped
me connect both my playing and my writing with a won-
derful Wisconsin poet whom I admire, primarily because I
have lived within his poetry. This new compositional ex-
perience has given me a much greater appreciation for and
understanding of melody and words and the possibilities
of vocal timbre. I have also thought more about the prob-
lems of string players, their bowings and finger patterns,
and their potential for lushness and harmonic flow.

In other words, I, as the performer, experienced the full
gamut of intentions of the composer, because in this case I
was the composer. This is the most important reason I can
think of for each and every one of us who loves to perform
other people’s music to begin to dabble in composition. Live
with composer problems for a while and your depth of
understanding and empathy for other composers will in-



evitably come through your own performances as commu-
nication.

You are what you think. So, what do you think? Every-
thing we know has come only from our thoughts about our
own personal experiences. We simply can’t know anything
else. That’s good! That’s good enough! That’s as good as it
is going to get!

So if you want to be a more well-rounded or a more
complete musician, be sure to use the greatest power you
have, that wonderful power of thought, to look at music
from the inside out and the outside in.

Use your creative spirit to carry you into new ways of
seeing and hearing what music really means—to you. Let
that spirit, that creative spirit, carry you like the wind car-
ries the hawk.

I will conclude with another look at the title: “So, What
Do You Think?” Have I said it all? Of course not! It’s up to
you to finish what has started here. The bulk of this article,
this literary composition, has centered around the three
main words: what and you and think. What have I left out?
Do So! So Do What You Think. Create your own thoughts,
collect them, combine them, trust them, allow them to in-
cubate for a while, then let them flow through your music,
creating new and wonderful places for your mind and your
heart to be.
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Reading List on Creativity and Music

Berliner, Paul E. Thinking in Jazz, the Infinite Art of Improvisa-
tion. University of Chicago Press, 1994.
How musicians learn to improvise. The rigorous prac-
tice and thought, and the complexities of “composing
in the moment.”

Csikszentmihalyi, Mihaly. Flow, the Psychology of Optimal
Experience. Harper Perennial, 1990.
A study of the states of “optimal experience.” Flow—a
state of concentration so focused that it amounts to ab-
solute absorption in an activity.

Copland, Aaron. Music and Imagination. Harvard Univer-
sity Press, 1980.
The six Charles Eliot Norton lectures consisting of a
“rather free improvisation on the general theme imagi-
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nation plays in the art of music” for the listener, inter-
preter, and creator; also the manifestations of that imagi-
native mind.

Gardner, Howard. Creating Minds. Basic Books, 1993.
“An anatomy of creativity as seen through the lives of
Freud, Einstein, Picasso, Stravinsky, Eliot, Graham, and
Gandhi.” Creative lives that shaped modern culture.

Gardner, Howard. Art Mind and Brain, a Cognitive Approach
to Creativity. Basic Books, 1982.
Explores all aspects of creativity from a child’s song
through a Mozart symphony, drawn from developmen-
tal, cognitive, and neuro psychology, as well as phi-
losophy.

Gioia, Ted. The Imperfect Art. Oxford University Press, 1988.
A wide ranging aesthetic discussion on the art of jazz
and improvisation as viewed within the full cultural
environment of the twentieth century. Imperfection as
Art.

Goleman, Daniel, Paul Kaufman, and Michael Ray. The Cre-
ative Spirit. Penguin Books, 1992.
A companion book to the PBS television series; dis-
cusses how “creativity can be cultivated by anyone.”
Includes a series of practical exercises.

Hamel, Peter Michael. Through Music to the Self. Element
Books, 1976.
An expansive view of world music and its natural laws
and seemingly magical properties, by an active Ger-
man composer, sociologist, and psychologist.

Perkins, D. N. The Mind’s Best Work. Harvard University
Press, 1981.
An exploration of the creative process in the arts, sci-
ences, and everyday life, including creative episodes
of Beethoven, Mozart, Picasso, and others.

Portney Chase, Mildred. Improvisation, Music from the In-
side Out. Creative Arts Book Company, 1988.
Anidea-filled and inspirational book based “on the con-
viction that we are all born with the ability to impro-
vise.”

Ristad, Eloise. A Soprano on Her Head. Real People Press,
1982.
“Right-side-up reflections on life and other perfor-
mances.” A somewhat seriously funny and imagina-
tive approach to the solving of performance problems
by a very creative teacher and a delightful personality.

Storr, Anthony. Music and the Mind. The Free Press, 1992.
How and why music evokes emotions in the listeners.
The psychology of the creative process and the healing
powers of the Arts.
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WIND MUSIC PUBLICATIONS

The Art of Brass Playing—by Philip Farkas .........c.cccooeiivmmeeeecriiicee e $15.00
A Practical Guide to French Horn Playing—by Milan Yancich ..........cccccocnennien. $20.00
Method for French Horn—Volume | and Volume ll—by Milan Yancich ...... each $ 5.00
The Art of Musicianship—by Philip Farkas .........ccccceevvvmrvienve s see s ses e, $10.00
Grand Theoretical and Practical Method for the Valve Horn

by Joseph Schantl ..o $15.00
Etudes for Modern Valve Horn—by Felix de Grave ...........cocceeevevevcveviiciecreccnen, $15.00
KING HOMN-SCAUIE.......c.eeieeeeceeecee ettt er et e sv e ba e e $15.00
Thirty Etudes for Horn—by A. Cugnot.........ccccoeeirirnieece e $ 5.00
An lllustrated Method for French Horn Playing—

by William C. Robinson—Edited by Philip Farkas..........cccccoeeevviiniinennnnne, $ 3.00
An lllustrated Advance Method for French Horn Playing—

by William C. Robinson—Edited by Philip Farkas........c.ccococeoeiccnnnnnnnnnne. $ 4.00
A Photo Study of 40 Virtuoso Horn Players’ Embouchures—

DY Philip Farkas ..........ccocoeoiiiiiiinerecest ettt s $10.00
90 Etudes for Horn—Complete KOPPrasch ...........ccceeceeeceiieeneesciin e $15.00

Four Mozart Horn Concertos with Simplified Piano Accompaniment

Arranged by Otakar Tverdy—Edited by Milan Yancich ...............c.ccccoe..n. $20.00
Fifteen Solos for French Horn with Piano Accompaniment

Arranged and Edited by Milan Yancich ..., $15.00
Grand Duets for HOrns—by J. BIANC ........cccooveevivriereeee e e e see e $ 450
Thirty Duets for Horns—by J.J. KeNN........ocveviiviiiiniiniinccicne $ 4.00
Six Duets for Two Horns—by H. KOhler ..........ccocceiiriiiiiiniiceccenvienienic e, $ 2.00
8 Artistic Brass Sextets—by Philip Palmer

Edited by Philip Farkas........cc.ccoco i $ 9.00
Three Trios for Piano, Horn and Bassoon/Oboe/Clarinet—by H. Molbe ................ $10.00
Duets for Two Flutes from the Piano Works of Scarlatti

Edited by JOSeph Mari@no ............ccveiireineriecntenrentre s $ 475
The “Complete First Clarinet Parts to Johannes Brahms’

Major Orchestral WOrKS” ... ..ottt et $10.00

The “Complete First Horn Parts to Johannes Brahms’

Major Orchestral WOrkS”......c..oooeiiiieieeceeceeteeeie et eeee st e esne s e $15.00
The “Complete First Horn Parts to Peter |. Tchaikowsky’s

Major Orchestral WOrkS”.........cocco ittt e $15.00
The “Complete First Horn Parts to Richard Strauss’ Tone Poems”........................ $15.00
The “Complete First Horn Parts to Mahler’'s Symphonies 1-6”............c.cccccevnneenne. $15.00

A Practical Guide to French Horn Playing Sound Recording

Performed and Narrated by Milan Yancich, 4-record Album .......c.c.ccc..coveeen. $25.00
Fifteen Solos for French Horn with Piano Accompaniment,

Milan Yancich, French Horn; Edwin McArthur, Piano - cassette.................... $ 8.50
Fifteen Trios with Horn Galore! 2-cassette Album,

Milan Yancich, French HOM ... ecerenecer e $18.00

FRENCH HORN :
MOUTHPIEGES WIND MUSIC * INC.
$35.00 153 Highland Parkway

Rochester, New York 14620

Postage Fees: Add $1.75 for first item ordered. Add $ .50 for each additional item. Record Postage Fees: Add $2.00 for Postage
and Handling / Foreign orders add $3.00. Add $3.00 for Practical Guide to French Horn Playing Sound Recording / Foreign orders
add $5.00. New York State Residents add 8% sales tax.
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Duos for Horn and Sfring
Quartet, by George Perle

David Jolley

There is a small miracle happening in Shelbyville,
Michigan, and it is called the Fontana Concert Society. Ac-
tually, the miracle began in 1969 when Neill Sanders—a
well-known and beloved figure to many Horn Call read-
ers—came to teach at Western Michigan University in
Kalamazoo. He had already enjoyed a distinguished career
in London, playing with Dennis Brain in the Philharmonia
Orchestra, as well as principal horn in the London Philhar-
monic and co-principal horn in the BBC Symphony. He also
was a member of the Melos Ensemble, one of England'’s
premier chamber groups, which performed and recorded
prolifically in the late 1950s and "60s.

When he came to Kalamazoo, Neill Sanders no doubt
looked around and said, “what this place needs is a music
society, a festival where people can hear old masterworks
of chamber music and be challenged by new ones, in a set-
ting that is not stuffy, where performers and listeners can
enjoy music and one another in a free and easy way.” No
doubt he thought this, for it is exactly what he and his wife,
visual artist Ann Meade, brought into being: the Fontana
Concert Society, to perform at the Shelbyville Art Empo-
rium, an art gallery fashioned out of a hundred-year-old
general store.

The miracle is now not just the fine concerts given by a
thriving, dynamic concert society—supported by an alert,
almost militant audience of avid music lovers—or the beau-
tiful art which adorns the walls of the gallery, though these
are wonders, too. The current miracle is the way in which
the patrons and supporters of Fontana have chosen to honor
Neill’'s memory: “The Neill Fund.” Monies from the Neill
Fund are to be used for the commissioning of chamber
works that include horn, and on July 29, 1996, in Shelbyville,
we gave the premiére of one of the fruits of the fund’s
bounty: Duos for Horn and String Quartet by George Perle,
distinguished composer and theorist, winner of both the
Pulitzer and MacArthur prizes. Mr. Perle’s work, commis-
sioned jointly by Fontana and the Chamber Music Society
of Lincoln Center (it will receive its New York premieére in
November), is beautiful and challenging; a study in light
and shade, by turns witty and somber, intimate or gruff,
and all most characteristically Perle-ian with its elusive,
delicious shifts of mood and character. It was given a thrill-
ing premier performance by Fontana artists Nicolas
Danielson and Katherine Votapek, violins; Erika Eckert,
viola; and Karen Buranskas, cello; with myself joining in
on horn. “Duos” is clearly masterwork, ready to take con-
fidently its place beside works by Mozart and Brahms,
Harbison and Ligeti.

Another miracle would be if we all followed Fontana’s
lead and commissioned works for horn, or let’s say “got
pieces written.” Because it doesn’t always take money. Ask
a composer friend. If you are a student, ask a composition
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George Perle at the premiére of “Duos”

major you know. Of course, it’s nice to be able to offer
money, but it is not always possible, and we shouldn't let
that stop us. You never know when you're helping a com-
poser to the next stage (where they might get paid) with
performances, exposure, etc. A little “chutzpah” helps.
Where would we be if Brain had not asked Britten for the
Serenade? Where would we be if Leutgeb had not pestered
Mozart for pieces? Sometimes we are too modest. Com-
missioning new music is everyone’s job. Don't leave it to
others. Then, what a flood of new works we would have to
play. We would all be stretched, challenged, and refreshed.
So there is joy in Shelbyville. Neill Sanders is lovingly
remembered, his life and legacy celebrated with fine mu-
sic. And there will be many fine pieces we all shall enjoy
over the years and into the future as the project unfolds.
Fontana has found the most generous way possible to honor
Neill and we all are beneficiaries of their regard. Not a small
miracle after all, really, but quite a magnificent one.

David Jolley has commissioned works by Bruce Adolph,
Vivian Fine, John Harbison, Akmal Parwez, George Perle, and
Ellen Zwilich. In recent seasons he has appeared as soloist with
the Detroit, Memphis, Oklahoma City, Phoenix, and Rochester
Symphony Orchestras. His latest CD, Villanelle, is reviewed in
this issue of the Horn Call. Mr. Jolley is on the faculties of the
Manhattan School of Music, the Mannes College of Music, the
Hartt School, and was recently appointed Visiting Associate Pro-
fessor of Horn at Queens College-CUNY.

Editor’s Note—There is always electricity in the air when
an important new work is about to be premiered, and this was
certainly the case at the premiére of George Perle’s Duos for Horn
and String Quartet. The “warm-up” piece for the evening was
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Mozart's Quintet in E-flat, K. 407. Mr. Jolley negotiated this
challenging work with almost disarming ease, projecting a light,
supple tone that, combined with his uncanny accuracy and bril-
liant facility, belied common perceptions as to the difficulty of
playing the horn. So it was also with the Perle. Duos is not a
work to be casually thrown together. The Fontana Ensemble, fa-
mous (some would say no-

as a composer, Perle’s music is often perceived as being highly
intellectual and cerebral. While these aspects no doubt were in-
portant in the compositional process for “Duos,” they are not
apparent to the listener. “Duos” is expressive yet not sentimen-
tal; logical yet never predictable; intellectual but never dry; ex-
hausting but invigorating; full of variety and change yet also
seamless and totally inte-
grated. The work is sectional

torious) for never risking a
stale performance by over-
rehearsing, devoted over
nine hours of rehearsal to
this work during the week of
the premiere, much of it in
the presence of the composer.
This extra effort was amply
rewarded with a spectacular
performance. From the
listener’s point of view, the
difficulty of the work lies not
so much with the demands
of individual parts (although
challenges abound here as
well) as with fitting all the
parts together into a seam-
less ensemble. “Duios” may
be heard as a sonata for two
instruments: a horn and a
string quartet, because the
string writing is very much
as a unit, and strings and horn are equal partners throughout.
George Perle was highly influenced by Schoenberg, Berg, and
Webern, and serial technique has remained an important part of
his compositional language. An academician and theorist as well

The premiére of George Perle’s “Duos.” L to R: Nicolas Danielson,
Kathryn Votapek, David Jolley, Karen Buranskas, Erika Eckert

within a single movement. |
found myself held spellbound
throughout the work, and
upon checking my watch at
the end was surprised that it
had lasted over eighteen min-
utes—time had ceased to ex-
ist during the performance.
It is a work that probably will
not be performed as often as
it deserves, because while it
is marvelously effective, it is
also extremely challenging
from an ensemble point of
view. I hope many chamber
groups will accept its chal-
lenge and put the time and
effort into preparing the
work that the Fontana En-
semble and David Jolley gave
it, because “Duos"” is well
worth the effort. Congratulations to George Perle, David Jolley,
and the Fontana Concert Society.

sgese.

/7

destiny."—Eugene Rittich

funds) to:

C. Cerminaro

300 Queen Anne Ave., N.
Suite 649

Seattle, WA 98109-4599 USA

The Greater Glory

performance and the art of horn playing

by

John Cerminaro

“The most profound text on horn playing or performing | have ever read."—

“Especially marvelous chapters on the New York school, how to take an audition, and conquering emotional
obstacles, all written in brilliant style."—James Chambers

“Filled with insight that reveals to every aspiring artist the real reasons they are compelled to pursue their

For a personally autographed copy of the original manuscript send $47.50 in check or money order (U.S.

)

Philip Farkas

A
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At the San Francisco Conservatory,
we have a faculty for great music.

Horn students
come to the San
Francisco Conserva-
tory of Music for
several reasons:

* One-on-one study with
exceptional faculty. Horn
faculty members possess
diverse experience playing
all positions of the orches-
tral horn section.

* The size of the horn
studio. We accept a limited
number of horn students to
allow individual attention
for each student. Horn
students have ample
opportunities to play often
in ensembles, including the
Conservatory Orchestra,
Brass Ensemble, chamber
groups and in student
recitals.

* Additional performance
opportunities outside the
Conservatory in numerous
regional orchestras and
other ensembles.

* The offerings of one of the
world’s most varied and
exciting cultural centers.
Performing arts include San
Francisco’s world-class
symphony, opera and ballet,
as well as the full range of
avant-garde music, dance,
theater and performance art.

Offering the Master of Music, Bachelor of Music,
and Music Diploma. Founded 1917.

Colin Murdoch, President. Deborah Berman, Dean.
An Affirmative Action/Equal Opportunity Employer

Horn Faculty

Bruce Roberts

Assistant principal born with the San Francisco Symphony
and principal horn with the California Symphony since
1988, Bruce Roberts is also horn section coach for the San
Francisco Sy.iﬁp)';w{r Youth Orchestra. He was :?_frﬁm.*ding
member of the Mexico City Philharmonic, and subse-
quently performed with the Utah Symphony for seven
years. Mr. Roberts attended California State University
at Northridge and California Institute of the Arts. He stud-
ied with Ralph Pyle, Lawrence Christianson, Fred Fox, and
Wendell Hoss.

Jonathan Ring

San Francisco Symphony hornist Jonathan Ring joined
the orchestra in 1991 after holding positions in the Co-
Lumbus Symphony and the Fort Wayne Philbarmonic. In
addition to teaching at the Conservatory, My. Ring also
teaches at California State University at Hayward, and
is a founding member of The Bay Brass. Mr. Ring earned
his B.M. in 1983 from Northwestern University, where
he studied with Dale Clevenger. He also studied with Robert
Firies at the Oberlin Conservatory and with Jerry Peel.

For more information, contact

Office of Student Services

1201 Ortega Street, San Francisco, CA 94122-4498
Phone (415) 759-3431 Fax (415) 759-3499
e-mail: jgordon@sirius.com

web site: hepi/fwww.sfem.edu

Bruce Roberts (left) and Jonathan Ring (right)

San Francisco Conservatory of Music
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AUDITIONS

New York Audition Dates
FACULTY
January 7, 1997
Ranier Delntinis Wind/Brass Repertory Murch_}. 4.3,6,7, I?()?
et o Ensembles May 27, 28, 29, 30, 1997
P|"|‘ -“ 4 August 1997 dates to be announced.
hilip Myers
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or additional information
Ensemble-in-Residence Program .
te or call
Areopagitica W.rl e, .r “ :

Chtis Gelkker: Tamiiai Lisa Crissman Wright £
D-l\'i:;i Tolley J}"J"I’Jff'f? Heira Programs of Study Director of Admissions s
Pt Tavlor. Tomhowe Masrerof Music Mannes College of Music 5
g Bachelor of Music 150 West 85th Street g
Bachelor of Science New York, N.Y. 10024 *:;
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Professional Studies
Certificate

Scholarships are
available.

Dormitory rooms
are available.

¥ New School for Social Research

MASTER CLASSES WITH DISTINGUISHED ARTISTS
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Norman Schweikert:
A Profile

Tim Gregg

Editor’s note—At its annual meeting last summer at the
28th International Workshop in Eugene, Oregon, the IHS Advi-
sory Council elected Norman Schweikert to Honorary Member-
ship in the [HS. Congratulations to this distinguished colleague.

In February, 1994, while attending a post-recital recep-
tion, I asked Barry Tuckwell about my former teacher,
Norman Schweikert, and his involvement in the formative
years of the IHS. His succinct response: “Without Norman
Schweikert there would be no International Horn Society,”
made me realize how little I knew about the crucial behind-
the-scenes activities of this modest man during the early
days of the organization. A look through the “Horn Call
Index 1971-1995" gives an indication of a portion of his
critical initial support: ten articles in the first two volumes
of the Horn Call were written by Norman Schweikert. There
is, of course, much more to the story than that.

Born in 1937 in Los Angeles, Mr. Schweikert studied at
the Eastman School of Music while a member of the Roch-
ester Philharmonic. He spent three years as a member of
the United States Military Academy Band at West Point,
and he later joined the faculty of the Interlochen Arts Acad-
emy at the request of the late Thor Johnson. In 1971 he joined
the Chicago Symphony as assistant principal and has
played second horn in that section for the past twenty years.
Mr. Schweikert is an Associate Professor at Northwestern
University, where he has served on the faculty for twenty-
three years. For more than thirty years he has been involved
in research on the history of horn playing in the United
States, is currently working on an bio-bibliographical in-
dex of symphony and opera musicians in the major U.S.
organizations from 1842 to 1992, and additionally, a biog-
raphy of the nineteenth / twentieth century Bavarian-Ameri-
can horn players Josef and Xaver Reiter. He has been
married for thirty-four years to Sally, a professional mem-
ber of the Chicago Symphony Chorus (soprano) whom he
met at Eastman, and they have a son, Eric, who is principal
timpanist of the Fort Wayne Philharmonic Orchestra. I
spoke with Norman at his home in Lake Forest, Illinois, on
May 19, 1995.

Tim Gregg: Could you tell me a bit about your early
life in Los Angeles?

Norman Schweikert: My parents were both amateur
musicians (mother a pianist and father a violinist), and I
was taken to concerts and recitals starting at an early age
all over Los Angeles. I developed very early a desire to do
something in the arts, started piano lessons at age six and
then gravitated to the violin, since I wanted to play in an
orchestra. I then discovered the horn on my own. I think it
was a very good route to take, starting with those instru-
ments. When I got to the horn, music I knew. I just needed
to learn how to blow!

39

Norman Schweikert. Photo courtesy of the Chicago
Symphony Orchestra

TG: With whom did you study in L.A.?

NS: Ibegan with an elderly Italian gentleman, Odolindo
Perissi. He was the fourth horn in the Philharmonic (his
son Richard is a well-known studio player). I used to go to
his old house in downtown Los Angeles for my weekly les-
son. After he became ill I went to the first horn player,
Sinclair Lott, who had studied with Perissi years before,
and he gave me a very good grounding. I had an opportu-
nity, still in high school, to play extra horn in the Philhar-
monic because of my association with him, and that was a
big thrill. I got to play eighth horn in The Rite of Spring with
Alfred Wallenstein conducting! Just a week or so later they
happened to be doing the Bruckner Seventh, and they got
a set of Wagner tuben from the New York Philharmonic,
and I was hired to play one of them. Wendell Hoss coached
the four of us before we put it together with the orchestra.
Mr. Lott also got me interested in the L.A. Horn Club, which
had just been formed, and I soon became a member. It was
great fun! I got to meet many of the great studio players of
the time, including Alfred Brain. I missed out on their first
recording, because I had just left town at that point. I was
just a kid in high school and it was so exciting to be around
all those great players. It was a marvelous time and place
to be growing up in music.

TG: You mentioned Wendell Hoss; I recall a very touch-
ing article you wrote for the Horn Call following his death
(THC XI:1).

NS: Yes, he was a very special man. Even though I never
studied with him, he was always there in so many ways
for all of us. His influence reached into many, many areas.

TG: What did you do after high school?

NS: I had planned to go to UCLA to continue studying
with Sinclair Lott, but my academic grades were not good
enough. So, I enrolled in L.A. City College in the fall of
1955 to get my grades up. And then word came to me that
they were looking for a fourth horn in Rochester, and that
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the Music Director, Erich Leinsdorf, was in town conduct-
ing the San Francisco Opera in Der Rosenkavalier and he was
going to hear horn players at his hotel room. I went and
played for him, and to my amazement only one other per-
son showed up to play. There wasn’t a lot of interest at that
time in a fourth horn position in Rochester! The other fel-
low, Henry Sigismonti, had more experience—he had
played a couple of seasons in New Orleans—so he wanted
more money. I, on the other hand, had no experience but
was a good enough player to be acceptable. So I was hired!
I was off to Rochester at age eighteen for my firstjob. Ididn't
care if it was fourth horn—I had my start in the music busi-
ness! I went to school then, starting the following February
at Eastman. It was very handy, fitting in classes around the
orchestra schedule, and I pecked away at my degree over
the next four or five years and finally got my Bachelor’s

Norman Schweikert, February, 1955, age 17, in his first set of
tails, just before his first perfromance with a major orchestra:
8th horn in The Rite of Spring, Los Angeles Philharmonic
Orchestra, Afred Wallenstein, conductor. Photo by his father,
Carl Schweikert

degree. I studied with Morris Secon until he left in 1959,
and I finished my studies with Verne Reynolds. Verne was
kind enough to write a piece for my senior recital, the
Partita, and we’ve kept up a close friendship ever since. In
1959 I moved from fourth to second horn. The second horn
(John Dobbs) wanted to take life a little easier, so he switched
jobs with me. So I joined Verne as his partner, and played
two years on second horn. Then Milan Yancich decided to
leave the orchestra. I auditioned for Ted Bloomfield (who
was then the Music Director) and moved to third. I only
spent a few weeks on third horn, and then the army got
me! So I had to leave everything, and went to West Point to
audition for Major William Schempf, who had done gradu-
ate work at Eastman. He accepted me, and I started there

The Horn Call/No. 27.1/November 1996

40

in March, 1962, getting out in the winter of 1964. I was anx-
ious to get back to my job! I played one more season in
Rochester before moving on to Interlochen. There was quite
alot of playing when Thor Johnson was there—touring with
the Chicago Little Symphony during school breaks, the
Peninsula Music Festival at Fish Creek in the summer, and
the resident woodwind quintet was very active at that time.
It was actually a move up—a better financial situation and
more variety of playing than in Rochester.

TG: You had five years at Interlochen, and then won
the assistant job in Chicago?

NS: To start with they had only one opening, and Tom
Howell won that out of our group of finalists. But another
position opened up, so they took Tom as associate princi-
pal and asked me if I would like to be assistant. I got that
news on New Year’s eve, and I can tell you we had a party
that night!

TG: I'll bet you did.

NS: So I started in June, 1971, and at the end of the
summer came the first European tour of the orchestra,
which was good timing! We went for six weeks to Europe.
It was the fulfillment of a dream for me.

TG:I seem to remember an article you wrote for the
Horn Call about that tour.

NS: Yes. “Horns Across the Sea” (THC I1:2) talks about
that tour from a horn player’s viewpoint—all the places
we visited, meeting with the Wiener Waldhornverein, all
the parties and so forth. Soon after joining the orchestra the
Konzertstiick was programmed. There were two veteran
players in the section—Frank Brouk and Joe Mourek—and
they didn’t want to participate, so that left the rest of us to
play it. I got to play fourth on that, and later we recorded it,
of course. We also got to do the first professional perfor-
mance of it in Japan while on tour in 1977. We had a day off
while in Sapporo, and flew to Tokyo where we played with
Ozawa and the New Japan Philharmonic that evening. The
reaction was unbelievable. The audience treated us like
“rock” stars afterward!

TG: You moved from assistant to second horn at some
point.

NS: Yes, after four years. I started that in the fall of 1975,
twenty years ago.

TG: How have things changed over those twenty years?

NS: The schedule is harder. We're playing more con-
certs; touring more. It does take its toll. The subscription
series has changed over time, with more concerts at night.
It's possible now to play the same program Thursday night,
Friday night, Saturday night, Sunday afternoon, and the
following Tuesday night. I used to have a lot more free time
than I do now. Of course, recordings have increased, too,
and a lot of those are done on days off, which fills up your
time. It can get complicated and very busy; but great fun,
most of it.

TG: When do you find time to do your historical re-
search?

NS: I can do quite a lot of work in town between re-
hearsals and performances. I find time here and there, but
it is difficult.

TG: Speaking of history, I assume that the late Philip
Farkas was one of those who got you involved in the orga-



nization of the IHS back in the early days. Did he also help
you with your research?

NS: I never did get down to visit him. He asked me to,
and at one point said, “You really should come down and
have a visit,” but I never did find the time. It was a big loss
in my life. But I did spend a little time in his studio at Indi-
ana University one time, went through his scrapbooks, and
found some things of interest to my research, so at least I
had that. And of course we talked on the phone from time
to time.

TG: He and Bill Robinson were the ones who came up
with the idea for the first International Workshop in 1969?

NS: Exactly.

TG: You attended that workshop, and after that was it
Mr. Robinson who contacted you and asked you to become
involved in forming the International Horn Society?

NS: I had let it be
known to him that I
would be interested in
helping out in any way
I could, since he was
asking for volunteers.
I had no idea he was
going to ask me to
chair the organizing
committee! Several
days after I arrived
back  home at
Interlochen the phone
rang. It was Bill, and he
asked me if I would
take on that responsi-
bility. So I said, “Why
not?” It would be an
adventure, certainly an
honor. I took it on and
started the ball rolling, | S—
writing letters to the N sV

T

.
i
h

thought of right away because he had an inclination for
history, was very erudite, and was a respected professional
in the horn world. He was very happy to do it, became our
first editor, and was responsible for putting out the first
Horn Call.

We committee members had a lot of correspondence
among us to make decisions on what to do to get this soci-
ety going: getting applications printed up and sent out,
advertising in music periodicals, getting the word out, you
know. I remember making a trip down to Kalamazoo, where
Neill Sanders was giving a clinic, and as part of his clinic [
made an announcement about the new Horn Society and
passed out applications. That was an early “blowing the
horn,” shall we say, of the new society. And from there, it
just snowballed. I opened a bank account and had a post
office box at the Interlochen Post Office. We quickly got
members from
many  different
countries, so even in
the first directory
you’ll see several
countries repre-
sented. We got a big
bunch from Finland,
I recall, through an
industrialist who
was a horn enthusi-
ast, Karl Pentti, who
sent in a check for
several different
memberships for
horn players there in
Helsinki.

TG: What were
your duties in the
early days?

NS: Well, 1 be-
came the first Secre-

rest of the committee
members so that we
could get a working
constitution and some
guidelines of how to
run the organization
and so forth. We actually had categories of members at first;
we had professional members, amateur members and what-
not, and in the very first directory I think there was even
some coding of that with numbers, but I'd have to look
back to see. That went by the boards after a while. The very
first person to join as we sent out our application forms
was John Barrows. We had, for a while, member numbers,
and he was number one! I jumped in and became number
two. He was a member of the committee, of course.

TG: Who else was on the organizing committee? Do
you remember?

NS: I can remember most of them. Wendell Hoss, of
course, and Barry Tuckwell, Bob Marsh, Bill Robinson, John
Barrows, myself—that’s six. There were nine of us. (Philip
Farkas, Lowell Shaw, and David Berry were the others.) At
this point we were looking for an editor. Harold Meek was

Jay Light, oboe. Photo by Wayne Brill

The Interlochen Arts Quintet on the school campus, 1969-70: Max Schoenfeld,
flute; Lewis Lipnick, bassoon; Norman Schweikert, horn; Fred Ormand, clarinet;
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tary-Treasurer, so
(except for putting
together the Horn
Call) T actually did
most of the work!

TG: And that
was in the pre-computer era, of course.

NS: Yes. this was 1970, you see. I believe the first issue
of the Horn Call came out in 1970. I did all the correspon-
dence with members, handled all the money, wrote the first
several newsletters, and did all the mailings, except for the
Horn Call. It really was a lot of work. As my wife says, I was
always down in the basement of that little Interlochen fac-
ulty house, tapping away on the typewriter, folding news-
letters and putting them in envelopes, putting on stamps.
It was really something. I wanted to get everything out
quickly, so that people wouldn’t lose interest. I sent all the
newsletters first class, just so they would get places quickly
and we would establish a good core of members. Later on,
they were able to get a bulk mailing rate, and things be-
came more efficient very quickly. But in those early days I
was the old manual labor guy, and I actually got a lot of joy
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out of it. But as soon as I joined the Chicago Symphony, I
could see that it was going to be too much time taken up,
so I resigned from the position at the workshop down in
Bloomington in 1972. I became a member of the Advisory
Council for the next four years, I believe, and kept in touch
that way. Those were turbulent years, because the two sec-
retary/ treasurers who followed me did not do a first-class
job, shall we say, and things really got into a sorry state. We
had a lot of emergency phone meetings and finally we got
Nancy Fako to step in and help us sort things out. It was a
black period in our history. Nancy got things back on track
and was very efficient in helping us pull things together.
From then on it’s gone very well.

TG: Reading through back issues of the Horn Call, par-
ticularly the earlier issues, there always seems to be an ar-
ticle popping up by Norman Schweikert, often regarding a
historically interesting player.

NS: I've contributed a few, yes.

TG: And I'recall reading several brief vignettes or small
pieces which were not credited to anyone but seem to be
written in your style.

NS: There are a few—little player portraits—three or
four, maybe.

TG: I remember from my student days at Interlochen
that you were very interested in the history of horn players
in this country, and I wonder how that research has pro-
gressed since then?

NS: Oh, it has mushroomed, shall we say! It doesn’t
just include horn players now; it includes orchestral musi-
cians of all instruments. That's the problem; I've bitten off
more than I can chew, probably. But of course it’s all com-
patible research. If I'm looking for things on horn players I
find material on other instrumentalists. I just make more
notes now, copy more things from the microfilm. I started
with symphonic hom players, from colonial times to when-
ever I decided to cut it off. I went through all kinds of dic-
tionaries, music periodicals, “Who’s Who,” what have you,
to find information on players. I sent letters out to those
who were either retired or currently active in orchestras,
hoping to get some responses. Maybe fifty percent actually
replied. Some of the most famous ones were the most co-
operative; people like Wendell Hoss, Max Pottag, Lorenzo
Sansone, Arthur Berv, all responded very nicely. Some oth-
ers who were also fairly well known but not in the top group
kind of fluffed it off, which was interesting. That was fun!I
started that while in the army at West Point, the sending
out of letters. My interest started in high school whenIwas
given a copy of (Birchard Coar’s) A Critical Study of Nine-
teenth Century Horn Virtuosi in France. I read it from cover
to cover and was amazed at all the information that was
available about all the old French players. I started looking
around for information on our American players and found
almost nothing. So I said to myself, “I'm going to do some-
thing about this, and write an encyclopedia of horn play-
ers in the U.S.” When I arrived at Eastman to join the
Rochester Philharmonic and go to school on the side, I dis-
covered the resources of the Sibley Music Library, which is
one of the great music libraries of the world. I found hun-
dreds of bound volumes of programs from all the major
orchestras. So I went through every one, looking for per-
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sonnel lists, and that was the start of my name collection.
Then I started writing and sending out the letters when at
West Point in the 1960s. From there it gathered momen-
tum. The files grew, and by the time I got here (Chicago) I
realized that I was looking at an awful lot of material that
had to do with other instrumentalists, and thought, “Why
not put some basic information down about everybody?”
That’s what started this index of major symphony and op-
era musicians in the U.S. from the founding of the New
York Philharmonic in 1842 to 1992. It’s a little bit of a prob-
lem to decide what is a major orchestra, and I may have to
cut down my numbers.

TG: What do you consider a major orchestra?

NS: Some decide it by budget, others by some other
criteria: population of the city or whatnot. I consider the
general importance of the orchestras. Take an orchestra such
as San Antonio, which has a comparatively small budget
but has been very important in giving young players a real
start in the business. it's a “feeder” orchestra, let us say. So
many players came through there and went on to bigger
jobs; they had a terrific turnover. New Orleans, the same
story; Kansas City. All those types of orchestras I want to
include if I can. The project is so big that I may not have the
luxury of going that far afield. I may have to limit it to the
ten oldest orchestras, for instance.

TG: What form will this take?

NS: I plan to publish it as an index of source material,
you know, so that anyone writing a thesis on a particular
group or player, someone doing genealogical studies of fam-
ily members who were musicians, could use this as a source
of information. It’s like reading a telephone book, as my
wife says, so it doesn’t have any great prospect as a money
maker, but I think it's something which must be done. It's a
labor of love—something I want to contribute to the musi-
cal world—to leave this great source of information on sym-
phony players, because they’re the ones who really make
these orchestras, you know, not just the conductors and
soloists. The rank and file who are putting it out day after
day, making the music, they are the orchestra.

TG: It sounds like a tremendous resource. And you are
doing this entirely on your own, with no assistance or
grants?

NS: No financial support at the present time. I plan to
apply for grants to be able to do more when I retire. But I
am not without help in gathering information. I've got con-
tacts here and there who send things to me. I've had help
from many great institutions, like the Paris Conservatory,
and from friends in Germany. It's not that I don’t have some
help, but I could use secretarial assistance; someone to key
information into the computer. That sort of thing.

TG: With this project, and your biography of the Reiter
brothers, you should have no problem keeping busy and
active in your retirement, when that comes.

NS: I've got more than I can handle. I need three life-
times to do it all!

Tim Gregg is a physician and active amateur horn player in
Lexington, Kentucky. He is a member of the Horn Club of Cen-

tral Kentucky and a life member of the IHS.
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Quartets No.1 & 2, Turner

Casbah of Tetouan, Turner
Quartet for Four Horns, Langley

Send US$16.95 (includes shipping!) to:
American Horn Quartet

7239 East Mercer Way

Mercer Island, WA 98040

For the rest of the World call/fax:

THE AMERICAN HORN QUARTET ON CD

"American Horn Quartet Premiere CD"

Tl4 x 4II
"Unlikely Fusion" rE
UARTET]

!

:

"UNLIKELY FUSION"
Sonata for Horn and
Piano, Sonata for
Horn and Strings,
Kaitsenko, Six
Lives of Jack
McBride,
Bandera, Turner

American Record Guide,
July/August 1994

"[4 x 4] is so good...that I
will now assert that the
American Horn Quartet is
the finest brass chamber
ensemble in the world."

rner

QUARTET

Music Published by Phoenix Music Publications

AMERICAN HORN QUARTET SERIES WORKS OF KERRY TURNER
215001 Casbah of Tetouan (5 Horns) ~ $22.25 211001 Twas a Dark & Stormy Night, Turner $ 13.75
214501 French Impressionists Vol.1 $19.50 * 211002 Sonata for Horn and Piano, Turner  $ 18.00
214502 French Impressionists Vol.2 $19.50 * 211003 Characters for Solo Horn, Turner $ 6.75
214503 5 Miniatures, C.D. Wiggins $13.75 219001 Sonata for Horn and Strings, Turner $ 25.00

214504 Concerto for 4 Horns, Perkins  $ 25.00 NEW STUDY BOOKS

214505 Quartet No.1, Turner $22.25 *921001 Hornist's Opera & Ballet Handbook §$ 23.95
214506 Quartet No.2, Turner $22.25 Arthur LaBar's 124 page sequel to Hornplayer's
214507 Fanfare for Barcs, Turner $11.00 Audition Handbook. With extensive Performance notes

* 214508 Carmen Suite, Bizet/Turner $22.25 by Howard T. Howard, Principal Horn at the Met.
* 214509 Quartet in Bb, Homilius/Johnson $ 20.50  * 921002 Scales and Arpeggios, L' Abbate $18.75

* 214510 Capriccio, L' Abbate $11.00 84 pages of basic embouchure building excercises.
* New Publication
MAJOR CREDIT CARDS ACCEPTED
To order CD's in North America: To order printed music contact:

Phoenix Music Publications
J. Obrechtstraat 23

7512 DG Enschede

The Netherlands

Tel.: 31-53-323864

Fax.: 31-53-309212

T

Phoenix Music Publications
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IHS Punto Awards:
J.Christopher Leuba and
Douglas Campbell

Paul Mansur

The IHS Advisory Council, meeting at Eugene, Oregon
during the Twenty-eighth Annual Horn Workshop, named
J. Christopher Leuba and Douglas Campbell as Punto
Award recipients. Punto awards honor notable persons who
have been highly influential in the art and science of
horn-playing nationally or in an extensive region. Fields of
such service normally include at least two areas of service,
such as: solo performance, orchestral and ensemble perfor-
mance, pedagogy, recordings, composition, arranging, his-
torical research, publication, or technical/scientific
endeavors.

Douglas Campbell, Professor Emeritus of Michigan
State University, served on the faculty at this institution for
forty-five years. He continues to teach at Interlochen in the
summer. His students teach in high school, college, and
university positions, and many are performing in Ameri-
can orchestras. His performance record includes the Na-
tional, Houston, Grand Rapids, and Lansing Symphony
Orchestras. He was hornist with the Richards Quintet,
which has two recordings issued, toured China, and once
played for a State Dinner at the White House.

Doug, with Neill Sanders, hosted the Michigan event
of 1970 known as Horn Fandango, which set the stage for
the development of regional horn workshops. In 1978, he
hosted the International Horn Workshop at Michigan State
University. Mr. Campbell now resides in Eugene, Oregon,
where his wife, Ellen, is the horn professor at the Univer-
sity of Oregon.

Julian Christopher Leuba has had a colorful perfor-
mance career notable for his term as solo horn with the
Chicago Symphony during the last years of Fritz Reiner’s
term as conductor of that orchestra. His orchestral service
also includes the Milwaukee and Minneapolis (now Min-
nesota), and Seattle Opera orchestras, and the Philharmonia
Hungarica. He still plays with the Portland Opera Orches-
tra, having begun performing with this group in 1984 as
principal horn.

Chris performed with Soni Ventorum, a wind quintet,
during his tenure as horn teacher at the University of Wash-
ington. He taught also at Western Washington University
and the Conservatorio de Musica de Puerto Rico. He has
issued several recordings and made numerous solo and
guest artist appearances. He served the Horn Call as Re-
cordings Editor for well over two decades. His monograph,
“A Study of Musical Intonation,” is now published in its
fourth edition and is a landmark study in intonation per-
ception.

M
19,1

The International Horn Society extends its most sin-
cere and enthusiastic congratulations to these newest Punto
honorees: J. C. Leuba and Douglas Campbell.

Douglas Campbell and |. C. Leuba, IHS Punto Award recipients

Yo

T e i T T —— A
IHS SALES ITEMS
IHS Henley T-shirt (indicate size: S-M-L-XL) .......c.ccevee.ee. $15.00
IHS Sweat Shirt (indicate size: S-M-L-XL) .....cccccovevrnveene. $20.00
THS baseball cap (assorted colors) .......ceeverevrrrriveererensnenes $6.00
Reflective vinyl decals for cases, bumpers, etc.
Blue IHS logo on gold background
One decal ......cccevveineen. $0.75 Three decals............... $2.00

Embroidered IHS logo patches
1.75 inch size, gold on blue background, iron-on adhesive backing,
may be sewn on. Ideal for caps, jackets, shirts, etc. Each..... $1.25

l

|

|

|

|

l
I

|

|

|
Send check or money order with order. Merchandise order up 1o $5.00, add l
$2.00 shipping USA, $5.00 non-USA; $15.00 order, add $3.50 shipping USA, I
$10.00 non-USA; $20.00 order, add $5.00 USA, $15.00 non-USA. Please I
order before December 15, 1996. [
[

|

I

|

|

|

|

I

|

I

l

|

|

|

Quantity Item Size/Style Price
Shipping
Total

Ship To:

Send Order To: Ellen Powley, Executive Secretary

International Horn Society

F———— o ——

2220 N 1400 E
_—— . Provo, UT84604USA J
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Subscribe to
The Instrumentalist

The Instrumentalist brings you the perspectives of composers,
conductors, teachers and artists. From inspiration to
intonation, from fingerings to phrasing, from rehearsal
techniques to auditioning, every aspect of being an instru-
mental musician is covered in depth.

See for yourself. Subscribe to The Instrumentalist; you'll be
glad you did.

The Instrumentalist, 200 Northfield Road, Northfield, lllinois 60093

Please enter my subscription to The Instrumentalist for
O 1 year $22 ($31 outside U.S.)
[ 2 years $37 ($55 outside U.S.)
[ 3 years $50 ($77 outside U.S.)

Name

Street

City State Zip

Books Available from
The Instrumentalist

Brass Anthology

Leading brass players and teachers
share their secrets of breathing,
technique, and equipment. Arnold
Jacobs, Vincent Bach, and Philip
Farkas are featured along with many
others. Students and teachers alike
will find the last word on warm-ups,
articulation, breathing, embouchure,
intonation, and literature. Illustra-
tions, music examples, and diagrams
included. 924 pages, $53, hardbound.

Philip Farkas: The Legacy of a
Master. This volume looks at the
man and his career through the eyes
of his students, fellow musicians, and
close friends. His reminiscences of
conductors and orchestras are in-
cluded along with excerpts from his
writings on horn playing and musi-
cianship. Compiled by M. Dee Stew-
art, hardbound, 168 pages, $18, plus
$2 shipping.

Arnold Jacobs: The Legacy of a
Master, compiled by M. Dee Stewart.
A collection of the comments and
recollections of 33 students and col-
leagues of the legendary tubist and
teacher. 148 pages, $18, hardbound.

Add $3 per wvolume for anthology
shipping /handling in U.S.; outside U.S. add
$8 per volume. For other books add $2 in or
outside U.S. Schools with purchase orders will
be billed; others include payment with order.

Please send the following books:

Charge my [J Visa [J Mastercard
Acct. #
Exp. Date
Signed
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Nizhny Novgorod Brass
Competition

Lev Yevgenyevich Gorokhov

Ancient walls encircle the Kremlin in the city of Nizhny
Novgorod, standing at the confluence of the great Russian
rivers, the Volga and the Oka, in the center of Russia. It is
the year in which the city will celebrate its 775th anniver-
sary. It is an industrial city with a rich historical past and
strong cultural traditions. The competition, Nizhny
Novgorod Brass, took place in this city between May 27
and June 4, 1996. The competition emerged from a desire
to stimulate mutual enrichment of various performing
schools through contact of young Russian musicians with
colleagues from other countries. It continues to be economi-
cally difficult for young Russian players to go abroad for
workshops and competitions.

Fifty-two young musicians, age 17-35 from the United
States, Australia, Holland, Germany, Turkey, Bulgaria,
Ukraine, Kazakhstan, and Russia expressed their wish to
participate in the competition. By the time the ballot be-
gan, thirty-five participants were present at the event. The
organizer of the competition is the joint stock company
“Brass Guild,” a firm founded by wind players to develop
wind instrument performance. Brass Guild produces
mouthpieces for all wind instruments, collaborates with
Yamaha and other firms, and runs competitions, festivals,
master classes, and concerts such as the “Sounds of Wind
Instruments” at the concert hall of the Nizhny Novgorod
Conservatory. Co-organizers of the competition are the
Ministry of Culture of the Russian Federation, the Mayor
of Nizhny Novgorod, Ivan Petrovich Sklyarov, and the
Nizhny Novgorod Music Society. Such support testifies to
the important state status of the competition. The Yamaha
firm was for the second time a sponsor of the competition,
and it donated two “Silent Brass” mutes for horn and trom-
bone to be used as prizes. The competition is very grateful
to Yamaha for its support and hopes for future coopera-
tion.

Famous musicians from a variety of countries served
as jury members of the competition. They were Professor
Nancy Cochran Block, President of the International Horn
Society, Kansas City, USA; Professor Anthony Parsons, prin-
cipal trombone of the BBC Orchestra and Vice President of
the International Trombone Association, London, England;
Professor Stoyan Karaivanov, Plovdiv, Bulgaria; Professor
Magdalena Zavadska, Gdansk, Poland; Professor Victor
Batashov, Moscow Conservatory; Professor Nikolai
Filippov, Moscow Gnesin Music Academy; Professor Vic-
tor Sumerkin, St. Petersburg Conservatory; Associate Pro-
fessors Shamil Skakirov and Alexander Pavlov of Nizhny
Novgorod; and Professor Arkadyi Nesterov, also of Nizhny
Novgorod, who served as chairman of the competition.

The complicated program of the three rounds helped
to reveal the high level winners of the competition. Ivan
Vachev, hornist from Bulgaria, won the horn first prize, and
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Nizhny Novgorod Brass Competition judges. L to R: Lev
Gorokhov, Athony Parsons, Nancy Cochran Block, Stoyan
Karaivanov, Nikolai Filippov, Arkadyi Nesterov; Front:
Magdalena Zavadska

Yorgan van Rien, trombonist from Holland, won the trom-
bone second prize. The rest of the prizes were won by young
musicians from Moscow and St. Petersburg, the cities where
the most gifted musicians study and master their profes-
sion. These included Vitaly Polekh, hornist from Moscow,
second prize; and Alexey Pozin, hornist from St. Petersburg,
third prize. The competition brilliantly realized its main aim,
which was to acquaint musicians with the performing level
and culture of different countries of the world. This acquain-
tance is interesting for both young musicians and mature
professors who are responsible today for the fate of their
profession—for the upbringing of the young generation of
musicians, the future masters.

The organizing committee of the competition is very
grateful to Professor Nancy Cochran Block for her coming
to the competition, for her wonderful goodwill and a great
sense of tact, for donated music (from the Hornists” Nest)
and mutes (Trumcor) that she brought from the USA. We
are also thankful to Professor Anthony Parsons, who ac-
cepted our invitation to work as a jury member and brought
music difficult to get in our country but necessary for our
everyday work. Our poor financial possibilities in running
the competition did not change his decision to come to our
country. We are extremely and sincerely thankful to all col-
leagues from different countries for their professional soli-
darity. The organizing committee hopes for new meetings
at the competition, Nizhny Novgorod Brass, and will be
glad to see again our colleagues. All those who did their
best to organize the competition felt empty and sad when
it was over. There were tears in our eyes when we parted
with our guests, but we do hope that the third competition,
Nizhny Novgorod Brass, will take place in spite of all diffi-
culties to organize and run it.

The Director of the Competition

General Director of the joint stock company, Brass Guild
Lev Yevgenyevich Gorokhov

O
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RICHARD M. SERAPHINOFF
HISTORICAL INSTRUMENT MAKER

Specializing in accurate reproductions of 18th & 19th century horns

i ~
Orchestra horn after M. A. Raoux C/\ N J
Late 18th & early 19th centuries —
Now Available Baroque Orchestra Horn
New model of French Classical Horn, after Halari Early 18th century
(early 19th century), featuring a very light-weight
handmade bell with garland Please write, call, or fax for free brochure

0245 EAST WOODVIEW DRIVE ~ BLOOMINGTON, IN 47401-0143 usa TeL. 812-333-0167 FEaX. 812-337-0118

“For some of the finest recordings of Horn Music
in association with John Wates Promotions Limited

e HAYDN Horn and Trumpet Concertos NIMBUS NI 5010
with Michael Thompson and John Wallace and the
Philharmonia Orchestra directed by Christopher Warren-Green

¢ MOZART The Four Horn Concertos PCD 865
with Richard Watkins and the City of London Sinfonia Conducted by
Richard Hickox

e MOZART The Four Horn Concertos DECCA 410 284 2DH
with Barry Tuckwell and the English Chamber Orchestra

e MOZART Quintets and Sinfonia Concertante DECCA 421 3932
with Barry Tuckwell and the English Chamber Orchestra

e MOZART Quintets on Original Instruments Decca/Florilegium 421 4292
Academy of Ancient Music Chamber Ensemble
including Michael Thompson — Hand Horn
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Brass

at Manhattan School of Music

3 I_IOI'I] -

J(.‘I'O]Tl(.’ ..:"\.'_-"I'I ])_\'

Associate Pa'incipn[, New York Philharmonic

Howard T. Howard

Principn], J\Ictmpo]iian Opum Orchestra

Paul Illg’l‘allanl
New York Brass Quintet
New York Cily Ballet Qrchestra

David Jolley
|’1’inui]ml, O:‘plmu:‘ Chamber Orchestra
Erik Ralske

New York Philharmonic

Robert Routch

Chamber Music Society ol Lincoln Center

* Trumpet -
Cecil Bridgewater (jazz)
Mel Broiles
Principa], .\[ui]'n]m!itan Opum Qrchestra

Chris Gekker
Q:'u]wsim ol St. I.uL‘u's

American Brass Quintet
Harold Lieberman (jazz)

\’rl ncent l)C'Il Za I‘Cllﬂ

New York Philharmonic
Lew Soloff (jazz)
R()I)ert Sl‘llli\’ﬂn

New York Philharmonic

William Vacchiano
[Former Principal,
New York Philharmonic

* Tuba -
Toby Hanks

New York Brass Quintet
New York Cii_\' Ballet Orchestra

* Tl‘()lnl)()nc :
Per B revig
Prinuilml, J\luirnpn[i[ﬂn \.ﬂ\]wm Qrchestra
David l:inlayson
New York Phillarmonic

Jacl{ Gale (jazz)

Ilal ]anlas
Mulrn]‘m]i{an \:\purn Orchestra
Step]u:n Norrell

Mclmpo]ilnn Opcra Qrchestra

J()llll Swallow
New York Brass Quintet
New York Cit_\' Ballet \:‘rclws[m
David Taylnr (Classical/jazz)
Steve Turre (jazz)

::alm‘nla_\' N[g:]ut Live Band

O[fcring Bachelor of Music, Master of Music and Doctor of Musical Arts tlcgrcc programs

in Pcr&:rmancc; Master of Music in Orchestral I')err'ormanco; and Bachelor and

Master of Music (lcgirec programs in Jazz/Commercia] Music.

MANHATTAN
SCHOOL OF MUSIC

MARTA ISTOMIN. PRESIDENT

For more information contact: Office of Admission and Financial ;‘\i{l, 212/749-2802, Ext 2
120 Claremont Avenue, New Ym"\', New York 10027

The Horn Call/No. 27.1/November 1996




American Brass Quintet

1996-1997 36th Season

Ensemble-in-Residence of The Juilliard School
and Aspen Music Festival

PHOTO: WARING ABBOTT

Now booking for the

1997-1998 Season
Concerts ® Master Classes
Mini-Residencies

Stanton Management
45-05 Newtown Road “The High Priests
Astoria, New York 11103 fB 99
Tel: 718-956-6092 Fax: 718-956-5385  OL DIaSS
EMail: 70412.40@compuserve.com Newsweek

Music FOR HORN AND HORN CHOIR

NEW!..LINEAR CONTRASTS, for Horn Quartet. Volume 1, - a light-hearted romp through some rhythms of the
Dance. (And some practice, perhaps, for those Hornists anxious to venture into the “commercial” field)............cccoeevueene 315.00

ANYONE FOUR CAROLS? - famous yuletide melodies, arranged (or perhaps “De-ranged”) for Horn Quartet or Horn
choir by George W. Hyde (composer of “Color Contrast”) - Tastefully done, with new harmonies, contrapuntal devices
and rhythmic plans, - all of which combine to bring new new flavor to old tunes. Volumes 1,2,0r 3. each.........cccoccecuevununce 810.25

REFLECTION, - a slow, choir-like expression of deep emotion. For four (or multiples of 4) Horns............ccceeverververveeee § 9,75

HEXACONN, - for six horns - A “fun” piece of some four minutes, showing many of the instrument’s different sounds,
with a serious start and a brilliant ShOWY FINISR........ccceueurirerriereesressesssssssesssesssssesesesesssesesssesesssssssessesssesenssassessnssassensnsens $17.50

TRIBUTE (formerly titled “Ode”) - A somber but powerful message in a “memorial” setting, - for eight Horns and
S SOOI | | / 5.

EIN HELDENKLOBBER, - (having met with great success at the Horn Society’s Tallahassee Workshop) - an irrever-
ent setting (for 2 four-horn sections, harp and stringed bass) of several “heroic” quotations from the symphonic horn lit-
erature, - a piece, while verging upon sacrilege, is alive with unbridled humor and surprising wit, as it entertains both per-
formersand audlonce aliks. .......cc iR RS e B 2200

ERGOPHONICS, - A study for Seven Horns. - A challenging demonstration of high energy, as a 3-horn choir is clever-
ly interwoven with the 4-horn group to demonstrate the dynamic vigor of the Horn. Fast tonguing, sharp attacks, rhyth-
mic concentration and solid tone quality are all On diSPIaY.............evveeveerrrierseesesessessesisessessessessssssssesssssasssensensessessssenseseasss 94 Go I 0

George W. Hyde, ComposerfArranger
2835 Cumberland Road, San Marino, CA 91108
(818) 792-1312
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The 28th Annual IHS
Workshop: Welcome fo
the Pacific Northwest

Jeffrey Snedeker

Over 400 hornists descended on the University of Or-

egon June 17-22 to attend the first IHS international work-

shop held in the Pacific Northwest. Host Ellen Campbell,
horn professor at UO, compiled a very balanced and im-
pressive program that included international, national, and
regional artists, soloists, orchestral players and sections,
chamber groups, horn choirs, and specialists in fields of
jazz, studio, and film music, historical instruments, and
performing practices.

The workshop began with a fitting and heartfelt trib-
ute to the late Edward Kammerer, longtime professor of
horn at the University of Oregon. I had the good fortune of
meeting Ed at a workshop some years ago, and the out-
pouring of warm feelings from friends and colleagues, par-
ticularly Dr. Jeffrey Williams, UO’s trombone professor,
infused the workshop with a sense of celebration and joy
for music and music-making that truly reflected Ed’s spirit.

There are many possible goals in putting on a work-
shop. One goal can be to showcase the best performers or
ensembles in the world as well as representative perform-
ers from the region. Another goal can be to provide oppor-
tunities for a variety of experiences enjoyable and
interesting to a wide range of players. Yet another is to have
(or hope for!) some distinctive event or performer, to make
the workshop memorable or give it a particular identity.
All three were satisfied in Eugene.

So, what sticks out in my mind? Well, first the absolute
thrill to have a workshop at a place I could drive to. Horn
players in the Northwest will be eternally grateful to Ellen
and the IHS for bringing a workshop of this magnitude to
this region. While every workshop is worth the time and
expense it takes to get there, it was wonderful to have it so
close by. I was proud to see such a fine representation of
players, ensembles and participants from the Northwest,
demonstrating the high quality of horn-playing here. It was
especially gratifying to celebrate the latest Punto Award
recipients, longtime Northwest resident J. Christopher
Leuba and recent arrival Douglas Campbell, appropriately
rewarded for their longtime contributions to the field. It
was also a very special opportunity to congratulate Barry
Tuckwell on his long and truly remarkable playing career,
and to wish him well in the next phase of his life. As usual,
Barry’s musical presence as the true class of the horn world
was felt throughout the week, from the stirring version of
Verne Reynolds’s Calls for two horns with Gail Williams to
the acrobatics and musical maturity required in Gunther
Schuller’s Five Pieces for Five Horns with the NFB Horn
Quartet.

What else? Plenty! What a divine inspiration to pair
Peter Damm and Frank Lloyd in recital! Though very dif-
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Workshop host Ellen Campbell enjoys a rare moment of repose
at the workshop picnic

ferent in sound and personality, these two had firm, com-
mon ground: purposeful and undeniable musicality. Lloyd’s
amazing control of the instrument and clarity of musical
line was complemented by Damm’s phrasing “from the
heart,” which created a sense of inevitability in his musical
expression. So many other wonderful moments! Here are
some (not all!) that I found particularly memorable: Gail
Williams’s ease and power, especially in the Heiden Sonata;
Peter Kurau’s beautiful, lyrical lines in a transcription of
Schumann’s Fantasiestiicke; Marty Hackleman'’s depth of
expression in a suite of Russian pieces; the blend and obvi-
ous goodwill of the San Francisco Symphony Horn Sec-
tion; the warmth and purity of sound from Francis Orval;
Peter Gordon's colors and stylings in a variety of jazz pieces;
Rick Seraphinoff’s smooth, refined natural horn playing on
the Amon Quartet; the “insight” for audition etiquette, pro-
vided by the Oregon Symphony Horn Section (and its guest
auditionee); the love between performers, music, and po-
etry, expressed by Greg Hustis, Donnie Rae Albert and
Simon Sargon in the premiere of Sargon’s A Clear Midnight,
for horn, baritone and piano; and the charm of Peter
Damm’s arrangement of Sleeping Beauty’s Bridal Procession,
a perfect ending to a wonderful week.

And there were many other hot topics and special pre-
sentations that received much comment from participants:
Chris Leuba’s insightful “Eye-openers” every morning be-
fore breakfast—well-received (and well-attended!); infor-
mative master classes with Frank Lloyd, Peter Damm, Doug
Hill, and Froydis Ree Wekre; jazz workshops on a variety
of topics, led by Doug Hill, Kevin Frey, and Peter Gordon;
a panel discussion on the subject of studio playing with
Peter Gordon (New York), Tom Greer and Steve Durnin
(Los Angeles), and Frank Lloyd (London), coupled with a
demonstration of performing a film score, led by renowned
Hollywood composer David Raksin; recitals featuring re-
gional artists, contemporary music, and historical instru-
ments; a lecture by Thomas Hiebert on the early history of
the horn and some recent revelations and clarifications re-
garding playing techniques in the Eighteenth Century; an-
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other presentation on staying in shape by Gail Williams and
Drew Sutcliff; Morris Secon’s late-night talk sessions; a visit
to the Oregon Bach Festival to enjoy a performance of J. S.
Bach’s Mass in B minor.

Every individual performer, from guest artists to mas-
ter class participants, and every ensemble, from the NFBHQ
and the Army Brass Quintet to university, community, and
massed horn choirs (especially the horn choir formerly
known as “C”) demonstrated the wide range of styles,
sounds, and interpretations that enrich our horn “palette.”
This is always inspiring and encouraging to me, particu-

The U.S. Army Band Brass Quintet entertains the workshop
participants at the picnic

larly in musical and practical contexts—so many possibili-
ties to choose from, yet all with integrity and intriguing
musical potential.

There are also many non-musical reasons that make
workshops enjoyable. The representation of businesses
dealing sheet music, recordings, equipment, instruments,
and musical accessories was quite significant in Eugene.
My own students really enjoyed the opportunity to play
Don Juan with Jim Decker’s IVASI program and to try out
Yamaha's new Silent Brass practice system. We also enjoyed
trying so many instruments, all with unique characteris-
tics, from all over the world. I personally replenished my
sheet music and recording collections (while emptying my
bank account!). Workshops also provide opportunities to
meet heroes, network and make contact with peers, col-
leagues, future teachers, potential students, and especially
tosee old friends. I myself was especially pleased and grate-
ful that so many friends from all over the world decided to
come to Eugene.

Congratulations to Ellen Campbell and her helpful,
friendly staff; congratulations to the UO School of Music
for the gracious support; thanks to the IHS for allowing the
international workshop to come to our neighborhood; and
thank you to all performers and participants who joined in
making this workshop an obvious success. We enjoyed
showing you what we are up to out here, and hope you
had a good time in our “neck of the woods.” We hope you'll

all come back again any time!
e el o
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Why Should | Go to the
Workshops?

John Cox

There is something about the experience of an THS
Workshop that is different from study at conservatories,
summer festivals, or private instruction. Of course it is in-
formative and entertaining for participants of all ages and
levels of horn playing. For many, deep friendships have
developed that get renewed yearly. At the Eugene work-
shop it became evident that my evolution as a player was a
result of the early influences of past workshops.

['hadn’t been to a workshop in quite some time, and I
enjoyed this one thoroughly. It was during one of the art-
ists recitals that I realized just how much my playing was
influenced by what I had experienced during the early
workshops—the player I am today was shaped by the art-
ists [ heard during my formative student years. I had fine
teachers that taught me the processes and musicianship of
playing the horn. It was my exposure at the workshops that
shaped me to make the artistic decisions I do.

In 1972, while a high school student and green farm
boy, Paul Nolte, my teacher and a former Pittsburgh Sym-
phony member, gave me a bus ticket and voucher for ex-
penses to go to the Fourth IHS workshop in Bloomington,
Indiana. Having no idea what awaited me there (but a good
idea of the work I'd get to skip on the farm!), I was im-
mersed with the sounds of great playing by the artists there.
Two years later I was at the Ball State Workshop, and I later
attended the Canada and Michigan workshops. Those four
weeks had as profound an impact on me as any teacher or
summer festival.

What do I remember? Hearing Fripperies for the first
time in 1972 and at a later workshop being assigned as

Peter Damm enjoys the wine and socialization at the
workshop picinic



Lowell Shaw’s roommate. We have had a little contact since
then and still talk about that. His work may have had an
influence on my attempts at arranging. The exposure to the
live performances of Barry Tuckwell and his sense of re-
fined nobility, assured manner, and commanding stage pres-
ence gave me the confidence to go out and believe in what
I have to offer an audience. Peter Damm’s thrilling the au-
dience with the opening call of Dukas’s Villanelle made me
want to have that effect on listeners—capturing them with
just a few notes. Michael Hoeltzel’s fearless high register
made me seek him out when he was teaching at Indiana
University one summer, and I credit my upper range to
that experience. Charles Kavalovski’s careful attention to
detail and pure sound led me to study with him for two
years. Froydis Ree Wekre seemed to breathe music, allure,
and mystery and inspired me to try to turn a mysterious
phrase now and again (though sometimes with more
amusement than amazement). The straight-forward ap-
proach of Dale Clevenger and fearlessness of extreme dy-
namics both soft and loud made me stretch what I attempt.
Then there was Alan Civil, who not only was a superb per-
former, but also who conveyed the sense that playing the
horn should be fun for both the performer and audience.
The list goes on to include David Krehbiel for his sense of
solid orchestral style, Hermann Baumann for his lyricism,
Mason Jones for his non-showmanship of being comfort-
able with dragging out a stand and chair and inspiring me
with beautiful phrasing of simple melodies. And of course
there was Philip Farkas and his incomparable sound, and,
later, when I had worked up the nerve to approach him for
lessons (which I never would have done had I not met him
at the fourth workshop in Bloomington), his gentle, nur-
turing approach to teaching and encouragement to play
well. Some things are forgotten, but a lot was crammed into
those few weeks of exposure.

A lot of questions can be raised as to what were the
most important events for me at those workshops. Was it
the performances? Surely the chance to hear the artists lay

James Decker and Frank Lloyd at the IVASI exhibit
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it on the line and how they did it was a great influence.
Maybe it was the lectures and clinics when a little of the
personalities of the artists came through, exposing me to
thought processes and philosophies. How about trying
horns and mouthpieces, looking at new music, meeting
people that T have run into throughout my career? Hearing
people I would eventually spend some serious study time
with, including Farkas, Hoeltzel, and Kavalovski? Maybe
the total package? I do know that the performances I heard
opened a window in my mind that added to what I imag-
ined possible on the horn.

Peter Gordon and combo at a workshop recital

Years ago, Philip Farkas wrote in The Art of French Horn
Playing:

Tone quality is a relative thing and differs with
each country. The conception of an ideal tone var-
ies widely between Germany, France and England.
In America, we are gradually evolving our own
characteristic tone. This should be the most uni-
versally satisfying of all, once it is determined,
because as members of the “great melting pot”
we are experiencing all styles of tone and tech-
nique. Gradually we are absorbing the most de-
sirable qualities of each school.

The IHS provides that melting pot with the workshops.
Yet, there are still different schools of playing, and there is
the realization that many valid ways exist to present and
hear the same music. No one teacher or player can inspire
astudent with everything, and when the opportunity arises
each year for serious students to be immersed for one week
with the finest artists of the day, they should run to experi-
ence the totality of a workshop. My first teacher had a pro-
found influence on my playing, and maybe the largest
influence, in the retrospect of many years later, is when he
handed a farm boy a bus ticket and said “you might learn
something there. See you next week.”

John Cox is principal horn of the Oregon Symphony Orches-
tra and is a member of the Mainly Mozart Festival Orchestra.

hedene;

The Horn Call/No. 27.1/November 1996



: "h 2 At The Woodwind

\ &The Brasswind
: > we celebrate great

Nie. N A .
::ﬁ service & prices
365 days, a year.

b

WORLD’S ONLY

NON-TOXIC

VALVE AND SLIDE LUBRICANTS

TRY THE SAFE ALTERNATIVE
FOR YOURSELF

Available at local music dealers " Ry
Distributed by: HARRIS-TELLER ¢« MUSICORP e ( th&%‘g”DWIN
r g . . b ; >
SRR KAMAN AFFILIATES BRﬂ.SS‘VIN”

19880 State Line Rd.

o South Bend, IN 46637
Products of MAMCO, P.O. Box 1417, Decatur, GA 30030 g . 1-800-348-5003

MASTER

Sieter Otto

FRENCH HORN AND WAGNER TUBEN SPEZIALIST

MY INSTRUMENTS ARE ALL PERSONALLY HANDCRAFTED

84494 Neumarkt-Sankt Veit

TEISINGERBERG 15 (GERMANY)
TEL. (086 39) 1564 FAX (086 39) 56 44

The Horn Call/No. 27.1/November 1996 54



IHS Thesis Lending Library

Kristin Thelander

There are currently fifty-nine theses on horn and re-
lated brass topics available to IHS members through our
lending library. Kristin Thelander houses the theses at the
University of Iowa. If you have written or read a thesis
that should be in our collection, please contact Kristin
Thelander. Gifts will be appreciated!

Thesis Loan Request Form

Date

Name

Address

Thesis No.

Thesis title

Thesis author

Date needed

I, the undersigned, have enclosed a check or money
order for $45 US (or equivalent funds). I also agree
to return the borrowed thesis in good condition
within three weeks after receipt. The IHS retains the
right to deduct damage and replacement expenses
from the deposit funds if necessary.

Signed

Deposit Requirements: Loan requests must be accompa-
nied by a check made out to the “International Horn
Society” in the amount of $45.00 US or equivalent funds.
The check/deposit will be kept for the duration of the
loan period and returned upon receipt of the thesis in
good condition.

Loan Period: Three weeks, with possible extensions if there
is no waiting list for a particular thesis.

Postage Expenses: IHS will cover the expense of shipping
to the borrower. Return costs must be paid by the bor-
rower.
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IHS members wishing to borrow any of the theses listed
below should send the loan request form provided above,
along with the deposit fee, to:

Kristin Thelander
School of Music
University of Iowa
Iowa City, IA 52242
USA

Theses currently available:

Anderson, John Drummond. “Brass Scoring Techniques in
the Symphonies of Mozart, Beethoven and Brahms.”
Ph.D. diss., George Peabody College for Teachers, 1960.
Thesis No. 60-5858.

Baer, Douglas. “The Brass Trio: A Comparative Analysis of
Works Published from 1924 to 1970.” Ph.D. diss., Florida
State University, 1970.Thesis No. 71-6959.

Barford, David. “The Horn Concertos of Antonio Rosetti.”
D.M.A. diss., University of Illinois, 1980. Thesis No. 80-
26450.

Betts, James. “A Comparison of Concepts of Horn Tech-
nique as Expressed in Selected Instructional Materials
for Horn Dating from 1798 to 1960.” D.M.A. diss., Uni-
versity of Iowa, 1984. Thesis No. 84-28309.

Bjurstrom, Neil. “An Exploratory Investigation of Orth-
odontic Treatment as a Factor in the Selection and Per-
formance of Brass Musical Instruments.” Ph.D. diss.,
University of Iowa, 1972. Thesis No. 72-17540.

Bostley, Edward. “The Horn in the Music of Gustav Mahler.”
D.M.A. diss., University of Missouri-Kansas City, 1980.
Thesis No. 81-07080.

Brown, Thomas. “Clarino Horn, Hunting Horn, and Hand
Horn: Their Comparative Roles in the Classic Music of
the 18th Century.” D.A. diss., Ball State University, 1978.
Thesis No. 79-18786.

Chenoweth, Richard. “The Horn in Opera: A Study in Or-
chestration with a Focus on Selected Operas by Britten
and Strauss.” D.M.A., diss., University of Cincinnati,
1988.

Dressler, John Clay. “The Orchestral Horn Quartet in Ger-
man Romantic Opera.” D.M. diss., Indiana University,
1987.

Durday, James. “Music for the French Horn from the Late
Romantic Period and the 20th Century.” M.A. thesis,
California State University-Long Beach, 1977. Thesis
No. 13-10151.

Ehnes, Fred. “A Guide to the Archive of the IHS 1969-1977
at Alexander M. Bracken Library, Ball State University,
Muncie, Indiana.” D.A. diss., Ball State University, 1982.
Thesis No. 82-19443.

Eliason, Robert. “Brass Instrument Key and Valve Mecha-
nisms made in America before 1875 with Special Ref-
erence to the D. S. Pillsbury Collection in Greenfield
Village, Dearborn, Michigan.” D.M.A. diss., University
of Missouri-Kansas City, 1968. Thesis No. 68.

Evenson, Pattee Edward. “A History of Brass Instruments,
Their Usage, Music, and Performance Practices in En-
sembles during the Baroque Era.” D.M.A. diss., Uni-
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versity of Southern California, 1960. Thesis No. 61-6282.
Faust, Randall. “Three Original Concertpieces for Horn and
Electronic Media, an Explanation of Techniques Used,
and a Listing of Relevant Literature.” D.M.A. diss.,
University of Iowa, 1980. Thesis No. 81-14321.

Fladmoe, Gary. “The Contributions to Brass Instrument
Manufacturing of Vincent Bach, Carl Geyer, and Renold
Schilke.” Ed.D. diss., University of Illinois, 1975. The-
sis No. 76-6760.

Glen, Nancy L. “A Study of Four Nineteenth-Century Horn
Professors at the Paris Conservatory and their Meth-
ods. M.M. thesis, University of Northern Colorado,
1996.

Goldman, Erica. “The Effect of Original and Electronically
Altered Oboe, Clarinet, and French Horn Timbres on
Absolute Pitch Judgements.” D.M.A. diss., University
of Oregon, 1984. Thesis No. 84-22845.

Greene, Gary. “Richard Strauss: The Two Concertos for
Horn and Orchestra.” M.M. thesis, Butler University,
1978. Thesis No. 13-12410.

Greer, Robert. “The Effect of Timbre on Brass-Wind Intona-
tion.” Ph.D. diss., University of Michigan, 1969. Thesis
No. 70-4090.

Hanson, Wesley. “The Treatment of Brass Instruments in
the Symphonies of Gustav Mahler.” D.M.A. diss.,
University of Rochester (Eastman School), 1977. The-
sis No. 77-8313.

Herrick, Dennis. “ An Investigation of the Frequency Modu-
lations and Intensity Modulations of the Vibrato on
Selected Brass Instruments.” Ph.D. diss., North Texas
State University, 1983. Thesis No. 83-27038.

Hiebert, Thomas. “The Horn in Early Eighteenth-Century
Dresden: The Players and Their Repertory.” D.M.A.
diss., University of Wisconsin, 1989.

Hiigel, Lewis. “The Relationship of Syllables to Pitch and
Tonguing in Brass Instrument Playing.” Ed.D. diss.,
University of California at Los Angeles, 1967. Thesis
No. 68-3263.

Howe, Marvin. “A Critical Survey of Literature, Materials,
Opinions, and Practices Related to Teaching the French
Horn.” Ph.D. diss., University of Iowa, 1966. Thesis No.
67-2633.

Koerselman, Herbert LeRoy. “An Annotated Bibliography
of Brass Study Materials which Deal with Performance
Problems Encountered in Contemporary Music.”
D.M.A. diss., University of lowa, 1976. Thesis No. 77-
13153.

Kurtz, Saul. “A Study and Catalog of Ensemble Music for
Woodwinds Alone or with Brass from c. 1700 to c. 1825.”
Ph.D. diss., University of Iowa, 1971. Thesis No. 72-
8273.

Laing, Millard. “Anton Reicha’s Quintets for Flute, Oboe,
Clarinet, Horn and Bassoon.” Ed.D. diss., University
of Michigan, 1952. Thesis No. 52.

Lee, Melvin. “The Development of a Beginning Method of
Transposition for the Orchestral Horn.” D.Mus.Ed.
diss., University of Oklahoma, 1969. Thesis No. 69-
17826.

Ley, Ann Marie. “A Compendium of Pedagogical Ap-
proaches for the Advanced Horn Player.” D.M.A. diss.,
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University of lowa, 1994.

Lindner, Richard. “A Cataloging Technique and a Com-
puter-aided System for Retrieving Information about
Brass Music.” Ph.D. diss., University of Iowa, 1971.
Thesis No. 72-8281.

McBeth, Amy Jo. “A Discography of 78 rpm era Record-
ings of the Horn in Solo and Chamber Literature with
Commentary.” M.A. thesis, University of Iowa, 1996.

Meyer, Philip. “Concerto for Horn and Orchestra (original
composition).” D.A. diss., University of Northern Colo-
rado, 1978. Thesis No. 79-02840.

Miller, James. “The Life and Works of Jan Vaclav Stich
(Giovanni Punto); a Check-list of 18th century Horn
Concertos and Players; an Edition for Study and Per-
formance of the Concerto No. VI in E-flat by Giovanni
Punto.” Ph.D. diss., University of Iowa, 1962. Thesis
No. 62-4986.

Moody, Gary Edwin. “A Practical Method for the Teaching
of Intonation.” D.A. diss., University of Northern Colo-
rado, 1995. Thesis No. 95-42101.

Nelson, Mark. “The Brass Parables of Vincent Persichetti.”
D.M.A. diss., Arizona State University, 1985. Thesis No.
85-14323.

O’Connor, Edward. “A Recital and a Study of Paul
Hindemith’s Style in his Compositions for Solo French
Horn.” Ed.D., Columbia University, 1967. Thesis No.
67-12700.

Ohlsson, Eric. “The Quintets for Piano, Oboe, Clarinet, Horn
and Bassoon by Wolfgang Amadeus Mozart and
Ludwig van Beethoven.” D.M.A. diss., Ohio State Uni-
versity, 1980. Thesis No. 81-00098.

Oosting, Stephen. “Text-Music Relationships in Benjamin
Britten’s ‘Serenade for Tenor, Horn, and Strings.””
D.M.A. diss., University of Rochester (Eastman School),
1985. Thesis No. 85-13630.

Pherigo, Johnny Lee. “A Critical Survey of Materials and
Practices Related to Teaching the Horn, 1965-1985.”
D.M.A. diss., University of Illinois, 1986.

Pinkow, David. “A Selected and Annotated Bibliography
of Music for Horn and Piano with Analyses of Repre-
sentative Works.” D.M.A. diss., University of Maryland,
1983. Thesis No. 84-29928.

Reed, David. “Victor Ewald and the Russian Chamber Brass
School.” D.M.A. diss., University of Rochester (Eastman
School), 1979. Thesis No. 80-05141.

Rutan, Harold. “An Annotated Bibliography of Written
Material Pertinent to the Performance of Brass and Per-
cussion Chamber Music.” Ed.D. diss., University of II-
linois, 1960. Thesis No. 61-196.

Sacchi, Leo. “Studies on the Natural Horn.” M.M. thesis,
University of Houston, 1968. Thesis No. M-1591.

Scharnberg, William. “Performance Editions of Four Works
for Horn Selected from the Manuscript ‘Katalog
Wenster Litteratur I/1-17b.”” D.M.A. diss., University
of Iowa, 1977. Thesis No. 77-28532.

Schaughency, Steven. “The Original Jazz Compositions of
Julius Watkins.” D.A. diss., University of Northern
Colorado, 1994.

Schumacher, John. “An Analytical Study of published Un-
accompanied Solo Literature for Brass Instruments:



1950-1970.” Ph.D. diss., Ohio State University, 1976.
Thesis No. 77-2497.

Shoemaker, John. “A Selected and Annotated Listing of 20th
century Ensembles Published for Three or More Het-
erogeneous Brass Instruments.” Ed.D. diss., Washing-
ton University, 1968. Thesis No. 69-9009.

Smith, Charles. “Thea Musgrave’s Horn Concerto.” M.M.
thesis, Michigan State University, 1980. Thesis No. 13-
15035.

Smith, John Robert. “Changes in the Musical Treatment of
the Brass in 19th century Symphonic and Operatic Com-
position.” D.M.A. diss., University of Texas-Austin,
1974. Thesis No. 75-4304.

Smith, Nicholas. “The Horn Mute: An Acoustical and His-
torical Study.” D.M.A. diss., University of Rochester
(Eastman School), 1980. Thesis No. 80-19070.

Snedeker, Jeffrey L. “Joseph Meifred’s ‘Method pour le Cor
Chromatique ou a Pistons’ and Early Valved Horn Per-
formance and Pedagogy in Nineteenth-Century
France.” D.M.A. diss., University of Wisconsin-Madi-
son, 1991. Thesis No. 92-11644.

Swift, Arthur. “Twentieth-century Brass Ensemble Music:
ASurvey with Analysis of Representative Composers.”
Ph.D. diss., University of Iowa, 1969. Thesis No. 70-
4428.

Taylor, Robert. “A Study of the Concepts of Breathing as
Presented in Literature Dealing with Tone Production

for Orchestral Brass-Wind Instruments.” Ed.D. diss.,
Columbia University, 1968. Thesis No. 69-678.

Thelander, Kristin Pederson. “The Solo Horn Writing of Carl
Oestreich (1800-1840) and Critical Editions of Three
Works for Horn and Orchestra.” D.M.A. diss., Univer-
sity of Wisconsin-Madison, 1987. Thesis No. 87-11053.

Tunnell, Michael. “Selected Trumpet Excerpts from Brass
Quintets by Ingolf Dahl, Gunther Schuller, Alvin Etler,
and Jan Bach; and a Bibliography of Brass Quintets
written by American Composers from 1938 to 1980.”
D.M.A. diss., University of Southern Mississippi, 1982.
Thesis No. 83-11085.

Van Ess, Donald. “The Stylistic Evolution of the English
Brass Ensemble.” Ph.D. diss., Boston University, 1963.
Thesis No. 63-6645.

Van Norman, Clarendon. “The French Horn: Its Use and
Development in Musical Literature.” Ed.D. diss., Co-
lumbia University, 1965. Thesis No. 65-11714.

Whaley, David. “The Microtonal Capability of the Horn.”
D.M.A. diss., University of Illinois, 1975. Thesis No. 76~
7010.

Wilson, Cecil. “Berlioz’ Use of Brass Instruments.” Ph.D.
diss., Case Western Reserve University, 1971. Thesis No.
71-22867.
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Pedagogy Column

Peter Kurau
Column Editor

The Horn Handbook:
Kopprasch Etudes

Verne Reynolds

Editor’s note: The Horn Handbook is scheduled to be pub-
lished in January 1997 by Amadeus Press and will be reviewed
in a forthcoming issue of the Horn Call. The Horn Handbook
“presents a broad introduction to horn study, practice, and per-
formance, leading the player and teacher through the etude, solo,
chamber music, and orchestral literature of the horn. It also pro-
vides examples of exercises for warm-up and for perfecting tech-
nique.” We are grateful to Mr. Reynolds and to Amadeus Press
for offering this excerpt of The Horn Handbook for publication
in the Horn Call.

We have seen how practice can be apportioned into
three flexible categories of calisthenic, technical, and musi-
cal. Etudes, by definition and by their nature, belong mainly
in the technical area. The traditional horn etudes of the nine-
teenth century, such as those by Gallay, Mueller, and
Kopprasch, concentrate on scales, arpeggios, or articula-
tion patterns, and an entire etude may be devoted to just
one of these technical matters. They are highly repetitious,
tonally predictable, and often have the same note values
throughout. They probably represent the level of horn tech-
nique expected of fine horn players of the era in which they
were written. Except for an occasional lyrical piece, this
genre of etude does not require very much musical percep-
tion, but rather an understanding of purpose and potential
benefits.

Each etude as it is assigned should be examined by both
teacher and student to determine its general character, in-
tent, and structure. These etudes are especially valuable,
since they can be modified in many ways to become even
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more effective. For example, nearly every etude can be prac-
ticed an octave lower for low register development. They
can be transposed into any other reasonable location; their
rhythmic patterns, dynamics, and speed can be adjusted.
To many young ears these etudes may seem boring, and if
played only in their original configurations, may be so. If
used as sketches deserving of expansion they can serve as
a treasured resource for building a solid, traditional tech-
nique. We should never feel that we have finished with these
etudes, never to play them again. By using some imagina-
tion they can be used throughout one’s playing career for
diagnosis and rehabilitation of the fundamental techniques.

The first historically significant etudes encountered by
serious young horn players are those written by C.
Kopprasch. Their use signifies that the student has gradu-
ated from method books and is ready to work on essential
technical matters. The 1992 Robert King Brass Player’s Guide
lists seven editions of the Kopprasch Sixty Studies, most of
which are divided into two volumes. A quick glance
through Volume I confirms that the etudes are exercises in
scales, arpeggios, and articulation patterns, with some at-
tention given to the lip trill and wide leaps. Only two of the
thirty-four etudes in Volume I are lyrical in nature and con-
tent. For this discussion, the Carl Fischer edition of 1939 as
revised by Fr. Gumbert and Albin Frehse was consulted.
We are all indebted to Norman Schweikert, the distin-
guished horn player and tireless scholar, for letting us know
in the May 1971 edition of the Horn Call that Fr. Gumbert is
actually Friedrich Gumpert (1841-1906). We assume, not
having evidence to the contrary, that dynamics, articula-
tion, and other editing marks are those written by
Kopprasch and those added by Gumpert and Frehse. An-
other fine edition, published by International Music Com-
pany in 1960, edited by Oscar Franz, revised by Albin
Frehse, and newly edited by James Chambers, is quite simi-
lar to the Gumpert-Frehse edition.

Etude No. 1 in Book I is a rather slow, tongued scale
study. Its general appearance suggests that a legato tongue
stroke is appropriate. A metronome setting of quarter-note
equals 60 requires that good breathing techniques are used,
since many phrases begin piano and crescendo to forte. Its
range is nearly three octaves, which creates an opportunity
to observe how the embouchure reacts to the legato tongue
stroke in the various registers. Assuming that these etudes
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are played on a standard model double horn in F and B-
flat, we should listen carefully to make sure that the first
note played after changing from one side of the horn to the
other is perfectly in tune and matches its predecessor in
volume and tone quality. In this etude the crucial notes are
g' on the Fhorn and a' on the B-flat horn. Without any ad-
justment by the player the a' will often be sharp and some-
what bright-sounding if fingered 1 + 2. Similarly, g' on the
F horn often sounds flat when preceded by a’ on the B-flat
horn. A glance at the electronic tuner will certainly help.
Tone quality is a matter of judgment, but it is generally true
that the qualities of the two sides of the double horn differ
more in loud playing than in soft. Loud playing tends to
drive the pitch of the a' even higher. Fortunately, our ef-
forts to keep the a’' down in pitch will take away some of
the brightness and help the smoothness of passing from
the B-flat to the F horn.

The ear can be taught to accept questionable intona-
tion or to demand perfect intonation. The more times that
we hear ourselves playing this a' to g' interval perfectly, the
greater the demand becomes. Since this etude has no inter-
vals other than half steps and whole steps, it presents an
opportunity to listen for the difference in size and flavor of
these intervals. They must sound as different as possible,
with the half step tightly together and the whole step prop-
erly spaced. A good prelude to this exercise is to play, while
watching the tuner, a slow chromatic scale from the lowest
note to the highest note of the etude and then back down,
and then do the same with a whole tone scale. Playing the
scales will reveal that we do not always play pitches at the
same place ascending and descending. This is a wonderful
etude because its simplicity is both a virtue and a challenge.
It could be an etude that we play every day.

Etude No. 2 is another study in legato articulation, this
time in major and minor thirds. The editors suggest that
every ascending four-measure phrase should begin piano
and end forte and that every descending phrase start forte
and end piano. This is very natural, but we should reverse
the dynamics occasionally. Every phrase ends with a
fermata. Some thought should be given to the length of each
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Kopprasch No. 2, mm. 1-8. Carl Fischer ed., 1939

fermata. Translating the Italian fermata into the English hold
or pause does not alter its function of causing a break in the
rthythmic motion. We should never arrive at the length of a
fermata by adding a specific number of beats. The length
should be governed by several factors, including the na-
ture of the music that precedes it. In this etude each fermata
is preceded by fourteen quarter-notes. The regularity of this
rhythmic motion suggests a fermata long enough for the
mind’s ear to erase the pulse created by the quarter-notes.
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Players tend to be more impatient than listeners with the
length of the fermata, but we cannot forget its function or
its dramatic potential. In this etude we can experiment with
varying the length of each fermata. Perhaps those in forte
could be longer or shorter than those in piano. Since the
etude ends with a low note, this last fermata could be as-
tonishingly long. We should recall that in the Rondo of the
Mozart Third Horn Concerto there are two fermatas. The
fermata near the beginning of the movement need not be
as long as the one near the end. The second fermata must
erase the feeling of pulse that has accumulated for almost
the whole movement. Unfortunately, the length of each
fermata is in the hands of the conductor.

As in Etude No. 1 we must listen for the exact size of
the minor third and the major third. Nearly every measure
has the potential for faulty interval size. The first measure
is a good example, since it contains one note that is prob-
ably all right (c), two notes that could be flat (e' and d'),
and one sharp note (f'). It is not enough that notes register
on the tuner as sharp, flat, or just right. They must sound
right to the player’s ear in their intervalic context. This is
the beginning of both linear and horizontal intonation. We
must be able to hear pitches in relation to previous pitches
but also in relation to pitches sounding simultaneously with
our own.

Etude No. 3 and Etude No. 4 should be played at
fortissimo and at pianissimo in addition to the printed dy-
namics. Playing at fortissimo can show us where extra ef-
fort must be applied to maintain an even level of volume,
regardless of register. The tape recorder can illustrate
whether the notes on the F horn are projecting with the
same intensity as those on the B-flat horn. At pianissimo
we must guard against the natural urge to increase the vol-
ume on the ascending lines. Both etudes are marked sempre
staccato, but there is no reason not to practice them with a
legato tongue occasionally. These two etudes seem ideal
for beginning the serious study of transposition. Most
young players have had some experience with transposi-
tion and perhaps have resorted to using pencil marks to
identify pitches in the more familiar horn in F. Some play-
ers have contrived elaborate formulations for each trans-
position. These schemes usually involve changing the clef
and adding or subtracting sharps or flats. If these strata-
gems work, so be it. It does seem that these cumbersome
machinations seek to avoid the hard work of learning each
transposition so thoroughly that it becomes automatically
and perpetually reliable. How simple, direct, if old-fash-
ioned, it is to practice these two etudes a half step lower
and call it horn in E. At first we must go slowly enough
that our eyes can grip each note as we play it and our ears
connect the pitch we play with the note we see.

The first seriously studied transposition might as well
be horn in E so that the intervalic difference is as small as
possible. In this “method” of transposition eyes, ears, and
fingers all learn the new pitches. It is best to stay with horn
in E until most of the etudes in the first volume can be read
at a slow but steady pace. E-flat horn logically comes next,
followed by D, C, B-natural, low B-flat, high B-flat, A, and
G in that order. Learning transposition is somewhat simi-
lar to learning languages; learning one helps in learning



others. Transpositions should be mastered to the point that
there are no transpositions. Every key must be as automatic
as horn in F, with only an occasional urge to polish up B-
natural in honor of the Brahms Second Symphony. Learn-
ing transpositions this way can consume a lot of music for
reading. Venturing beyond the safe confines of horn etude
literature might even be necessary.

Etude No. 5 introduces the lip trill as a series of slurs
between notes that are a whole step apart. At first this etude
should be played open on the F horn. Doing so will pro-
duce a strange interval between e” and f", but just for this
exercise we can relax our strict standard on intonation,
knowing that this is not the normal fingering for this trill.
This is a true calisthenic exercise in that we are concerned
only with the physical action that results in a steady, smooth,
reliable slur between the two notes. The mirror is helpful
when it shows excess motion in the corners or the lower
jaw. In our slow practice we should try to find the smallest
motions that will move us from one note to the next. Large
motions do not produce fast reliable lip trills. Firm corners
and a firm grip on the lower half of the mouthpiece is our
best approach. As the editors suggest, we can expand this
exercise downward one half step at a time by adding the
second valve for E, first valve for E-flat, first and second
for D, second and third for D-flat, first and third for C, and
all three valves for B-natural. Notice how the pitch, tone
quality, and physical control deteriorate as the horn becomes
longer and longer. Whenever we have a choice of fingering
for any note we should try to make the horn as short as
possible. This is an etude that demands patience. Nothing
is gained by playing faster than we can control the slurs.
This etude alone is not a magic carpet to lip trills. Com-
bined with the warm-up exercise illustrated in Fig. 14 [not
shown in this excerpt—Ed.] and the willingness to spend
months rather than weeks or days in calm, orderly prac-
tice, this etude will provide the control and flexibility
needed for elegant lip trills.

Etude No. 6 or No. 2 is suitable for beginning the study
of memorization, because each has short phrases and relies
on sequences. Everything here is predictable and logical.
After marking off each phrase, defined by the fermatas in
No. 2 and by the eighth-notes in No. 6, look at the first
phrase to see what it contains. After studying this phrase
we should try to reproduce it in our mind’s ear while look-
ing at the notes. Do this at least three times. Then try to
reproduce it mentally without looking at the notes. When
this is successful, play the phrase three times while looking
at the notes, then three more times without the notes. This
procedure relies on complete concentration at each step.
Some phrases will be quite easy, but do not omit any of the
steps, which can be outlined as follows:

Mark off each phrase.

Find the pattern within the phrase.

Look at the notes.

Look at the notes and produce them mentally three
times.

Produce the notes mentally without looking at the
notes.

Play the phrase three times with the notes.

Play the phrase three times without the notes.

L.

w

N

Each step should be perfected in the above order. It is
always possible to go back one or more steps to solidify the
process. After memorizing the first phrase, repeat the same
steps for the second phrase. When the second phrase is
memorized, play phrase one again and if all is well play
phrase two. Then play the phrases joined together. Con-
tinue this procedure until the complete etude is memorized.
Do not be distracted or discouraged by a temporary lack of
success or by the simplicity of the process. We are estab-
lishing a pattern for memorizing that can be applied in fu-
ture to more complex works. It follows an orderly sequence
of study, analysis, practice, performance.

In Etude No. 7 we have an opportunity to listen to in-
tervals in a harmonic framework. We should begin to trust
our ears. If it sounds right, check with the tuner to make
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sure but do not let the tuner do all of the work. Just as with
the metronome, we could become so dependent on the tuner
that we only see rather than hear discrepancies in intona-
tion. The metronome is very useful in practicing attacks,
releases, and breathing; establishing a beginning tempo; and
checking for unsuspected lapses in tempo. It might have
some use in pieces, such as marches, in which the mainte-
nance of a rigid tempo is considered virtuous. Etude No. 7
should also be played in all reasonable transpositions and
with varied dynamics.

Etude No. 8 is excellent for the practice of memoriza-
tion. Would it not be interesting to memorize it in F and
then, without looking at the notes, try to play it in E or E-
flat? This exercise tests our ability to transfer what we hear
into what we play. Though sometimes discouraging at first,
it is another way to expand the usefulness of our ears. Most
ears will improve through hard work; some will become
excellent.

The ninth etude introduces articulation patterns of
tongued and slurred notes within a group. The editors’ in-
dication of tempo giusto is well chosen. Giusto is trans-
lated as strict or correct and, as applied here, means that
the sixteenth-notes must be placed evenly whether tongued
or slurred. The metronome tells us whether the first notes
of the group are on time; only our ears can tell us whether
the remaining three notes are correct. Listening to the tape
playback is very revealing, since articulated patterns often
feel one way and sound quite another. Absolute rhythmic
precision is needed at all rates of speed.

No. 10 presents the common articulation pattern of two
notes slurred followed by two notes tongued. The critical
note is the second note of the slur. Since no tongue is used
on the second note, it may have less volume than any of
the tongued notes. This is especially true if the volume level
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is high and the slur is downward. There is also a tendency
to shorten the second note as the tongue prepares to articu-
late the third note in the group. As in Etude No. 9, we must
listen to make sure that all four notes in the group are placed
evenly. Some players hurry to the second note, pause for a
moment before the third note, and, as far as the metronome
is concerned, everything is fine. Record it and listen for
evenness in volume and rhythm. Playing this exercise in E
or D gives the 2 + 3 valve combination a good workout.

The editors suggest that a better place for Etude No. 11
would have been preceding No. 44. If the physical action
of the lip trill is not fully developed, no harm is done by
delaying the study of this etude.

Etude No. 12 is another exercise in two notes slurred,
two notes tongued. This articulation pattern is especially
appropriate for the horn concertos and the chamber music
of the classical period, when composers were content to
leave such matters to the judgment of the performers. One
suspects that horn players of that era were not always as
conscientious as modern players in developing a fast, light,
reliable single tongue. Not having to tongue every note in
a four-note group does help the player who has not, as yet,
attained a speedy single tongue. Our ears have been condi-
tioned to accept and expect this articulation pattern, and it
certainly has been a favorite of those who have edited mu-
sic from the classical period. This pattern also works very
well when the speed is fast enough to warrant double
tonguing. When we have attained a single tonguing speed
of four notes to a beat at a metronome setting of 138-144,
we are able to make decisions about articulations from
musical conviction rather than from technical inadequacy.
This etude should be practiced with several different ar-
ticulation patterns, including all notes single tongued. This
is a good place to begin practicing transposition of etudes
with key signatures.

Etude No. 13, when transposed down to D or C, be-
comes an exercise in achieving solid responses in the lower
register and offers another opportunity to practice passing
through those notes known as the “break.” We should al-
ways be willing to try some B-flat horn fingerings on some
notes usually considered to be sacred F horn territory. De-
cisions on fingering should be made after considering tone
quality, intonation, volume, and response. Ideally, fingered
notes should have the same quality as open notes. Careful
listening reveals that the addition of any one valve does
not change the quality of the tone very much, although the
third (the longest) valve does sound “darker” than the sec-
ond (the shortest). The addition of the first and second
valves makes the horn sound “brighter” and especially so
on the B-flat horn because of the sharp bends in the tubing.
The third valve produces approximately the same pitch as
the combination of one and two, but the quality is darker
because of the more gentle curves of the tubing. The com-
bination of the second and third valves sounds rich and
gives a good response in all but extreme dynamics. Gener-
ally, the shorter the horn the better the tone quality.

Tone quality remains a matter of opinion, but intona-
tion is not. No one would insist on a fingering that resulted
in bad intonation but had a beautiful tone quality. For this
reason we do not play a' open on the B-flat horn. In correct-
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ing the intonation of notes that conventional wisdom would
finger 1 + 3, or 1 + 2 + 3, our embouchure and our right
hand must bring the notes down in pitch so far from their
natural centers that the tone quality is seriously distorted.
Generally, the shorter the horn the better the intonation. It
is our good fortune that the double horn makes alternate
fingerings available for every note played 1+3,0r1+2+3
except for the lowest G and F-sharp on the instrument. Re-
sponse follows the same pattern as quality and intonation.
The B-flat horn, being shorter, responds a little more quickly
than the F horn. Open notes respond more quickly than
fingered notes. This is not always a blessing. In soft en-
trances the B-flat horn in the low register might sound
slightly more explosive than the F horn; in loud entrances
the B-flat horn will respond immediately and with a large
volume of sound. Fingering comfort should never be a con-
sideration. If we must choose a fingering only because it is
easy we have allowed weak finger technique to prevail.
Bassoonists would be overjoyed if they could play their
instrument with three fingers and a thumb on the same
hand.

Kopprasch No. 14, mm. 1-4; Carl Fischer ed., 1939

Etude No. 14. Here again is an exercise in slurring and
tonguing within a rhythmic group. It is especially reward-
ing because all of the slurs are downward and many of them
require a change from the B-flat horn to the F horn. The
first slur in the first measure offers a good example of what
is often described as “blowing through” a slur. Since they
are not tongued, the second and subsequent notes of slurs
are completely dependent on air to make them sound
evenly in volume and on time. In downward slurs when
we move from the shorter B-flat horn to the longer F horn,
we must add a little air to keep the notes even in volume.
Of course this can be overdone; let your good ears guide
you. The length of the second note must also be consid-
ered. We could start from the premise that all notes are fuil
value until proven otherwise. Since the editors did not add
anything to shorten the second notes, we may assume that
the second notes are as long as the tempo will allow. By not
shortening the second note and by blowing through the
slur we can arrive at an even volume on the two notes. When
listening to the tape, check to see whether the ornamental
notes are projected clearly. Ornaments can also feel one way
and sound quite another.

Etude No. 15 is a delightful recital piece for horn alone.
If we divide up the phrases it becomes an effective piece
for two antiphonal horns with one or both players off-stage.
Notice how every phrase ends with a quarter-note, and how
long these final notes are at a metronome setting of eighth-
note equals 66. This etude gives us a fine opportunity to
practice tapered releases with some variation in the speed
and amount of taper. The forte phrases should be played
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very dramatically and the piano phrases rather gently. Do
not hurry the thirty-second notes or the ornaments. Per-
haps we might think of this as two horns signaling and
echoing. On solo recitals this etude must be played from
memory. Take some time to consider the proper length for
the only fermata. Nearly every etude in this volume has at
least one repeat. Notice that when the only repeat is at the
end of the etude, we repeat from the beginning, even though
there is not a repeat indication in the first measure. For re-
cital performances we should decide whether to observe
one or both of the repeats only after playing the etude sev-
eral times each way. Repeats are not always long and bor-
ing.

Whereas Etude No. 15 should be played without a
musically stifling rigidity of tempo, No. 16 is an exercise in
rthythmic discipline. The metronome should be used occa-
sionally to point out our tempo indiscretions, but not so
often that the inflexibility it causes begins to be mistaken
for musicianship. Perhaps its use can be compared with
that of the electronic tuner. No one suggests that the tuner
can do more than show us where we go astray and by how
much. When we play we have to listen. The metronome
becomes most useful after we have turned it off because
then we must listen to ourselves rather than the metronome.
The rhythmic motion in this etude is hardly perpetual, but
it must be steady and even and should not vary with the
changes of articulation pattern. We should give some
thought to the length of the fermata toward the end.
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Etude No. 17. Intonation and evenness of volume
throughout the two-octave range are the main concerns in
this etude. We must not assume that the notes in the lower
octave will project exactly as those in the upper octave. As
we transpose the etude downward toward low B-flat, the
tongue must work more forcefully to maintain volume. It
also requires firm corners and good contact with the lower
half of the mouthpiece rim. This is a wonderful exercise for
those aspiring to become great second horn players. It is a
noble calling.

Etude No. 18 should be learned in both E and D before
reading it in F. In E the fingering patterns for the upper
octave are rather complex, but quite simple in the lower
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octave. Memorizing this etude is a good idea so that we
can watch our fingers. The tips of the fingers should al-
ways be in contact with the end of the valve keys. Some
players, without realizing it, raise the fingers before depress-
ing the keys, or allow the fingers to rest so far down on the
keys that the firstjoint is flattened. If the stretch from the B-
flat key to the little finger hook is too long, the fingers are
forced to become flattened rather than arched. A compe-
tent instrument repair person can move the little finger hook
to shorten the stretch for a more comfortable grip. There
are some wonderful devices on the market that are helpful
for players with small hands. One goes by the intriguing
name of “Duck Foot,” and seems to work well for those
who play with the bell off the leg. It is best to work out this
etude sempre forte to make sure that an even volume is
maintained.

Etude No. 19. Most of this etude is grouped in a pat-
tern of two slurred notes followed by four tongued notes.
The editors have used piano, mezzo forte, and forte as the
three volume levels. It is always helpful to establish these
levels separately by playing several groups at each level
before practicing the complete etude. Every phrase ends
with a quarter-note, which should not be shortened or ac-
cented. This is an excellent exercise to practice total con-
centration from beginning to end. Concentration demands
that our eyes and our memory supply the necessary infor-
mation from the page, that we have decided upon the ap-
propriate physical actions to convert the information into
music, and that we listen and evaluate the result. In prac-
tice we can profit from giving attention to each component
separately (information, action, listening), but our success
in actual performance depends upon all three of these work-
ing simultaneously. Therefore, every day we must practice
performing so that these three become one. Writing the
word concentrate at the top of the page is but a small part
of the process.

Etude No. 20. Sometimes it is better not to breathe at
every opportunity. Breathing at each eighth-note rest in this
exercise is tempting, but doing so deprives us of the oppor-
tunity of working on air capacity. In performance we like
to arrange the breathing so that we play on the first sev-
enty percent of the air supply whenever the music will al-
low. In practicing etudes we should look for occasions to
work on expanding the latter thirty percent of our air sup-
ply. The first two phrases, which crescendo from piano to
forte, and all phrases marked forte are excellent for build-
ing air capacity. There is no reason to practice this etude at
a tempo so fast that the phrase length becomes easy. This
should be an exercise in good breathing technique, dynam-
ics, endurance, and fermata length.

Etude No. 21 is marked sempre staccato, but we can
also use this exercise to practice our legato tonguing. Since
it is divided into orderly phrase lengths, we should prac-
tice our memorization routine on this etude. After it is
learned and memorized in E, try to play it in any reason-
able transposition without looking at the notes.

Etude No. 22. Since this is the first time in these etudes
that we have seen the word espressivo, we should rejoice.
In its broadest sense, espressivo refers to those elements of
performance that cannot be indicated by symbols. Before

The Horn Call/No. 27.1/November 1996



the seventeenth century, commonly understood symbols
and inherited conventions made further indications of
tempo and volume unnecessary. As vocal music grew, and
with the rise of instrumental music, composers began to
add more guidance in matters other than speed and vol-
ume. By the end of the nineteenth century composers were
using words and symbols to ask for nuances, both rhyth-
mic and dynamic, and gradations of speed and volume.
Gustav Mahler filled his pages with words of advice, warn-
ings, descriptions, and numerous other directions. Some
twentieth-century composers place combinations of sym-
bols on almost every note, and with the emergence of new
notation, composers often supply several pages of perfor-
mance notes. All of this points to the need for performers
to study the history of notation, the history of performance
practice, and the stylistic elements of the various historical
periods and individual composers; and to become familiar
with the most recent developments in notation. Only then
will we have a historical and aesthetic framework upon
which to build a valid expressive storehouse.
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Kopprasch No. 22, mm. 1-5; Carl Fischer ed., 1939

Orchestral horn players are not given much liberty,
being confined in tempo by the conductor, in volume by
the orchestration, and in personal stylistic choices by cus-
tom and habit. In chamber music and solo playing the re-
strictions on expressive freedom are presumably those of
historical accuracy and good taste born of intelligence nur-
tured by study and experience. There is also that mysteri-
ous thing called talent, without which music becomes
recitation.

Except to establish a basic tempo, the metronome must
not be used in Etude No. 22 since rhythmic nuances are
completely suffocated by its beating. In a most general way
phrases should move ahead in tempo and then relax to-
ward their natural conclusions. This is not to be identified
as accelerando and ritardando. Accelerando and ritardando
are most effective when they are noticed as such. Shaping a
phrase with motion is most effective when it cannot be rec-
ognized as a departure from the basic tempo. In much the
same way phrases which move upward should gain in vol-
ume and those which arch in contour may also arch in vol-
ume. Each phrase should be examined to test the
appropriateness of this approach. Not every descending line
need lose volume. Many phrases have a point of destina-
tion often made obvious by the contour of the line, at other
times made less obvious by a harmonic subtlety. On rare
occasions non-espressivo can be very expressive.

Singing in the privacy of the practice room is a good
way to discover the natural shape and flow of lines. It is
also a form of ear-training if we try to produce precise
pitches. Listen to what your voice does naturally as the lines
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rise and fall, and do not give up because your singing voice
does not please you. If we convince ourselves that we can-
not sing, we forfeit a most valuable asset. Musicians have
always learned by imitation, intentionally or otherwise. A
good teacher loves to be imitated in the hope that it will
lead to a more personal expression by the student. Itis very
sad that most young wind players hear very little music
other than that played by themselves. Attending recitals
by singers, pianists, and string players could be called prac-
ticing if we concentrate on how the performers achieve ex-
pressive results. Recordings are fine if the technical dazzle
does not deafen us to the more musical qualities. The worst
thing that we can do to a phrase is to do nothing. We might
as well leave the notes on the page if we cannot bring them
to life. The elevation of lyrical playing to at least the status
of technical display should start very early in the pursuit
of a personal style that is founded in excellence. Can any-
one doubt that Dennis Brain imitated his father as a first
step towards his own musical greatness?

In Etude No. 22 we can make a start on finding ways to
use our calisthenic and technical accomplishments for mu-
sical purposes. The editors suggest that we should breathe
after the first measure. Generally it is preferable to breathe
after a longer note value to accommodate an elegant re-
lease and an unhurried reentry. If we decide on a metro-
nome setting of eighth-note equals 60, and if we have
developed sufficient air capacity, we can delay the breath
until after the third beat in the second measure, thereby
achieving a longer line and a nice arch in the phrase. Physi-
cal comfort insists that we breathe after the first measure;
the music insists that we do not stop the line so soon after
its beginning. The ornament must be played as slowly as
the tempo will allow so that it does not disturb the relaxed
feeling of the music at this point. Each note of the orna-
ment must sound clearly. After the breath in the second
measure the trill is followed by two ornamental notes called
nachschlag. This ornament also must be played at a speed
in keeping with the character of the music. We do this by
starting the ornament soon enough that it has time to sound
unhurried. Our next breath should be after the dotted quar-
ter-note in the fifth measure. Since we are in an ascending
line with a crescendo, we should use our technique of non-
tapered release and a quick reentry to keep this line mov-
ing to the F-sharp. This F-sharp is the highest note in the
etude thus far. We may dwell on the F-sharp slightly before
moving ahead with the remaining sixteenth-notes. Take
plenty of time with the release and the reentry in the sixth
measure, since this breath should last until after the third
beat in the eighth measure.

The editors have suggested other breathing places, but
we should be willing to take the difficult approach if the
musical result is honorable. In the eighth measure we can
practice the art of making this breathing place sound very
natural by using a long release and not hurrying the reen-
try. We can breathe after the first dotted eighth-note in the
tenth measure, but be on time with the sixteenth note. The
editors suggest a diminuendo in the tenth measure, but we
might consider keeping all of the energy until the last quar-
ter-note, which should be long and tapered. The double
bar marks a natural halfway point in the music, so we



should not be exactly on time with the first note in mea-
sure eleven. The crescendo on the rising line in measure
twelve could be enhanced by forward motion after length-
ening, slightly, the G-sharp. We should try to avoid the
breath suggested at the end of the eleventh measure but
should breathe after the third beat in measure twelve and
not again until the quarter-rest in measure fourteen. We
must not hurry the entrance in the next measure or hurry
the ornament with which it begins. Since the music in mea-
sure fifteen is a reminiscence of the beginning, play it more
softly and gently, at least until the third beat of measure
sixteen. Measure eighteen is the top of the piece for both
height and volume. We can make the most of this by breath-
ing after the first eighth-note, stretching the tempo slightly
on the slur up to the G, and then breathing after the third
beat. This breath should last until after the first dotted
eighth-note in the last measure.

Kopprasch No. 22, mm. 11-18; Carl Fischer ed., 1939

All of this slightly painful, measure-by-measure inves-
tigation is pointless if it results in the music sounding la-
bored and pedantic. In practicing lyrical playing we should
do exactly what we do in technical practice, which is to go
well beyond our goal and then bring it back to reality. Ex-
aggerate every crescendo, diminuendo, forward movement,
relaxation of tempo, and variation of volume, before set-
tling on the proper amount. If we always work on the defi-
cit side of expressive devices we will never reach the
optimum. If we work on the surplus side we are more likely
to achieve a natural but controlled feeling by relaxing from
the extravagant. Occasionally we can create a stunningly
dramatic moment through this process, but only if the music
calls for it. We will never know if we do not try.

We have seen how closely breathing and phrasing are
connected. We have also seen that breathing places do not
always coincide with the ends of phrases but can be dis-
guised to minimize breaks in the line. Practicing lyrical
etudes includes looking at the music measure by measure
in search of ideas that the human mind and spirit can add
to transform symbols into singing. Practice also includes
trial, error, and substitution. Practicing technical etudes
often means gaining control of speed and every kind of
accuracy. Practicing lyrical etudes always means finding
what the music has to say before finding a way to say it.
We must have the patience to practice slow music with the
same discipline, concentration, thoughtful repetition, thor-
oughness, and joy that we lavish upon technical display.
To err technically might be human; musical transgressions
can never be forgiven.

Etude No. 23 and Etude No. 24 follow the pattern an-
nounced in their first measures. The large slurs in No. 23
should be practiced with an expanding air flow. No. 24 has
quick-tongued leaps, many of which cross over between
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Kopprasch No. 24, mm. 5-10; Carl Fischer ed., 1939

the two sides of the double horn. We should not search for
easier fingerings but should use this etude to give the thumb
a good workout. Horn in G would be most appropriate for
this etude.

Etude No. 25, in spite of its key signature and
accidentals, is an excellent etude for horn in E as well as
other transpositions. Try seeing how much of this etude
can be played from memory in F after having worked it
out in several other transpositions not including F.

Etude No. 26 concentrates on quick, narrow slurs up-
ward and downward. There is no reason not to tongue this
etude occasionally. After achieving some speed on this ex-
ercise we might imagine that it is the horn part in a wind
quintet from the classical period and try to emulate the light-
ness with which this figure can be played by our colleagues
on their more highly mechanized instruments. Everything
becomes more difficult in transpositions, including one
octave lower in F.

Etude No. 27 is another study in slurred and tongued
notes within a rhythmic group. Be sure to play a full quar-
ter-note when it is the last note of a phrase.

Etude No. 28 should be practiced slowly enough that
we can feel the four sixteenth-notes contained in the dot-
ted eighth and sixteenth figure. It should also be practiced
quite rapidly. Notice how we must use what seems to be an
extra amount of tongue on the sixteenth-note when we play
this familiar rhythm quickly. This etude should be taped
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Kopprasch No. 28, mm. 1-4; Carl Fischer ed., 1939

and played back to check rhythmic accuracy and evenness
of volume between the dotted eighth- and sixteenth-notes.

Etude No. 29. Rapidly changing dynamics and regis-
ters are less a concern when played andante than allegro. A
legato tongue stroke seems appropriate

Etude No. 30 could be practiced all tongued, all slurred,
or as printed. Playing it all slurred and one octave lower in
F will improve our fluency in low-register slurring.

Etude No. 31 is still another two-slurred, two-tongued
exercise that can be practiced at various speeds, including
a speed fast enough to justify using the double tongue.

Etude No. 32 is a wonderful exercise for getting the
low notes to speak on time after a large leap downward.
Check the mirror occasionally to see whether there is ex-
cessive motion on the leap downward. There is good rea-
son to practice this etude in all dynamic levels, including
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the extremes. The Gumpert-Frehse edition has no suggested
volume level; the Chambers edition suggests mezzo forte.
Both suggest sempre staccato, but that does not preclude
using a longer tongue stroke also.
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Kopprasch No. 32, mm. 1-6; Carl Fischer ed., 1939

Etude No. 33 uses the same notes again and again, with
only a little relief in the middle section. We could pencil in
changes of transposition every two measures in prepara-
tion for playing the Prelude to the third act of Lohengrin.

Etude No. 34 is an example of Kopprasch at his most
predictable and repetitious. We can surely find other ways
of practicing this etude by changing the articulation pat-
terns, slurring, transposition, dynamics, and rhythm.

The etudes in Book II are longer and somewhat more
chromatic than most of those in Book I, and they follow the
same patterns of tonal sequences and articulations. Because
they are so similar to the studies in Book I, it is hoped that

the observations above can be applied to Book II. Since only
six of the sixty etudes in both volumes are lyrical, balanc-
ing the etude diet with transcriptions of vocalises or simi-
lar material is necessary.

Kopprasch etudes will reward careful patience with a
disciplined basic technique consisting of accuracy, two and
one-half octave range, well-defined dynamic levels, sensi-
tivity to aberrations in intonation, understanding of tradi-
tional notation and common Italian musical terms, and
endurance sufficient to play a one-page etude. They can
also form a link between the entertainment approach of
most elementary method books and the serious, thought-
ful work of establishing a solid technical foundation.

It may seem that I have taken much liberty with the
Gumpert-Frehse edition of these fine etudes. If so, it was
not done out of an absence of admiration and gratitude for
the work of the editors or of the composer. While we have
no reliable dates for Kopprasch, nor do we know his first
name (Carl?), there is reason to believe that these etudes
were written in the early years of the nineteenth century.
That they continue to be a mainstay in the horn literature
speaks for their excellence.

Etudes written for the sole purpose of technical devel-
opment and not meant for public performance should, in
the privacy of the practice room and teaching studio, be
allowed to serve their purpose to the fullest extent. Those,
such as No. 15, that might be played in recital should be
presented in a manner consistent with the composer’s
musical intentions as nearly as can be determined.

po R,

C.S. Willson
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Announcing a Work in Progress

The Life and Work of Walter Lawson
Master Craftsman
by

André M. Smith
(New York)

Walter A. Lawson is an outstanding representative of the American school of
horn making as it has been practiced in the last quarter of the twentieth
century. During his career over decades as a performer with The Baltimore
Symphony he painstakingly refined his crafting skills, first in brass instrument
repairs, before devoting his efforts solely to the development of the Lawson
Horn as it is heard today throughout the world. Lawson is a pioneer in the
independent application of computer controlled sound generation and the re-
finement of computer simulated models that became the theoretical foundation
upon which his tone ideals have been developed.

For the past several years I have been gathering materials for a biography of
Lawson and developing a history of his family and his times. Anyone wishing
to contribute in any way to this biography and to the enrichment of this worth-
while study of the history of the brass instruments in America may contact me
at any time.

André M. Smith
Box 1595 - Cathedral Station
New York, N.Y. 10025
Telephone: (212) 222-3243 + ¢ < FAX: (212) 222-6179
E-mail: Brass Work@aol.com

>
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SOLID BRASS MUSIC COMPANY NOW
NORTH AMERICAN DISTRIBUTOR
FOR EDITIONS MARC REIFT

Solid Brass Music Company is now stocking all brass solo and small ensemble
arrangements published by Editions Marc Reift of Switzerland. Combined with
our domestic publications, our catalog now contains over 800 arrangements,
including works for Horn arranged and recorded by Francis Orval.

For your FREE copy of our 1996 catalog, contact

SOLID BRASS MUSIC COMPANY
71 MT. RAINIER DRIVE, SAN RAFAEL, CA 94903
PHONE (415) 479-1337 FAX (415) 472-0603
E-MAIL sldbrass@aol.com

PREE 49 PAGE CATALQRY

We Stock Hard-to-Find Brass Recordings.

» More than 1500 titles on CD, LP, or Cassette.

« Hundreds of jazz recordings: Tom Varner, Julius Watkins, Frank Rosolino,
J.J.Johnson, Bill Watrous, Thomas Bacon, Sam Pilafian, John Clark, Stan
Kenton Big Band, Rob McConnell Boss Brass, Allen Vizzutti, and Richard Todd.

e Hundreds of classical recordings: Barry Tuckwell, American Horn Quatrtet, Ifor
James, Lowell Greer, Christian Lindberg, Michael Thompson, Roger Bobo, Eric
"\ Ruske, Canadian Brass, Maurice Andre, Mozarteum Horn Ensemble, Gail

\ Williams, Philip Jones Brass Ensemble, Froydis Ree Wekre, Empire Brass,
Raddan Vlatkovich, Stockholm Chamber Brass, and Dennis Brain.

— wei@e  We Publish More Than 600 Sheet Music Titles for Brass
s o 27 - All titles available exclusively from TAP Music Sales
« Solos with & without piano for Trumpet,
TAP Music Sales Horn, Trombone, Euphonium, & Tuba.

=r @l _ _
/,J//;%@ ﬁ@@ SALES 1992 Hunter Avenue » Duets, Trios, Quartets, Quintets for like
Newton. IA 50208 USA & unlike instruments.

« Large brass ensemble charts.
Phone: 800-554-7628 or 515-792-0352 Fax: 515-792-1361/| , Biggband charts featuring brass solos.
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Improvisation Clinic

Kevin Frey,
Column Editor

Learning Jazz Styles
through the Recordings
of Julius Watkins

Steve Schaughency

Part 1: The Horn in Jazz

Sooner or later, probably sooner, you will be confronted
with a piece of music that will require you to play in a jazz
style. With many musical ensembles having to adopt more
of a pops flavor plus the fact that there is a great deal of
high-quality music already out there in this style, we as
responsible musicians need to become more fluent in this
genre.

A few of us may have been lucky enough to have per-
formed with a jazz ensemble on a piece or two during our
academic careers, but it certainly was not the main focus of
our studies. We most likely spent the vast majority of our
training trying to perfect the fundamentals (lip slurs, scales,
etc.) or working on the differing nuances of performing the
music we would most likely encounter in our careers
(Mozart, Brahms, Strauss, etc.). Even some of the more ex-
perienced professionals among us have not been exposed
to this music, either by necessity or by choice.

Most traditionally trained musicians are frightened by
the thought of jazz improvisation, but the vast majority of
the jazz-style horn parts do not involve jazz improvisation
whatsoever. You will most likely make it through your en-
tire playing career without having to come face-to-face with
a set of chord changes. Since all of the pitches and rhythms
have been well thought out ahead of time by an arranger
or composer, all we have to do is interpret them in a stylis-
tically correct manner.

A useful approach when learning jazz styles is the same
approach we use to learn the correct interpretations of more
traditional repertoire—listen to recordings or attend live
performances. When learning the solo in the third move-
ment of Brahms’s Third Symphony, the responsible student
will trek to the library in search of as many recordings of
the piece as possible. After several listenings the student
will have a pretty good idea of how to approach the solo as
well as the music of Brahms in general. An acute ear and a
couple of good recordings will help the student immensely
in a suitable interpretation of the solo. However, imagine
the reaction of the teacher/director/fellow musicians if the
student had not done this little bit of research and had come
in and played the solo in the style of Stravinsky or Bach.
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The same approach is useful in learning the correct way to
interpret a jazz piece.

The next step is knowing what recordings to listen to
and how to find them. With all of the different jazz styles
and performers, as well as tens of thousands of recordings
available, where does the uninitiated horn player start to
get a decent grasp of the music? You can start by an invest-
ment in just one box set. The absolute best resource for a
concise overview of jazz history is the Smithsonian Collec-
tion of Classic Jazz, available on five CD’s or cassettes through
Smithsonian Books and Recordings, P. O. Box 700, Holmes,
PA 19043 USA; 1-800-927-7377. The set also includes a book-
let containing a complete overview of jazz history as well
as individual introductions to each one of the selections
written by renowned historian, Martin Williams. While the
Smithsonian set is an incredible resource for you to get in
touch with just about any jazz situation you may encoun-
ter, it is very sparse in selections that include horns. In or-
der to understand the differing styles found in jazz as they
relate to horn playing, we will need to draw from several
other recorded sources.

The following historical overview should help to put
the horn in perspective as it has appeared in jazz.

The Horn in Jazz Performance

The use of the horn in jazz has been sparse at best.
Throughout the history of jazz the horn has performed on
several concerts and recordings, but compared to the con-
tributions of the trumpet, trombone, saxophone, piano, bass,
and drums, the majority of these have been relatively in-
significant. With the exception of a small group of players
during the second half of the twentieth century, the horn
has usually appeared in a more secondary, if not totally
peripheral, role.

The first appearance of the horn in jazz is uncertain,
but it is believed to coincide with the birth of jazz in the
South around the turn of the twentieth century. We have
no recorded or visual proof of this but can assume that when
the other instruments of the brass family made the transi-
tion to the new type of improvised, popular dance music,
the alto voice (horn, mellophone, alto horn) may have also
been present. The first visual proof appeared around 1920.
Publicity photographs exist showing bands with elaborate
inventories of instruments laid out in front of them with
horns, mellophones, and alto horns present in some of these
photos. Whether these instruments were actually played
in performance or were there as decoration is not known.
Period recordings and personnel lists from these recording
sessions would tend to suggest the latter.

It is not until the Swing Era (1940s) that actual proof of
horns being used in performance exists. In the early 1940s
the big bands of Jack Teagarden, Tommy Dorsey, Artie Shaw,
Harry James, and Claude Thornhill occasionally employed
horn in some of their larger formats. These groups, which
almost always included string sections and extra wood-
winds, were often relegated to playing pseudo-Romantic,
lushly arranged pop tunes behind featured vocalists, solo-
ists, or band leaders. The one exception to this rule was the
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Claude Thornhill band. During the post-war years, he
added two horns to his standard big band instrumentation
and provided them with more challenging parts to play.
His creative young arrangers (Gil Evans, Gerry Mulligan,
etc.) took full advantage of the traditional colors associated
with the instrument and exploited them fully to create a
wide range of tonal possibilities.

The birth of bebop and modern jazz in the 1940s cre-
ated an entirely new arena for the horn. The first major
breakthrough for the horn in small-group modern jazz writ-
ing came with Miles Davis in 1949. Davis and Gil Evans
collaborated with the idea of forming a scaled-down ver-
sion of the Claude Thornhill big band using alto sax, bari-
tone sax, trumpet, horn, trombone, tuba, piano, bass, and
drums on the “Birth of the Cool” sessions. This combina-
tion of instruments proved to be very popular in one form
or another, always retaining the horn, during the early part
of the 1950s, especially on the West Coast. The Gerry
Mulligan Tentette, the Shorty Rodgers Jazz Giants, the Dave
Pelle Octet, and the Jazz Lab Band under the direction of
hornist John Graas are just a few examples. All of these
groups featured the lighter, softer tones that were charac-
teristic of the “Cool School,” with the mellow sound of the
horn fitting perfectly into the formula.

The most significant of these bands from a horn player’s
point of view was the Jazz Lab Band of John Graas. Being a
hornist, Graas was fully able to integrate the possibilities
of the horn into the cool style. One concept associated with
jazz improvisation with which Graas can be credited is the
notion that when horn players improvise in a jazz setting,
great care should be taken to retain the characteristic tradi-
tional orchestral sound of the horn.

Around 1950, Stan Kenton’s Innovations Orchestra in-
cluded two or three horns. The various experimental ar-
rangements performed by this group began to incorporate
the horns as more substantial contributing participants in
the overall tonal effect of the ensemble. A direct result of
having horns in the Kenton band was their addition into
the big bands of former Kenton arrangers Pete Rugolo and
Johnny Richards later in the decade. In the late 1950s,
Kenton also contributed to the development of the
mellophonium. It was designed to have some of the tradi-
tional characteristics of the horn and intended to fill the
tonal and range gaps between the trumpets and trombones.
These front-facing instruments were usually played by a
mixture of horn players and trumpet players. The
Mellophonium Band, which included four of these instru-
ments, contributed scores of arrangements between the late
1950s and early 1960s, in which the mellophoniums are
treated as a separate section of equal importance to the rest
of the band. This is significant because after their introduc-
tion by Kenton, these arrangements have often been per-
formed by other band on horns. These many compositions
and arrangements provide substantial numbers of well-
written horn parts that are a model of what can be achieved
in the idiom. A few other big bands added horns to their
instrumentation during the 1950s and 1960s, but many of
these groups too often fell into the same mold as the aug-
mented commercial groups from the Swing era. Fortunately,
during the 1950s and 1960s, there were just as many bands
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formed by various leaders that used horns significantly with
much more rewarding musical results. These include re-
cording projects by Oscar Pettiford, Miles Davis/Gil Evans,
Oliver Nelson, and Oscar Peterson, as well as the working
bands of Quincy Jones, Dizzy Gillespie, Thad Jones, and
several others.

Also around 1950 the horn began to surface as a par-
ticipant in small jazz combos. The horn was not only used
for its tonal possibilities in ensemble writing, but it became,
for the first time in jazz, a soloing instrument. Improvised
jazz solos on horn had previously been thought to be im-
practical due to the inherent difficulties of the instrument,
but during the 1950s a few players started to emerge who
began to devote the amount of time and practice needed to
become proficient jazz players. These players include Willie
Ruff, David Amram, Jimmy Buffington, Robert Northern,
Julius Watkins, and the previously mentioned John Graas.
The most proficient and prolific of these, however, was
Julius Watkins.

Julius Watkins (1921-1977)

Tom Varner has previously introduced us to Julius
Watkins in the pages of the Horn Call (Oct. 1988, Vol. XIX,
no. 1, 21-25). Jeffrey Agrell, in the Brass Bulletin, and John
Wilson, in Downbeat, have also written articles on Julius
Watkins. It will help to strengthen the importance of
Watkins by restating and expanding on some of his accom-
plishments.

Born on October 10, 1921 in Detroit, Julius Watkins be-
gan playing horn at the age of nine. He received a classical
horn education under the tutelage of Francis Hellstein of
the Detroit Symphony, and it was soon after this that he fell
inlove with jazz and started to apply its sounds to the horn.
Having no other jazz horn players to emulate, he began to
listen to trumpet and saxophone players for inspiration.
After apprenticing in local dance bands, Watkins played
his first professional job with the band of Ernie Fields in
1943. He was forced to play trumpet most of the time, and
after a discouraging three years of life on the road filled
with one-nighters, he left the band. The following year was
spent in Denver playing with a six-piece combo, which re-
kindled his interest in playing jazz on the horn. Upon re-
turning home he received his first major breakthrough into
the jazz world. As John Wilson wrote in Downbeat many
years later:

Back in Detroit to visit his family, Watkins got a
call from Milt Buckner, a fellow Detroiter who had
known his work in high school. Buckner wanted
him to join his big band. This moved Watkins into
the center of the jazz orbit. He began recording,
first with Milt Jackson, then with Buckner’s band.
His first recorded solo—a milestone for Watkins
considering the urge which had driven him into
jazz—was on Yesterdays, which Buckner’s band
recorded on M-G-M label.!

Watkins's first recorded improvised solos were made
in early 1949. A Babs Gonzales recording session with fel-



low fledging modern jazz artists Sonny Rollins and J. J.
Johnson was actually recorded two months prior to the
Buckner recording dates. Watkins’s first feature as a soloist
(Frenchy Licks [Hey Frenchy]) appeared five days later as part
of a Milt Jackson recording date for the Roll ‘em Bags LP.
The Yesterdays session referred to above was actually
Watkins’s second recording as a featured soloist.

After two years with the Buckner band, Watkins left to
pursue a formal education on horn at the Manhattan School
of Music. Jeffrey Agrell mentions in his article in the Brass
Bulletin:

Watkins acquired good experience and a chance
to solo (with the Buckner band), but he was still
having to play too much trumpet and was not
happy with the way the horn was being used in
the arrangements. So after two years, “I got dis-
gusted with the whole business and went to
school.”?

He spent the next three years there studying horn and
composition with Robert Schultze of the New York Phil-
harmonic. Upon leaving the Manhattan School of Music,
he started to freelance in New York City, and it was not
long until he received his next break. Thelonious Monk had
ascheduled recording session on Friday, November 13, 1953
for which his trumpet player did not show. Needing a sub-
stitute brass player at the last moment, on the suggestion
of Sunny Rollins, who was also scheduled to play, Monk
called Julius Watkins. Even having to sight read the music
and improvise on unfamiliar chord changes, Watkins's first
recording session after the years spent concentrating pri-
marily on a traditional musical education was a success.
The fact that Monk had offered Watkins the opportunity to
play helped to bring the horn player to the attention of the
jazz community. From that moment on Julius Watkins be-
came the premier jazz horn player and session man in New
York for the majority of his life. He was probably the only
horn player who was able to remain in the jazz field almost
exclusively, only occasionally having to work in traditional
orchestral settings or Broadway pit bands.

Many of Watkins'’s best recorded solos were from ses-
sions that he led. His first recordings as a leader came in
August of 1954 and March of 1955 with the issue of two 10"
LPs for the Blue Note label. He surrounded himself with
some of the best sidemen available from the Blue Note ros-
ter for these sessions. Included on the 1954 date were tenor
saxophonist Frank Foster, Manhattan School classmate
George Butcher on piano, guitarist Perry Lopez, bassist
Oscar Pettiford, and drummer Kenny Clarke. The 1955 ses-
sion included tenor saxophonist Hank Mobley, pianist Duke
Jordan, Perry Lopez, and Oscar Pettiford again, with Art
Blakey on drums. Both of these sessions include fine play-
ing and soloing by everyone involved. (Other important
recordings that Watkins performed on as a sideman dur-
ing this time included several with Oscar Pettiford and the
Kenton Cuban Fire album). Watkins was the featured solo-
ist on Dutch accordionist Mat Mathews’s Four French Horns
Plus Rhythm album and was also featured on one of his own
compositions (Linda Delta) on a Pete Rugolo album.
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The two Blue Note recording sessions of 1954 and 1955
were very important in creating opportunities for Julius
Watkins. The fact that his first session as a leader was on a
widely respected label such as Blue Note was significant
enough. This, coupled with the very capable musicians with
whom he surrounded himself, helped to establish Watkins's
position as an emerging artist in the modern jazz main-
stream. The resulting recordings contain a high level of
musicianship, performance, and energy in both the writ-
ten passages and improvised solos. Seven of the nine pieces
recorded were original compositions by Watkins. This
would set a precedent for another aspect of Watkins’s fur-
ther involvement in the jazz field, that of jazz composer.

The next project in Watkins'’s career was the organiza-
tion of Les Jazz Modes, a group that he and Charlie Rouse
would co-lead for almost four years (1956-1959). The band
recorded six albums during this period and performed en-
gagements in New York, Cleveland, and Chicago. The
sound of Les Modes was distinctive in that the most promi-
nent voice for the majority of the music was the horn, some-
times sharing that role with Rouse’s tenor, and occasionally
with wordless soprano voice and/or harp. The tonal tex-
tures that were possible with this combination of instru-
ments were unique compared to contemporary small
groups of more traditional instrumentation. Marketing such
as unusual group was difficult, but when they performed
they were often received well by critics.

This quintet, one of the outstanding jazz en-
sembles of today, presented an unusual program
designed to illustrate the many facets of its art.
Much of the music heard was arranged by Julius
Watkins, French horn player for the group ... The
sensitive horn playing of Mr. Watkins blended
magically with the tenor saxophone of Charlie
Rouse and the light, flexible soprano voice of Miss
Gilbert to produce an enchanting array of sounds.?

After years of trying to book such an unconventional
group without any substantial support from the music in-
dustry or media, Les Modes disbanded. Charlie Rouse
would leave to gain the recognition that he deserved with
several outstanding years performing with Thelonious
Monk. Without the pressures of leading his own group,
Julius Watkins would also move on to wider recognition
through his four-year engagement with the Quincy Jones
big band.

The years spent with Quincy Jones were the most ac-
tive in his recording career. While he was with the band he
was one of the most frequently featured soloists, along with
Clark Terry, Phil Woods, Curtis Fuller, Freddie Hubbard,
and Snooky Young. He also took part in many other sig-
nificant recording sessions during this time to include lead-
ers Jimmy Heath, Tadd Dameron, Blue Mitchell, Dizzy
Gillespie, Miles Davis, and Art Blakey. On several of these
recordings Watkins was given ample opportunity to play
improvised solos, especially on those under the leadership
of Jimmy Heath. He also performed on the sessions of sev-
eral of his colleagues from the Quincy Jones band who re-
corded under their own names during this time (Clark Terry,
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Benny Bailey, Les Spann, Billy Byers, Freddie Hubbard, and
Phil Woods).

After work with Quincy Jones ended, and due to a gen-
eral slowing of the jazz recording industry in the second
half of the 1960s, Watkins’s recording opportunities also
diminished. However, he still performed on some excel-
lent recordings during the last ten years of his life. As the
trends in jazz began to move towards the developments of
Omette Coleman and John Coltrane, Watkins found him-
self in some of these more adventuresome musical situa-
tions. Recordings with Charles Mingus, Pharaoh Sanders,
Roland Kirk, Rany Weston, Michael Mantler’s Jazz Com-
posers Orchestra, and Watkins’s own Jazz Contemporaries
showed that Watkins could adapt his horn playing and
improvisational style to these formats as well. He also per-
formed in more traditional mainstream modern jazz set-
tings during this time with Thad Jones, Mary Lou Williams,
and McCoy Tyner.

Conclusion

From 1949 until his death in 1977, Watkins performed
on over one hundred jazz recordings covering the entire
spectrum of modern jazz styles. For this reason, I believe
that Julius Watkins is the ideal next step in learning more
about how to perform on horn in the jazz idiom. His career
is confined to the modern jazz era, a period consisting of a
great number of stylistic changes. These changes provide a
variety of performance settings for the horn players. The
only jazz styles that will not be included in a study of the
recorded music of Julius Watkins will be the early jazz styles
(circa 1895-1940) of Ragtime, Dixieland (New Orleans and
Chicago), and Swing.

The next installment of this series will consist of a com-
plete (as of the printing date) annotated discography of the
recordings of Julius Watkins that are now available on CD.
(The complete discography of everything that Watkins re-
corded is available from the author.) With all of the reis-
sues appearing on the market, more of his music is
becoming readily available to us. These include valuable
recordings that have been out of print for decades. In addi-
tion, the expanded format of the CD allows many of these
reissues to add previously unissued selections and alter-
nate takes. His discography includes virtually all of the leg-
endary names in modern jazz and is a testament to his
versatility as a section player and as a soloist. Of the 111
known recordings on which he appears, he has at least one
improvised solo on forty-seven of them.

The final installment of this series will start you in the
direction of using these recordings for a variety of situa-
tions you may find yourself in as a performer.
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Voice (303) 291-0658
Fax (303) 744-1434

VErNE Reynowps - Music For HorM

Jurene GaouRY-SLy » Hoan
Dezorad MoRaRTY * Piano

Music FOrR HORN BY HINDEMITH
AND HIS STUDENTS

* Hindemith: Sonata for Althorn

and Piano in E-Flat

& Sonata in F

VERNE REYNOLDS
Music FOR HORN

* Partita

* Elegy
* Cooke: Nocrurnes for Mezzo-
Soprano, Horn, and Piano
& Rondo in B-Flar

* Heiden: Sonata for Horn and Piano

* Hornvibes
* Fantasy-Etudes, Vol. V

« Calls For Two Horns

—expertly played, combining excellent

technique with a fine sense of lyricism.
Greg Hustis
Principal Horn, Dallas Symphony
Prafessor of Horn, SMU

Gabory-Sly bas a clarity of interpretation and beauty of realization
that illuminate the Reynolds pieces in a way that I've never heard.
Hearing the Hindemith Sonatas with pieces of the same period illumi-
nates them all. Her playing, beautifiel: her sense of concepr, unigue.
Phil Myers
Principal Horn, New York Philharmonic

$15.%/CD p|l.|5 51> S|'Iippi11g (no shipping char,

ges on orders of both CDs)

Send checks to: Janine Gaboury-Sly
School of Music/Michigan State University/ East Lansing, MI 48823
Phone: 517-355-7434 E mail: gabourys@pilor.msu.cdu
For Visa, Mastercard, Amex, or Schoal POs: Mark Custom Recording Service, Inc.
10815 Bodine Road/Clarence, NY 14031-0406
Phone: 716-759-2600 Fax: 716-759-2329 E mail: markcustom@aol.com
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HORN RECORDINGS
JOHN CERMINARO, former principal, New
York & Los Angeles Philharmonics.
CD676: Beethoven, Hindemith, &

Bernhard Heiden: Horn Sonatas; also
Bozza En Foret, F. Strauss Nocturno,
Glazunov Reverie, Faure, Gliere, Schmid.
S672: A New-Slain Night by Rand Steiger;
Robert Schumann:Adagio & Allegro; Gliere:
Nocturne.

] GREGORY HUSTIS, principal horn, Dallas
" | Symphony.
| CD512 & C512: Treasures for Horn &
|| Trumpet. With Richard Giangiulio, trumpet,
and Dallas Chamber Orch. Leopold Mozart:
ol Concerto for Horn & Orch.; Saint-Saens: Ro-
1 mances for Horn, op. 36 & 67; Beethoven:
| Sextet; Grimm-Freres: 2 Waltzes & a March;
| also Eccles & Hertel.

CD675: Huntsman What Quarry? Soprano, horn, piano. Schubert:
Auf dem Strom; Berlioz: Le jeune Patre breton; Strauss: Alphorn;
W.F. Bach, Aria; Simon Sargon, Nicolai and 3 songs by Vincenz,
Ignaz, & Lachner. Nancy Keith, soprano; Simon Sargon, piano.

MEIR RIMON, formerly principal horn, Israel
Philharmonic Orchestra.

CD510 & S510: Premieres of the Old &
New. Bruch: Kol Nidrel; Karl Matys:
Concertstlicke for Horn & Orch; Dicledue:
Horn Concerto; Stradella; Reichardt;
Tchaikovsky; Lorenz; Glazunov, Israel Phil-
harmonic.

= CD802: Hovhaness: “Artik” Concerto for
Horn & Orch; other orchestral works by Hovhaness.

CD513: Dances, Moods, and Romances. Saint-Saens: Romance
in F; Glazunov: Serenade No. 2; also music by Rooth, Halpern,
Zorman, Kogan, Graziani, Sinigaglia, Scriabin. Israel Philharmonic.

T KRISTIN THELANDER, Natural Horn
Kt e Pnence, \awaltion | (valveless), solo artist, prof., University of
Music o e Eandy wth o | low@, with Carol lei Post, Fortepiano

[ | CD677: Beethoven, Sonata in F; Friedrich
Kuhlau, Andante and Polacca; Carl
Oestreich, Andante; Nikolaus von Krufft, So-
nata in E; Dauprat, Sonata in F.

“Kristin Thelander is the best natural hom player
I have ever heard", American Record Guide

[ o

| AN BTSN & I i CELM
TR W NPT # LU AT Dok

NFB HORN QUARTET— David Kappy, Jay
Wadenpfuhl, Ricardo Almeida, Bill Hoyt. All
former students of John Barrows, now promi-
nent principals around the world.

CD241 & C241: Hindemith: Sonata for Four
Horns; Gallay: Grand Quartet, op. 26; Jay [\
Wadenpfuhl, Tectonica for Eight Horns.

“this is a gorgeous disc”, Fanfare

FROYDIS REE WEKRE, HORN
with Zita Carno, Piano
Saquola String Quartet

FROYDIS REE WEKRE, former principal
horn Oslo Philharmonic.

CD377: Chabrier, Larghetto; Tomasi, Danse
Profane & Danse Corse; Cherubini, Sonata
No. 2; Schumann, Adagio & Allegro; Saint-
Saens, Morceau de Concert; Sinigaglia, Song
& Humoreske; Cui, Perpetual Motion

S numbers signify LP, C is cassette, CD is compact disc. Available only in
formats shown. Send for free catalog listing over 300 recordings.

Compact Disc: $16.95, LP: $9.98, Cassette: $10.98

FREE CD,LP, or CASSETTE with each purchase of three. If you order
4 items, delete payment for lowest priced one. $2/order shipping. VISA or MC:
Send # & exp. date. Foreign, add $3/order + $1 per recording (US currency)

CRYSTAL ® RECORDS
28818 NE Hancock Road, Camas, WA 98607, USA
phone 360-834-7022 (M-F 1-5), fax 360-834-9680 (24 hrs)
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Two vituoso pieces for Horn alone:
Five Movements by Gordon Stout Dur. 5 Min. Cat.#33 ($4.00)
Five Lines by Allan Blank Dur. 5Min. Cat.#34 ($5.00)

Quintet for Horn and Strings (Mozart ¢ K. 407)
arranged for Horn in Eb and piano

Walter Ross has reduced the string quartet part of
Mozart's fifth horn concerto to a playable piano
accompaniment. Dur. 12 to 15 Min. Cat.#53 ($13.00)
Canzonetta an exciting, lyrical piece by Walter Ross,

that moves into a bright 6/8 conversation between
the Horn and Piano. Dur. 5 1/2 Min. Cat#38 ($10.00)

Haterfall i a Clowd

A new French Horn quartet by Michael Hoffman.
Firmly rooted in the jazz tradition, but without
improvisation, the players alternate roles

JUST PUBLISHED
DENNIS BRAIN
ON RECORD

A comprehensive discography of his solo, chamber,
and orchestral recordings.

Compiled by Robert L. Marshall
Forward by Gunther Schuller

Over 1,600 titles, including all commercially
released and taped broadcast solo performances,
and all relevant recordings by the Philharmonia,

Royal Philharmonic and other orchestras made during
the period of Dennis Brain’s association with them as

throughout the piece. Dur. 9Min. Cat#62 ($11.00)

FOR COMPLETE CATALOG:
Call 1-800-327-0807

NicHoLs Music COMPANY
Publisher of Brass Literature
49 Tomlin Street ¢« Waltham MA 02154

solo horn. xxvi + 162 pp. $30.00.

Available at selected dealers or order directly from:
Margun Music, Inc.
167 Dudley Road
Newton Centre, MA 02159
PH 617 332 6398 FAX 617 969 1079
e-mail margun mus @ aol.com

O/ ZANA oy va

to the new instrumental music

— ™
Natural Elements
Records, Inc.

KEN WILEY

Ken Wiley e Highbridge Park
en Wiley, French horn player and composer, has recorded an album that

Kcombines the haunting and melodic sounds of the French horn with the
hypnotic rhythms of Afro-Cuban and South American music. Wiley’s first
Natural Elements release, “Highbridge Park,” is a contemporary recording that
showcases the natural beauty of the French horn while spanning both the New
Age and Jazz genres.

This compact disc spotlights the fiery interaction of world-famous
percussionist Luis Conte (Pat Metheny, Strunz and Farah) and ace-session
drummer Ralph Humphrey. From the infectious grooves of “Jungle” and
“Cuba Libre” to the cinematic title track, Wiley’s
record surrounds the listener with dense harmonies
and memorable melodies.

HIGHBRIDGE PARK

In short, “Highbridge Park’s” sonicly superior HDCD
(High Definition Compact Disc) mastering and unique use of instrumentation should
prove to be a landmark recording in contemporary instrumental music.

TO ORDER: Send check or money order ($15.00, includes shipping & Handling) payable to:
Natural Elements Records, Inc., 14 North Baldwin, Sierra Madre, CA 91024
Ph: 818-836-0405 « Fax: 818-445-3747 + Internet: http://users.aol.com/nerecords/

ARTIST CORRESPONDENCE:
% Krug Park Music, 9739 Commerce Ave., Tujunga, CA 91042

Ken Wiley
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Music and Book Reviews

William Scharnberg
Contributing Editor

The Greater Glory: Performance and the Art of Horn Playing

John Cerminaro

¢/ o C. Cerminaro, 300 Queen Anne Ave. N., Suite 649, Se-
attle, WA 98109-4599 USA. $47.50.

This is an important treatise by an extremely well read
musician who, by his own account, enjoyed a charmed ca-
reer as a student, then consecutive positions as principal
horn of the New York and Los Angeles Philharmonics. The
book tenaciously portrays the “New York style” of horn
playing as the dominant trend of the late twentieth century
with the author as a leading torch bearer. Mr. Cerminaro
has such a strong belief in his equipment (a Paxman “9D”
triple) and approach to the horn that, as one reads his book,
it is difficult to recall the many great artists in the world
who embrace(d) dissimilar traditions.

Regardless of your stylistic stance, there is a tremen-
dous amount of musical, philosophical, and practical ma-
terial here for hornists of all backgrounds. As a brilliant
student of the art of music and the psychological-physi-
ological aspects of horn playing, the author offers power-
ful advice on many topics. His insights on horns, the
embouchure, conditioning, orchestral playing, and audi-
tioning are worth many times the price of the book. Enthu-
siastically recommended!

DIIDD

Rhapsody for Horn, Winds and Percussion (1995)

Jan Van der Roost

De Haske Publications BV, P.O. Box 744, NL-8440 AS
Heerenveen, Holland, 1995.

Although Jan Van Der Roost may not be a name recog-
nized by the average person, most college wind ensemble
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Reviews

directors know him as an important contemporary Belgian
composer of brass and wind music. His Rhapsody was pre-
miered on January 26, 1996 by the Bowling Green State
University Band with Herbert Spencer as the soloist.

The concerto opens with an unmeasured horn
recitative, the execution of which is forfeited to the soloist
after three lines when the composer offers only pitches, re-
questing rhythmic improvisation from the performer. At
least four bold motives recur during the composition to help
focus the dramatic, dissonant texture. To perform this con-
certo the hornist must have the power to deliver fortissimo
“rips” to c" at the end of the ten-minute composition. Along
with strength, the soloist must have a wide range (pedal E-
db"'), good flexibility, and a fine double tongue. If you have
these skills, the next step is to persuade a conductor with
an excellent wind ensemble to program this powerful work!

DIIDD

Sacred Hills for Horn and Piano
John Harmon, (manuscript) 1996
140 N. 3rd Ave., Winneconne, WI 54986.

Sacred Hills was premiered by this reviewer in June at
the Red Lodge Music Festival where John Harmon is com-
poser-in-residence. The six-minufe composition attempts
to express both the reverence and joy Native Americans
have for the land upon which they live. Typical of Mr.
Harmon’s works, the general style is light and tuneful.

The horn begins with a brief, haunting recitative played
into the ringing piano strings. This motive returns later to
break the momentum of the body of the work, whichisina
quick, dancing, 5/4 meter. While not a profound composi-
tion, the solo is both very performable (written range of a—
gi") and will be welcomed by all types of audiences.

DIDDD
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Horn Trio Continued (Horn, Violin, Piano)

Charles Wuorinen

Edition Peters, 373 Park Avenue South, New York, NY
10016, USA. 1985/1994. $12.50 (score).

Double Solo (Horn, Violin, Piano)
Charles Wuorinen
Edition Peters, 1985/1995. $13.50 (score).

Because of their similar nature, these trios are reviewed
here concurrently as two important late twentieth-century
works for this medium. The composer states that Horn Trio
Continued may be performed alone or as a second move-
ment to the his Horn Trio, reviewed in the November 1995
Horn Cail. Both the original trio and its continuation could
easily be coupled into a twenty-minute work.

The continued trio, dedicated to Julie Landsman, and
Double Solo, written for William Purvis, are intellectually
very interesting works, challenging but performable by fine
musicians. Both are the type of compositions where three
virtuoso performers must be intellectually dedicated to a
project where each measure is worked out for thythm and
pitch and then joined in a flow of complicated metric and
rhythmic subdivision challenges. These are works that
stretch the technique and musicianship of already gifted
individuals. If this genre of composition appeals to you,
both trios will provide hours of cerebral entertainment for
the performers and several minutes for the listeners.

DIDDD

Three Sonnets for Horn, Piano and Narrator

Anthony Plog (text by Leigh Hunt)

Editions BIM, P. O. Box 576, CH-1630 Bulle, Switzerland.
1989/92. $21 (US).

This composition was reviewed for the Horn Call in its
manuscript form soon after its premiere in 1989. As this
writer commissioned the work, it was a delightful surprise
to see that it is now published. Readers who may be ac-
quainted with Mr. Plog’s popular Animal Ditties for trum-
pet and narrator or Aesop’s Fables for narrator, horn and
piano, have come to expect compositions that are colorful,
rhythmically interesting, and humorous in nature. By con-
trast, these Sonnets are quite introspective, with a powerful
message for those who care to listen.

The poems selected for the three-movement set were
written by Leigh Hunt, an English poet of the first half of
the nineteenth century (1784-1859). In the first poem a man
speaks derogatorily to a fish: “You strange, astonished-look-
ing, angle-faced, dreary-mouthed, gaping wretches of the
sea.” In the second movement the fish describes the man in
a equal tone of disdain: “Long useless finned, haired, up-
right, unwet, slow!” The third movement brings the dia-
logue to a new level as the fish turns into a man and then
into a spirit, which in turn speaks of universal difference:
“Man’s life is warm, glad, sad, ‘twixt loves and graves,
boundless in hope, honoured with pangs austere, heaven-
gazing; and his angel-wings he craves. The fish is swift,
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small-needing, vague yet clear, a cold, sweet, silver life,
wrapped in round waves, quickened with touches of trans-
porting fear.” This message seems equally appropriate to
the late twentieth century where disparaging remarks are
aimed daily at those who are “different.”

Where the composition calls for wide slurs from the
hornist, the range (written dj—g#") and mechanical technique
are otherwise modest. The writing is colorful and program-
matic, with a “sublime” third movement that closes with
the horn alone, off-stage. The piano part is not difficult, so
with an articulate and rhythmically accurate narrator, the
work can be prepared in a minimum of rehearsal.

DIIDD

The following are relatively new arrangements for two
to eight horns published by the Baltimore Horn Club, 7
Chapel Court, Timonium, MD 21093 USA. All works be-
low are printed from careful hand manuscript and, with
the exception of Three Baroque Pieces, were arranged by
hornist-publisher Leigh Martinet.

Three Baroque Pieces
Arcangelo Corelli, arranged for two horns by Philip
Tippens, 1993. $2.50.

These three brief movements (Andante, Allegro, Grave-
Presto) are rhythmically interesting, well suited to a variety
of occasions, and have a range of only c-g".

DIIDD

Divertimento (St. Anthony Chorale)
Franz Joseph Haydn, arranged for three horns, 1993. $5.

This is the same four-movement work transcribed for
woodwind quintet, the original of which was scored for an
odd combination of winds, including serpent. It works very
well for three horns, although the third part is the most
difficult, written mostly in bass clef, descending to b, and
gymnastic in the outer movements. Was G major selected
rather than F for its tuning and fingering challenges?

DIDDD

Turkish Delight (Turkish March/Rondo a la Turca)
Beethoven/Mozart, arranged for four horns, 1994. $6.

Combining these two well-recognized Turkish marches
results in a delightful arrangement. The double grace notes
in the Turkish March and the entire Rondo a la Turca are not
for fingering-challenged hornists (grade 5). The melodies
are primarily in the first three parts, with the fourth sup-
plying the harmony.

DIIDD



Hungarian Dance No. 5
Johannes Brahms, arranged for four horns, 1993. $3.50.

Brahms’s popular dance is a great idea for a transcrip-
tion but difficult in all departments but range (written b—
g")- This could be a good encore piece for a professional
horn quartet!

DODDD

Cohan Classics (George’s Golden Oldies)
George M. Cohan, arranged for four horns, 1993. $6.

Every group needs some “trash” (in the positive sense
of the word) for senior citizens’ concerts or general audi-
ence appeal. These are just the sort of arrangements upon
which those audiences thrive. The tunes included are: Give
My Regards to Broadway, Mary's a Grand Old Name, Yankee
Doodle Dandy, Forty-Five Minutes to Broadway, and You're a
Grand Old Flag.

DODDD

Slavonic Dance, Op. 72, No. 2
Antonin Dvorak, arranged for four horns, 1996. $3.

Perhaps lesser known than Dvorak’s other Slavonic
dances, this very fine work lends itself well to arrangement
for a quartet of skilled hornists. Although the parts require
some finesse (grade 5), particularly the fourth, the range is
only b-a".

DOIDD

Gounod at the Teddy Bear's Picnic
Gounod/Bratton, arranged for four horns, 1993. $5.

This is a clever “tongue-in-cheek” kind of arrangement
that is enjoyable to program for both the performers and
listeners. Although the written range is only g-a", four
skilled players are requisite to a polished performance
(grade 5).

DOPDD

Herbert's Heavy Hits
Victor Herbert, arranged for four horns, 1996. $5.

Where our senior generation may love these Victor
Herbert “hits,” younger listeners might only recognize a
couple from cartoons. The style is turn-of-the-century horn
corn and the transcription is moderately difficult (grade 5),
calling for some double-tonguing and quick grace notes.

DOODD

77

Neapolitan Nights
arranged for four horns, 1996. $5.

Here are the well-known Mediterranean favorites Celito
Lindo and Funicula. The first horn is afforded little rest and
several written as, so this arrangement is not easy. Like-
wise the fourth must be solid and a fairly advanced hornist
to negotiate the quick arpeggios down to written G.

DOIDD

Nocturne from Midsummer Night’s Dream
Felix Mendelssohn, arranged for four horns, 1994. $4.

Notated in its untransposed original key, this is no less
taxing when arranged for four horns. It should sound beau-
tiful, providing the first horn has remarkable chops.

MOIDD

Dixieland Horns
Ory/Pollack, arranged for four horns, 1996. $5.

Oh my—Dixieland for horn quartet! Although an
audience’s reaction to this arrangement of Muskrat Ramble
and That’s a Plenty cannot be predicted, the high level of
enjoyment for the performers can. Look out Lowell Shaw!

DDIDD

March Militaire
Franz Schubert, arranged for four horns, 1994. $4.

Finally in this batch of quartet arrangements we en-
counter one that is somewhat easier (grade 4), although the
key is A major. You know the tune: enjoy!

DIIDD

Ave Verum Corpus
W. A. Mozart, arranged for six horns, 1993. $4.

Of all the transcriptions reviewed here, this is the most
suitable for a younger group of hornists. The fourth and
sixth parts written in bass clef and the sixth part descend-
ing to pedal E. If your ensemble has a fine low hornist, the
other parts are performable by advanced junior high school
players.

DIDID
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Colonel Bogey March
K. Alford, arranged for six horns, 1993. $4.50.

Here is another arrangement recognizable to a wide
spectrum of listeners. With two strong high hornists to pop
off the a"s and two fine, bass-clef-reading low hornists, this
should be fun for all.

DIIDD

Nocturne from Midsummer Night's Dream
Felix Mendelssohn, arranged for eight horns, 1993. $5.

Although the arrangement is down a half-step from the
original and the first has some relief, it remains an endur-
ance project for at least the top player. This would be a lush
addition to the repertoire of a larger horn choir where the
members can spell each other.

DIIDD

Pavane pour une infante défunte
Maurice Ravel, arranged for eight horns, 1993. $5.

While this beautiful work can withstand transcription
into a variety of mediums, ahorn octet version begs a group
with excellent soft-volume and intonation finesse. The first
horn carries the majority of the melodic burden, which re-
mains in the original key.

bOIDD

Requiem-Libera me
G. Fauré, arranged for eight horns, 1990. $5.

This is great music and very suitably arranged for a
horn choir of eight or more players. Due to inherent bal-
ance problems, fairly advanced hornists are required to
perform with excellent control over a wide dynamic range
(grade 5).

DIIDD

Timber Ridge Music, a relatively new company oper-
ated by Kenneth G. Bell, has a catalogue of some twenty-
five modestly priced works for brass, all performable by
intermediate to advanced players and aimed at general
audiences. Here are two works from this publisher:

English Consort Suite

William Brade, arranged for brass quintet by Kenneth Bell

Timber Ridge Music, 7779 Old House Road, Pasadena, MD
21122 USA, 1995. $8 (parts only).

While not technically difficult, all the members are play-
ing all the time; with repeats, some stamina is necessary,
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particularly from the trumpeters. Mr. Bell contributed edi-
torial suggestions to speed the learning curve. Those of you
who have performed other arrangements of Brade’s music
will likewise enjoy this set.

DOIDD

Hungarian Dance No. 5

Johannes Brahms, arranged for brass quintet by Kenneth
Bell

Timber Ridge Music, 7779 Old House Road, Pasadena, MD
21122 USA, 1995. $8 (parts only).

The range of this version is not particularly difficult
(first Bb trumpet to a") however, due to the tempo of the
original, advanced finger technique and lip flexibility are
essential. Here is a fine encore transcription of this favorite
Hungarian dance.

DIDID

The following are new publications for brass quintet
published by Wehr’s Music House, order by fax 407-679-
0208 (10 a.M.—4 p.M. Mon.—Sat., EST), 3533 Baxter Drive,
Winter Park, FL 32792-1704 USA.

Concerto No. 4 for Horn
W. A. Mozart, transcribed for horn solo and brass quartet
by Michael Brenner, 1996. $16.50.

It is possible that hornists in professional brass quin-
tets have already found that single movements from Mozart
horn concerti sound fine with brass accompaniment. Be-
cause such arrangements will only work with an advanced
quintet, it may be just as easy to hand the four string parts
to the other members and let them play what is possible or
reduce what is necessary. Mr. Brenner has circumvented
the trumpet selection by arranging for B> trumpets. The horn
soloist could use any modern edition and, in fact, will want
to add the last five measures in the solo part before the ca-
denza, which are missing from this arrangement. While any
help is appreciated, the arranger’s brief cadenza seems a
bit out of place in a work designed for a professional level
ensemble.

DOIDD

Holberg Suite-Prelude
Edward Greg, transcribed for brass quintet by Richard
Chenoweth, 1996. $11.

This popular work is flashy and harmonically colorful
in its string version. When transcribed for brass, the result
is a virtuoso work with tremendous power added at the
high volumes. Of the transcriptions reviewed here, this is



clearly a winner: an excellent program opener in the hands
of a virtuoso quintet.

DIIDD

In the past two editions of the Horn Call, Jamie Wehr’s
transcriptions for brass quintet of works by Edward
MacDowell have been reviewed. Here are three more: A
Deserted Farm, 1996. $5.50; By a Meadow Brook, 1996. $7; From
Uncle Remus, $7.50.

Of the three, A Deserted Farm is both the most playable
and appealing. It is slow and features the trombone in its
higher tessitura (to g') against a rich background that in-
cludes two fliigelhorns. By a Meadow Brook is marked ”grafe-
fully” which seems quite contradictory to the tempo of o =
63 and texture, which includes complicated triplet and six-
teenth patterns for the trumpets, in E> and C. From Uncle
Remus, for being so brief is also virtuosic. The first trumpet
must shift from a C trumpet to an A piccolo and back, and
both trumpets must play a legato figure with thirty-second
notes at ¢ = 126!

DIDDD

Varasdin from Countess Maritza
Imre Kalman, transcribed for brass quintet by Michael
Brenner, 1996. $9.50.

Marked tempo D: foxtrot, this is another encore type
arrangement best suited to a professional-level quintet
whose first trumpet enjoys playing piccolo Bb.

DOIDD

The following arrangements are available from
Manduca Music Publications, P.O. Box 10550, Portland, ME
04104 USA. Arthur Frackenpohl arranged the first three for
brass and organ:

God of Our Fathers
George Warren, arranged for brass quintet and organ, 1996.
$15.

Joy to the World
G. F. Handel, arranged for brass quartet with optional tuba
and timpani, 1996. $15.

Joyful, Joyful We Adore Thee (Ode to Joy)
L. van Beethoven, arranged for brass quartet with optional
tuba, 1996. $15.

Clearly these are works every professional brass quar-
tet or quintet should own, with a very brief “turnaround
time” on your investment. The arranger is deservedly well
known, with both the musical selections and combination
of brass and organ exactly what most congregations have
come to expect from us. An optional tuba part and horn/
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trombone parts for the third voice make the brass quartet
arrangements even more worth the high price tag!

DOIDD

Sicilienne
Gabriel Fauré, arranged for brass quintet by Delon G. Lyren,
1996. $12.

Where works that are quiet or introspective are diffi-
cult to transcribe for brass, this is such a favorite melody of
general audiences, it would be worth the risk if your
quintet’s dominant suit is finesse.

DIIDD

Sicut Cervus
G. P. da Palestrina, arranged for brass quintet by William
Picher, 1996. $10.

Here we have the type of transcription that is excellent
for a younger quintet either as a training piece or for a sol-
emn occasion. This would be considered a grade 4 level
arrangement, although the tuba part is somewhat higher
in tessitura than the other parts. The parts are also well
marked for a younger quintet with a note when one voice
is playing the melody with another. Overall, this is an ex-
cellent transcription.

DIDID

Comedians Galop
D. Kabalevsky, arranged for brass quintet by David Artley,
1996. $8.

Avery popular orchestral showpiece comes to the brass
quintet medium in this technically brilliant transcription.
You know the tune, none of you need a wide range, but do
you each have the finger coordination?

DOIDD

Sonata for Eight Horns, Op. 53

Andrew Downes

Lynwood Music, 2 Church Street, West Hagley, Nr.
Stourbridge, West Midlands DY9 ONA, United King-
dom 1994.

Professor Andrew Downes is a British composer cur-
rently Head of Creative Studies at Birmingham Conserva-
tory. This five-movement “sonata” was commissioned by
Jim Lowe; Janice Lee Sperling, MD; and the British Horn
Trust, and written for Ellen Campbell and the horn octet of
the University of New Mexico in 1994. The score and parts
are beautifully engraved and any one of the movements
could stand alone.
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According to the composer, the main ideas for each
movement are organically derived from the others. The first
movement begins mysteriously and moves toward two tri-
umphant climaxes separated by a section that is “sugges-
tive of a wide American landscape.” The second movement
is loosely a hunting horn scherzo incorporating passages
in multi-tempi reminiscent of African music. The third
movement includes elements of Renaissance dance, Irish
folk dance, and African rhythmic freedom. The fourth
movement is quick and joyful, while the finale combines
“blues” harmonies with European Renaissance and Afri-
can melodic/rhythmic ideas. Sonata for Eight Horns is quite
an eclectic, imaginative composition with an impressive
future in the horn world.

DIDDD

The Arrival of the Queen of Sheba from Solomon

G. F. Handel, arranged for ten horns (and optional tuba) by
James Emerson

Emerson Horn Editions, P. O. Box 101466, Denver, CO 80250
USA, 1994. $20.

This is not a new fanfare to transcription, having been
reworked from its oboe and string original for both wood-
wind and brass ensembles. Colorado hornist James
Emerson created this stirring version for ten horns with an
optional tuba part for extra low range power. Although the
arrangement is rather brief, the first horn could certainly
use a descant horn, as that part is high (to written ¢") and
quick. Each voice contains difficulties resulting from either
quick passage work or the need for a clean staccato in the
low range. A good horn ensemble could represent the work
well but in the hands of a virtuoso group it will sound spec-

tacular!
Lo e le,

Emerson Horn Editions features original
music and transcriptions for Horn and Horn

ensembles, with two to eighteen parts.

musie

New music for the fall season includes:
The Labyrinth, by Kerry Turner, for Brass
ensemble with percussion, and Fanfare for

Horn Octetl plus Tuba by Del Hake.

with

Horns 3)

Send for your free copy of the complete
EHE catalogue today.

Emerson Horn Editions
P.0. Box 101466
Denver, Colorado 80250
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Manhattan School of M.usie
MaStel. 0f M“Slc Er[‘orm with internationally acclaimed

conductors, recently iuclucting:

I]e ee I)l'o am Sixten Ellr]ing’; Zdenek Macal; Kurt
Masur; Julius Rudel; Jerzy Sembkov;

S ta i‘liSl aw S l{ rowacz ewslzi H LE onar(].

in l. ch estral pﬂ'fﬂl’lllﬂllce Sl Prochas Zikisniisi

S tuc{y the Art of Orchestral Performance with MSM facu]ty erz with pro gram £ wilioand g
members, the Associate Principal Horn and Third Horn of AP ol wori&'spf-inest sympl‘u‘:nic .
the New York P]-Lill'larrnonic, mentalists in:

Jerome ASl’Ll)y ancl EI’LIQ Ralslze

¢ Mock Orchestral Auditions

. Excerpt Master Classes

- Sympllonic Repertoire Coaching

e Side l}y Side Rehearsals and
Sectionals with professionals

* Chamber music coaclling with
members of St. Lukes Ensemble

Receive training in the extra-musical
activities of orchestral life in:

* The Business of Orchestral Music

* Educational and Community
Qutreach concerts

* Free recorciing sessions for

orchestral audition tapes

Enrigue del Burgo

MSM students with Fric Rals]ee; Third Horn of the New York Philharmonic . ,
[he Orchestral Program'’s placement

“We have devoted our /:'Ues to the art oforc’qestm]peq[ormance, record is "Ulsmm{ing- 50% of students
and are /oo[eing _;(or serious horn students who share the same 0 ils first two classes have won orches-
commitment. QOur goal is to thoroughly prepare students for tral positions.

ar:lu'eving the career of their dreams.”

Jerome Aslijay al'ld EIiC RalSke Partial and full sclwlarsllips are available.

For more information contact:

MANHATTAN Office of Admission and Financial Aid * Manhattan School of Music
SCHOOQOL OF MUSIC 120 Claremont Avenue ® New Ym'le, NY 10027 = 212/749-2802, Ext. 2
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Musicue de salos
19U-Certiry French music for korm and fiane

Jeffrey Snedeker, natural and early valved horns
Marilyn Wilbanks, fortepiano
assisted by Richard Seraphinoff, natural horn

1. Dauprat Mélodie pour Cor alto et Cor basse avec Piano, Op. 25C (9:52)
Cor alto in F Jeffrey Snedeker
Cor basse in Eb Richard Seraphinoff, special guest
2. Saint-Saéns Romance, Op. 36 (3:46)

3. Gallay Onziéme Solo pour Cor avec Piano, Op. 52 (11:15)
Three Vocalises, performed in the style of Joseph Meifred, taken from
Méthode pour le Cor Chromatique ou a Pistons (Paris, 1841)

4. Panseron Andantino (2:28)

5. Bordogni Andantino (3:15)
6. Bordogni Allegro Vivace (3:17)
7. Gallay Grand Caprice, Op. 32, No. 12 (4:22)
8. Rossinl Prélude, Théme et Variations pour
Cor avec Piano (10:42)

To order send check of money order for $12.50 (includes shipping & handling)
to Jeffrey Snedeker, 404 N. Sampson St. Ellensburg, WA 98926
(No credit card orders)

MICHIGAN STATE

UNIVER

E

School of Music

Opportunitiesto
study with
Janine Gaboury-Sly

Audition Dates: Friday, November 15,
1996; Friday, February 7, 1997; Friday,
February 21, 1997; Friday, March 14,
1997; Friday, March 21, 1997

For admission and scholarship
information contact: Office of
Admissions, School of Music,
Michigan State University,

East Lansing, Ml 48824-1043
517/355-2140

Furthering the Art

[S)JUPITER HORNS

PO Box 90249 - Austin, TX 78709-0249

A Jupiter Commitment

The Jupiter Model 952L Mainz F/Bb Double Horn
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Recording Reviews

John Dressler
Contributing Editor

Readers who are interested in obtaining compact discs
reviewed in this column are urged to place orders with
dealers or record stores in your area. Should none of those
dealers be able to assist you with your requests, readers
may contact one of two larger USA suppliers (Compact Disc
World, Tel. 1-800-836-8742 or H & B Recordings Direct, Tel.
1-800-222-6872) or the distributors, themselves:

Distributors

Summit Records

c/o Allegro Imports

12630 NL.E. Marx Street
Portland, OR 97230-1059 USA
Tel: 503-257-8480/800-288-2007

Crystal Records

28818 NE Hancock Road
Camas, WA 98607 USA
Tel: 360-856-4779

Cynthia Carr
Department of Music
University of Delaware
Newark, DE 19716 USA

Zuk Records

SGToM Productions

1267 Havendale Blvd.
Burlington Ontario L7P 352
Canada

Tel: 905-335-6811

Harmonia Mundi

2037 Granville Avenue

Los Angeles, CA 90025-6103 USA
Tel: 310-478-1311

Chandos

Box 396

Tarrytown-on-Hudson NY 10591 USA
Tel: 914-332-7881

Arabesque

10 W. 37th Street, Fifth Floor
New York, NY 10018

Tel: 212-279-1414
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Reviews

Book Title: Dennis Brain on Record
Robert L. Marshall, compiler
Margun Music, Inc.

While this is not a recording, I open the column this
time with a book about recordings. A discography most
would say, but this one goes beyond that. It is in many re-
spects a Dennis Brain microcosm. The Derek Allen portrait
of Brain is found on both the cover and title pages; a fore-
word provided by Gunther Schuller discusses his own
awakening to Brain’s playing and his own amazement of
discovering so many recordings that Dennis made. Dr.
Marshall’s own introduction informs the more casual reader
of some surprising hurdles which this task entailed: the
scope of the compilation itself; the problems of simultaneous
recording sessions by London-based ensembles; the prob-
lems of tours in America and his being absent from Lon-
don in trying to trace whether he was actually on a recording
on a group to which he belonged; and other contradictory
information of many types. The book contains 180 pages in
all and features 1632 catalogued items. This discography
was constructed from many sources, most noteworthy are
lists provided in Stephen Pettitt’s biography of Dennis
Brain, John Hunt's Philharmonia discography, and the dis-
cography published by the Beecham Society. The book may
be accessed by composer, title, conductor, collaborators,
soloists, dates, venues, and record labels. The book also
contains a reconstruction of the horn sections of the
Philharmonia and the Royal Philharmonic Orchestra as well
as personnel lists of the London Baroque Ensemble record-
ings. A listing of Philharmonia and Royal Philharmonic
Orchestra recordings without Dennis Brain is also included.
No less than thirty-eight different recording labels were
researched. A seemingly daunting task has been achieved
through tireless work of Dr. Marshall. A “must” for all Den-
nis Brain aficionados, historical brass researchers of any sort,
hornists, and music libraries.

DIIDD

Disc Title:
Contents:

Summit Brass: Paving the Way

G. Holst/R. Sauer: Mars from The
Planets,

Eric Ewazen: Symphony in Brass,

H. Tomasi: Fanfares liturgiques,

D. Shostakovich/K. Singleton
Concertino, Op. 94,

C.Ives/C. Topilow: Variations on
America,

A. Copland/C. Topilow: Hoe-
Down from Rodeo

The Summit Brass

Summit DCD-171

63:47

20-21 June 1994

Norton Center, Centre College,
Danville KY

Artist(s):

Label and Number:
Timing:

Recording Date:
Recording Location:
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Summit Brass has released a disc of new, old, and re-
worked literature which is sure to please every brass en-
thusiast. Sauer’s reorchestration of the Holst classic is
brilliant. In addition to the fine brass performance, that of
the percussion section must be mentioned as well. Eric
Ewazen’s Symphony was written for the Detroit Chamber
Winds and is a dynamic multimetric work with all sorts of
elements: expansive and soaring melodies, driving rhythms,
lush extended harmonies and a straight-forward concept
throughout. The piece is designed for total accessibility to
audience and players. Written in sonata form, its structure
is neither complex nor frustrating to the ear while at the
same time allowing many modern ideas to come through.
Its finale is a grand movement somewhat akin to recent
film scores depicting martial and ceremonial moods. This
is a fine piece that deserves to be explored by any serious
brass and percussion ensemble. If you are not acquainted
with the Tomasi Fanfares, it is not for the meek. This is a
wonderfully-scored piece that highlights four festive mo-
ments in the church year, resulting in a dramatic, searing
work with exciting harmonies, accents, and melodic mo-
tifs. Kenneth Singleton (University of Northern Colorado)
has achieved a stirring reworking of Shostakovich’s two-
piano Concertino. Dance-like characters combined with a
more sober introductory theme appear throughout. You'll
detect echoes of Festive Overture and Symphony No. 5 as well.
Topilow’s arrangements of two American favorites are solid
and offer every section a chance to display its talents rhyth-
mically and melodically. Tessituras are well placed, and the
writing is truly characteristic for each instrumental timbre.
In particular the Copland will delight any audience and
even features spots for “vocalizing” appropriately.

DIIDD

Disc Title:
Contents:

American Fanfare

Sharon Moe-Miranda: American
Fanfare

Michael Kamen: Robin Hood
Symphonic Sketch

Robert Jager: Lord Guard and
Guide

Jaime Texidor/Doersch: Hounds
of Spring

Alfred Reed: Amparito Roca

P. Hindemith/Poffenbarger:
March from Symphonic Meta-
morphoses

traditional/Laubach: Shenandoah

George Green/Laubach: Rainbow
Ripples

Jay Ungar/Doersch: Ashokan
Farewell

J. S. Bach/Firks: Prelude and
Fugue in G Minor

Ken Miller: Wing of the Winds

Claude Smith: Eternal Father
Strong to Save
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Artist(s): U.S. Air Force Band of the Rockies
and its combos

Label and Number: n/a; contact: USAF Band of the
Rockies, USAF Academy CO
80840 USA,; Tel: 719-472-2937

Timing: 58:11

Recording Date: June 1992; September 1995

Recording Location: Monfort Hall, Greeley CO; FTM

Studios Denver CO

Sharon Moe, a hornist in the New York City area, has
written a fantastic fanfare for brass choir which, not sur-
prisingly, has terrific horn parts including an opening horn
solo. It is a solid piece, tonal in every respect and truly
American in inspiration and patriotic tribute. The brass
choir combo of this band performs the work with aggres-
sive spirit, flair, and abandon. Kamen’s Robin Hood follows
closely all the major thematic motives from the movie; the
brass are again featured, but woodwinds and percussion
have their moments to shine. Wonderfully poignant pas-
sages are juxtaposed with brilliant sounds of the charge.
Robert Jager has yet another winner for concert band here.
Some beautiful chords or extended harmonies, colorful
writing for high woodwinds, and rhythmic ingenuity high-
light this work based on the Air Force Hymn. One of the
popular band pieces performed in my area of the country
last year was Reed’s Hounds of Spring. With challenges for
every section of the band it weaves rhythmic activity, spar-
kling accents, chromatic lines, and cantabile passages
throughout. A “must” experience for every serious concert
band. The Band of the Rockies brings this piece off with
commitment, verve, and flash, resulting in a spectacular
performance. From within the larger band come two brass
quintets with percussion: The Stellar Brass and the Ceremo-
nial Brass. Both groups play admirably and serve as excel-
lent role models to public school, university, and
professional musicians alike. These are quality artists. The
wide variety of music on this disc is sure to inspire differ-
ing audiences. A particularly fine work is Ken Miller’s Wing
of the Winds. While reminiscent of Persichetti’s and
Schuman’s harmonic languages, there are many original
and very creative elements that make this a great first-hear-
ing piece. This disc is only available from the address above.

DIIDD

Disc Title: New American Classics
Contents: David Del Tredici: Heavy Metal
Alice
Jacob Druckman: Dance with
Shadows
Ned Rorem: Diversions
Artist(s): The Brass Ring: Neil Mueller and
Claire Newbold, trumpets;
Laura Klock, horn; David
Kayser, trombone; Karl
Kramer, tuba
Label and Number: Crystal Records CD-564
Timing: 51:14



1995
n/a

Recording Date:
Recording Location:

Founded in 1981, The Brass Ring has toured extensively
throughout the USA and Europe. Quintet-in-Residence at
the Norfolk Chamber Music Festival, Hartt School of Mu-
sic, and the University of Bridgeport, The Brass Ring was a
finalist in the Naumberg Chamber Music Competition. This
recent release features three new works thanks to this ac-
tive and ambitious ensemble. Its tubist convinced David
Del Tredici to rework his twenty-year-old work Final Alice
from its orchestra-and-soprano original medium about the
Alice in Wonderland tale. Del Tredici responded with a
twenty-minute work of three movements: (1) an aria of
quick alternation of fast/slow and stop/start, (2) a lively
fugue illustrating the trial scene with its collection of bi-
zarre characters with an appropriate stacking of themes and
motives, and (3) a quiet lullaby aria with descant for trum-
pet and a concluding dreamy coda. Several passages of
modern techniques of glissandi and articulation styles are
coupled with those motives in ostinato. This is an acces-
sible piece for most players and audiences, but it is a bit on
the minimal side at times.

Druckman’s Shadows was commissioned by the group
and incorporates a melody from Charpentier’s seventeenth-
century opera, Medée. The poignant tune is only one por-
tion of the commentary about Medea, who kills both her
children to spite her adulterous husband. The piece takes
on the character of a fiery Gypsy dance, which mounts to a
wild frenzy by the end. This work uses more extended com-
positional techniques than the Del Tredici and, with its mute
changes and sudden bursts of emotion, is much more fre-
netic. Rorem’s Diversions is a collection of fourteen short
movements of “Parisian folklore” personalities in a tribute
to Poulenc’s fun with similar musical representation. Sev-
eral of these are dressed-up versions of familiar dance types:
galop, waltz, polka, etc. Flamboyance, rhythmic punctua-
tion, simple song, swing and sway, and deliberate dignity
are just a few of the style changes a group must accomplish
in these miniatures. The Brass Ring achieves well the wide
variety and panache needed for a convincing display of both
tongue-in-cheek and tribute. Their blend, balance, and
agreement of style and ensemble is enviable. These new
works will provide other quintets with some fresh litera-
ture full of challenges and of musical rewards. All works
on this disc are published by Boosey & Hawkes.

DIIID

Disc Title:
Contents:

Twigs

Jerry Sieg: Suite for Woodwind
Quintet

Thomas L. McKinley: Six Baga-
telles

Carleton Macy: Twigs

David Vay: Wind Quintet

The Georgia Woodwind Quintet:
Ronald Waln, flute; Dwight
Manning, oboe; Theodore

Artist(s):
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Jahn, clarinet; William Davis,
bassoon; Jean Martin, horn

Label and Number: ACA Digital CM-20032
P.O. Box 450729
Atlanta GA 31145 USA

Timing: 40:40

Recording Date: 1994; 1995

University of Georgia Chapel;
Central Presbyterian Church, Ath-
ens, GA USA

Recording Location:

The GWQ, resident artists at the University of Geor-
gia, and the Southeastern Composers League have spon-
sored a symposium of new music for woodwind quintet
nearly every other year since 1978. These works feature
extended compositional feats for the winds; e.g., note bend-
ing, indeterminate sweeps, and ostinato patterns as well as
more traditional writing. Jean Martin admirably navigates
her quick open/closed bell effects, glissandi, ostinato pat-
terns on notes of short duration, and extremes of dynamic
levels. The horn writing requires abrupt timbre changes jux-
taposed in opposites of tessitura. Her flexibility is world-
class. All these works share a certain kinship in their periods
of dissonance, sections of unison rhythmic patterns, times
of indeterminacy, and other modern techniques; however,
they challenge the group as a whole to stay vibrant, indi-
vidual, and yet adhesive to consensus when needed. The
GWQ demonstrates total musicianship, technical mastery,
and a seasoned maturity in these new works. A particu-
larly noteworthy device in Macy’s work is the juxtaposi-
tion of Be-Bop and Tango elements as well as the individual
cadenzas, which illuminate specific instrumental and per-
sonality characteristics. It is unclear from the liner notes
whether these works are published yet.

DIIDD

Disc Title: Images: Music for Horn and Piano by
Women Composers

Edith Borroff: Sonata

Cindy McTee: Images

Yvonne Desportes:
normande

Andrea Clearfield: Songs of the
Wolf

Judith Olson: Four Fables

Cynthia Carr, horn (Yamaha 668
and 668VS); Julie Nishimura,
piano

(available from the soloist)

50:36

August 1994; May 1995

Kapelski Learning Center, Wid-
ener University, Chester, PA
USA

Contents:

Ballade

Artist(s):

Label and Number:
Timing:

Recording Date:
Recording Location:

Here is a recording of modern horn literature unified
by composer gender. On the surface the Borroff seems an
academic piece, highlighting a different character per move-
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ment: rhapsody, scherzo, sarabande, estampie. On hearing
it, however, one is struck by the intricate rhythms, cantabile
and fanfare figures, and extended harmonies interwoven
to bring about a work easily accessible to listeners and per-
formers. More intense is the McTee: a set of five more philo-
sophical dialogues between horn and piano. It utilizes both
liner and blocks serial techniques. Much back-and-forth of
motive happens between the performers, adding contrast
and comparison to the aural experience. There is sharing
of tone rows across the movements, adding a certain unity
to the melodic patterns. This piece was premiered by Will-
iam Scharnberg at IHS-Potsdam in 1988.

The Ballade is a Paris Conservatoire-type piece in bi-
nary form: a slower introduction with sweeping figures in
the horn answered by a stopped-horn echo reminiscent of
Bozza. The allegro section is more cheerful but flowing with
a full-voiced and triumphant ending. Coming in at about
five minutes in length, it is a nice contrast on a recital to a
heavier concerto or sonata. Clearfield’s work is probably
the most intense work on this disc. Programmatic images
of two poems regarding wolves and the terrain surround-
ing them is convincingly “told” by Ms. Carr. Sections of
wild abandon followed by subtle almost creeping motion
is beautifully rendered. Artful glissandi and work in the
¢"' —d" area are most impressive. This piece demands con-
trol and pacing, as Ms. Carr effectively demonstrates at
every turn. The work was commissioned and premiered
by Freydis Ree Wekre; IHS-Kansas City (1994) was its first
performance venue. Olson’s Fables would be at home on
the Gaboury-Sly Hindemith disc, as its melodic and har-
monic structures are related. Very tonal and neoclassic in
design, this is a charming smaller set of generic stories: two
lyric and two more technical ones lasting about seven min-
utes. Now about thirty-five years old, the work was writ-
ten for Orrin Olson, horn instructor at the University of
Maryland-College Park. Ms. Carr demonstrates great prow-
ess, sensitivity, and a fine command of the instrument. These
are some uncommon works which should be investigated
by all horn players.

DOIDD

Music for Horn by Hindemith and his
Students

P. Hindemith: Sonata for Alto
Horn (1943)

Arnold Cooke: Nocturnes

B. Heiden: Sonata (1939)

P. Hindemith: Sonata (1939)

A. Cooke: Rondo in B-flat

Janine Gaboury-Sly, horn (Yamaha
862); Deborah Moriarty, pi-
ano; Claritha Buggs, mezzo-
soprano

Mark Records MCD-1924

56:49

July 1995

Disc Title:

Contents:

Artist(s):

Label and Number:
Timing;:
Recording Date:
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Recording Location: =~ Wharton Center, Michigan State
University, East Lansing, MI

USA

In this age of convenience and accessibility you cannot
go wrong with this disc: Hindemith and those he influenced
most directly. From an investigative point of view it is mar-
velous to be able to compare the alto horn work with that
for the more traditional instrument. The former is a terrific
introspective and reflective work commanding superior
musicianship well as an expert accompanist/dual partner.
There is even some poetry to be read. Start out with the
1939 sonata, though, for a good footing in the vocabulary
of quartal harmony, disjunct intervals, and endurance regi-
men. Together the two Hindemith sonatas form a staple in
twentieth-century horn repertoire. The Cooke song cycle is
not as demanding on the hornist and makes for a great re-
cital piece, incorporating the vocal timbre. Four of the five
poems have philosophical tone to them. Only “The Owl”
has some jocularity to it. These poems need care and com-
mitment to make them truly meaningful, as is artfully
achieved on this disc. Heiden’s sonata, surprisingly writ-
ten the same year as his teacher’s, is challenging in differ-
ent ways than the other two sonatas on this disc, endurance
being the primary element. While it has much more con-
junct and repeated-note motifs, it requires discipline to pace
one’s self. Its range goes just one step beyond Hindemith’s
1939 work (i.e., to b"); but control on notes of longer dura-
tion are a must in being effective. The closing work is the
effervescent Cooke Rondo. It is a short and upbeat piece,
which makes a great program opener, closer, or encore. Ms.
Gaboury-Sly, the horn instructor at Michigan State Univer-
sity, shines brilliantly in her accuracy, changes of timbre,
musical sensitivity, and control. I marvel at the pianissi-
mos she delivers immediately preceding or following
fortissimos. Her playing achieves a fine presentation of sub-
dued sustained notes as well as other punctuated and emo-
tionally turgid passages.

DIODD

Disc Title: Music for the Holiday Season
Contents: 37 holiday tunes as arranged by
the soloist
Artist(s): Aaron Brask, horn [Yamaha 867],
keyboards, percussion; Kayo
Ishiman-Fleisher, harp
Label and Number: Last Horn, Inc. LH1001 [see ad]
5800 Beach Blvd, Suite 175203
Jacksonville FL 32207 USA
Timing;: app. 44:00
Recording Date: 1991
Recording Location: ProMedia Studios, Gainesville, FL
USA

My “Diamond in the Rough” this issue comes to you
just in time for the holidays. Neither the front nor the back
covers of the disc lend any idea as to what the listener is
about to experience. As I popped this disc into my car ste-



reo unit I couldn’t imagine how one hornist would hold
my attention through thirty-seven short, strophic melodies.
I was totally unprepared for the ingenuity, musical wiz-
ardry, and variety that was to manifest itself. Mr. Brask
opens the disc with a sublime monophonic presentation of
Once in Royal David’s City: no additives, no distractions from
the tune, simply brilliant and heartfelt. As I eagerly awaited
each band to change, I tried—and failed miserably—to sec-
ond-guess the next technique by the title of the selection.
Through the wonders of multi-tracking and over-dubbing,
as many as four- or five-part horn choirs appeared, some
with straight-forward harmonies; others with added sec-
onds and sixths; others in a jazz vocabulary. This disc was
not thrown together by any stretch of the imagination. Mr.
Brask is also the keyboardist and percussionist here. The
only outside collaborator is the harpist. There are some truly
humorous arrangements; others are grippingly sensitive;
still others are of total amazement. What began as a cas-
sette-tape holiday gift idea mushroomed into this disc.
There is literally something for everyone on this recording:
Spanish motifs, American harmonic progressions, great
contrapuntal moments, superior obbligato lines, and art-
fully carved variation designs. Look for the ad elsewhere
in this issue to obtain a copy, as the artist handles the discs
himself. He is a member of the Jacksonville Symphony Or-
chestra and is the horn instructor at Jacksonville Univer-
sity. You won't be disappointed in this album.

DODDD

Disc Title: Horn Expression: 20th-Century
Works for Horn

Ivan Jevtic: Danse d’Eté

M. Amold: Fantasy

Kerry Turner: Sonata for Horn and
Strings

Emile Ristori: Concerto in A Mi-
nor

A. Plog: Nocturne

J. Koetsier: Concertino

Zbigniew Zuk, horn; Polish Radio
Orchestra Warszawa

Zuk Records 191122

66:49

January 1996

Studios of the Polish Radio

Contents:

Artist(s):

Label and Number:
Timing:

Recording Date:
Recording Location:

Here is Mr. Zuk’slatest solo disc. (Refer to the review
in the previous HC issue regarding six other Zuk discs.)
He has chosen a marvelous array of repertoire this time:
most of which are new to me. If you like high Bs, set your
sights on the first movement of the Danse d’Eté. This is a
wonderful mix of Slavic folk idioms and has several in-
stances alluding to Shostakovian harmonies and rhythmic
patterns, yet original in the broad perspective. Ostinato and
repetition play an integral part. It is terrific to hear the un-
accompanied Fantasy, a fine vehicle for any hornist to be
the total source of musical line and a most accessible piece
for both player and audience. This recording is a superb
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demonstration of evenness of articulation across the regis-
ters and silky smooth octave slurs. Another completely ac-
cessible yet challenging work is Turner’s Sonata of 1993. It
is a touch of Larsson and Jacob but thoroughly American
in scope. The opening movement is predominantly bouncy,
with inferences of a Texas ranch scene, perhaps—agile, cap-
tivating stopped-horn effects, extended Romantic harmo-
nies, possibly tender film music (especially the second
movement), some Bartok Concerto for Orchestra-like run-
ning figures in the accompaniment against a longer line in
the horn part. This work is very audience-friendly and has
a surprise ending.

Ristori, a Swiss composer, has a highly Romantic tune
here obviously influenced by Strauss, Schoeck, and
Goedicke’s tonal palates. Some modern harmonies find
there way in as well. Ristori was a member of the horn sec-
tion of the Suisse Romande Orchestra from 1938 until his
retirement. This work was dedicated to his friend Edmond
Leloir, who premiered it. According to the disc jacket this
is the only work on the album as yet unpublished. It is also
the only item here for full orchestra rather than just string
accompaniment. Hopefully someone will resurrect it, as I
would have imagined Leloir would have brought it out in
print at one time or another. This is a fine work, totally ac-
cessible for both player and audience. The second move-
ment features some exquisite chordal progressions under a
lyric theme in the horn part. A sparkling, festive, dance-
like character opens the finale followed by a more reflec-
tive passage with the horn along with a quite unexpected,
brief, jazz-rhythm oriented section. It is nearly twenty min-
utes in length but flavorful and refreshing.

Plog’s Noctume is a most sincere, sensitive, and per-
sonal piece. Bordering on the Impressionistic, the work
comes out of a foggy twilight for closer inspection. The B
section features a muted passage of fine contrast to the open-
ing. A more technical and playful section follows, pitting
strings against the horn. A calm returns and winds slowly
down to the end, reminiscent of Britten harmonies. Koetsier
gives us an energetic work with some Spanish flair in the
opening. A rollicking finale reminiscent of the Schoeck con-
certo comes through effortlessly and in a totally entertain-
ing manner. Mr. Zuk’s artistic and technical achievements
are remarkable. His is an innate soloistic bravura destined
for greatness. His understanding of line, pyrotechnics,
grace, and drama are united in an effervescent fashion.

DIIDD

Disc Title:
Contents:

Horn Concertos

J. Haydn: Concerto in D

C. Forster: Concerto in E-flat

G. P. Telemann: Concerto in D

Anton Teyber: Concerto in E-flat

Hector MacDonald, horn; Acad-
emy of Melbourne

Tall Poppies Records TP042

P.O. Box 373

Glebe NSW 2037

Australia

Artist(s):

Label and Number:
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Timing: 55:47
Recording Date: September 1993
Recording Location: =~ Hawthorn Town Hall, Melbourne

Mr. MacDonald, an Australian native, was appointed
second horn in the Berlin Philharmonic Orchestra at age
twenty-one. Two years later (1977), he was engaged as solo
horn with the Berlin Radio Orchestra. He currently holds
the post of solo horn with the Vienna Symphony Orches-
tra, and he plays first horn with the Concentus Musicus
under Harnoncourt’s direction. This disc of mostly well-
known repertoire is done on a valved instrument, but its
actual identity is unclear. It is very tasteful playing with
resonant tone, fine breadth of dynamic contrast, and direc-
tion of line. The orchestra seems to cover the soloist in the
quieter moments, but they collaborate well, agreeing on
releases, ornamentation, and end-of-phrase sweeps. Some
excellent realizations are accomplished by the harpsichord-
ist. Mr. MacDonald’s cadenza in the Haydn is characteris-
tic of the period and well-proportioned.

The general approach is very matter-of-fact. I could
have used a bit more abandon in some spots. However, as
I listened further, it is a style which solidly reflects all the
needs: flawless accuracy, perseverance, and relentless en-
durance. Tempi employed are standard ones; they are ex-
cellent models to follow. While the Academy of Melbourne
is a fine ensemble, their aggressiveness seems to overtake
the soloist, particularly in the first movement of the Forster.
The finale, however, returns to more equal footing and bal-
ance between the two. Of the four items recorded here it is
the fourth which might be unfamiliar to the listener. Teyber
(born the same year as W. A. Mozart) was also a Viennese
composer and an acquaintance of Mozart. Teyber did some
borrowing from others as there is a surprising (note for
note!) quote from the K. 407 quintet at the close of the first
movement plus a reference to an aria from Gluck’s Alceste
in the second movement. The work resembles Rosetti more
than Mozart in its predominance of melodic scalar stretches
to bb" and its quick use of what would be stopped notes
suggesting unprepared modulatory technique. There is
evidence that this piece was intended for Leutgeb; as such,
he must have been adept to execute the " called for in the
third movement—certainly not written for the casual eigh-
teenth-century hornist. It is a pleasure to be introduced to
Mr. MacDonald and his most admirable display of techni-
cal and musical accomplishments.

bIIDD

Disc Title:
Contents:

Les nouveaux interpretes

J. Brahms: Trio, Op. 40

R. Schumann: Adagio and Allegro,
Op.70

R. Schumann: Andante and Varia-
tions, Op. 46

Herve Joulain, horn; Marie-
Joséphe Jude, piano; Jean-
Jacques Kantorow, violin;
Laurent Cabasso, piano;

Artist(s):
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Roland Pidoux, cello; Frangois

Michel, cello
Label and Number: Harmonia Mundi HMN 911559
Timing;: 54:08
Recording Date: 1995
Recording Location: ~ not specified

Often I sense performers emphasize a philosophical
profundity in the Horn Trio, Op. 40 to an extreme. Granted,
it stands as a monument of Romantic chamber music, but
that does not necessarily mean every phrase demands a
Freudian discussion. The current performance on this disc
is a truly refreshing reading, one which lets the music speak
for itself. The phrasing seems to happen effortlessly but with
meaning. The forward motion of the first movement allows
an excitement to happen even though marked andante.
Mon. Joulain’s delivery is heartfelt and is unfortunately
overtaken by Mon. Kantorow at times, perhaps by awk-
ward microphone placement. By similar token the piano
seems distant. The opening of the scherzo is brilliantly
played, especially by the pianist and hornist, with a toss-
ing-off carefree nature to begin followed by a lovely
cantabile style in the B theme area, producing a marvelous
set of contrasts. The third movement marking, [adagio]
mesto is a curious one here. Usually defined as “sad; mourn-
ful,” the word is probably more indicative of melodic shap-
ing rather than tempo. Rather than elongating the delivery,
the direction of line is always apparent. The climax is fur-
ther heightened not only by dynamic contrast but also by
intensity rather than by foreboding. These performers also
make the “con brio” of the finale true to form. Especially
well done are the repeated F’s in both octaves and the ex-
cellent hemiola so often a hurdle to both players and audi-
ences. In summary, this is a beautiful and inspiring
performance by all these artists of a major work that by
any measure remains steadfast after more than 100 years. I
still marvel when I recall it was written for valveless horn.

The other mainstay on this disc, the Adagio and Alle-
gro, is also a marvel for another reason: it was written fif-
teen years before the Op. 40 Horn Trio and yet for valved
horn. Mon. Joulain displays his musicianship again in the
second phrase of the Adagio where, rather than bringing
out the ascending high G to Ab, he instead effects a beauti-
ful pianissimo followed by a crescendo descending line
through the F, C, D, B, and so forth, for an absolutely im-
peccable effect. No remorse here in tempo either—he
relishes on the line and not on the individual notes. The
subito piano on the cadence on C and the subsequent oc-
tave leap all point to not only a fine performance but also
to the wonder of the premier performance by Schlitterlau
and Clara Schumann 147 years ago. Joulain gives a bur-
nished sparkle and resonance to the Allegro in great con-
trast to the serenity of the previous section. Coupled with
the pensiveness of the B section, this is a welcomed addi-
tion to the recorded archives. His poignancy and daring
sweeps are expertly rendered. The remaining Schumann
work on this disc is certainly a curiosity, featuring a sub-
dued use of the natural horn in accompanimental fashion.
The two crooks originally used are E-flat and B-flat. Only
in variations five and nine does the horn present itself above



the rest in what is truly a showcase for the two pianists.
Mon. Joulain is a former pupil of Georges Barboteu, was
appointed first horn of the Philharmonic Orchestra of Ra-
dio France in 1987, and since 1994 has taught horn at the
Paris Conservatoire.

DOIDD

Disc Title: Ethel Smyth: Premier Recordings
Contents: Serenade in D for Orchestra (1890)
Concerto for Violin, Horn and Or-
chestra (1927)

Artist(s): Sophie Langdon, violin; Richard
Watkins, horn; BBC Philhar-
monic Orchestra

Label and Number: Chandos 9449

Timing: 63:46

Recording Date: June 1995

Recording Location: ~ Studio 7, New Broadcasting
House, Manchester UK

Dame Ethel Smyth is finally becoming more recognized
for her contributions to late Romantic as well as more ex-
ploratory modern compositional techniques. The first work
on this disc is a superior exhortation in the manner of
Brahms, no doubt inspired by his two eloquent statements
by the same title and by her studies with Herzogenberg in
Leipzig. The horn writing in Smyth’s work is lacking when
compared to her German counterparts of the same period
but nonetheless contains some fine moments. D major cer-
tainly provides a great opportunity for the darker hues of
the horn! A delightful scherzo lends an opera-buffa relief
from the opening movements, perhaps more in the charac-
ter of Rossini or even Sullivan. I highly recommend the disc
for this work as well as the more obvious concerto that fol-
lows. Audiences need to hear this Serenade!

Written at the end of Smyth’s career, the double con-
certo does not prominently display Germanic traits. A
stately quality is evidenced by the soloists when they en-
ter. A few Straussian sweeps lend a feeling of familiarity to
the opening movement. However, the spirit is as much of
reflection as it is of bold statement. The horn writing is very
accessible, and much of its melodic presence is also doubled
by the celli. The second movement captures idyllic beauty
and simplicity, particularly in the unaccompanied duo pas-
sage. The tessitura moves up to a"s for the horn in the cen-
tral more intense section. Calm and reflection return to both
soloists as the movement winds down to its major-tonality
cadence: a ray of sun and hope after a period of despera-
tion. The finale incorporates some hunting clichés with the
melodic writing for the horn. Never truly ostentatious, the
horn part complements and extends that of the violinin a
true dialogue. While not a vehicle for the next “Helden-
cornist,” there are several examples of challenging
arpeggiation in this movement as well as the cadenza sec-
tion making use of low and high registers, chromatics, and
assertive interpolations. One might even perceive some of
Bernard Hermann’s use of the horn in this work.
Multiphonics are evidenced near the end of the cadenza as
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well—one wonders if these are actually indicated in the
score. The hornist needs both a strong ¢ and pedal E to
bring off a convincing performance. Richard Watkins brings
forth an excellent and stunning interpretation of the coda.
Smyth has saved the demands to the very end. Watkins
jousts up and down, through a flashy trill, and returns to
gracefulness with command and bravura. It is always a
pleasure to hear his expressiveness, too. By comparison,
the listener is encouraged to seek out the 1992 release on
Troubadisc TRO-01405 of the double concerto in piano re-
duction. It is marketed in the USA through Albany Music
Distributors in Albany NY (telephone 518-453-2203). Itis a
German pressing recorded in Munich and features hornist
Franz Draxinger of the Munich Radio Orchestra.

DIIDD

Disc Title: Villanelle: French Masterworks for
Horn

E. Chabrier: Larghetto

H. Berlioz: Le Jeune patre breton

L.E. Dauprat: Affetuoso

E. Poulenc: Elégie

Daniel Schnyder: Le monde
miniscule

E. Satie: Gnossienne

Charles Koechlin: Allegro Vivo,
Op. 180

P. Dukas: Villanelle

David Jolley, horn; Samuel Sand-
ers, piano; Nancy Allen, harp;
Joyce Guyer, soprano

Arabesque Z-6678

56:31

May, 1995

Recital Hall, State University of
New York at Purchase

Contents:

Artist(s):

Label and Number:
Timing:

Recording Date:
Recording Location:

Juxtaposed with Jeffrey Snedeker’s salute to French
repertoire, this disc is quite a contrast. There was a time
when a Conn 8-D and the word French would hardly have
been found in the same sentence. This recording is proof of
the artist being the master musician through his instrument
rather than because of it. Mr. Jolley finds soul, bravura, and
delicacy easily integrated here. The timbre spectrum, nu-
ance, and dramatic levels exhibited are breathtaking and
thus fully rewarding, especially in the Chabrier, Poulenc,
and Dukas works. Also presented is a Berlioz chanson with
horn and soprano, providing a delightful combination of
colors. Echoing the rocking triplet background of Schubert’s
Auf dem Strom, the piece is constructed in the rounder feel-
ing of E-flat rather than the former’s E major. This lends a
calmer, more soothing sense throughout. Endurance is no
problem here, so time can be spent more on enjoying the
phrasing. Nancy Allen contributes her skill in adapting the
Dauprat accompaniment to the harp in a manner truly be-
fitting the berceuse character of the piece.

A new and at times pointillistic five-movement suite is
unveiled on this disc. Schnyder has captured it all: big range,
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many timbres, many articulation styles, muted and stopped
effects, flutter tonguing, and even some jazz technique. The
unaccompanied medium demands the overstatement and
conviction, which Jolley has achieved in spectacular man-
ner. The second movement is somewhat reminiscent of the
opening to Vinter’s Hunter’s Moon in melodic contour,
rhythmic pattern, and tonal center. Jolley truly has fun with
the third movement, titled The Insect and the Elephant. One
can easily visualize the two creatures! I am till trying to
figure out the fourth movement titled EMAIL, but the fi-
nale is a dialogue between attic and basement registers: a
duet for one person. A lilting tonal exploration of a dance
nature. It ends all too quickly, and the listener will no doubt
want more: a true test of any solid piece. The ten-minute
work is accessible for a first-hearing audience and is very
challenging for the player, not so much in tessitura but in
rapid “changes of costume” needed: subtle, dramatic, sug-
gestive, bold, whispering, declarative.

Satie’s modal miniature is again an opportunity to ex-
plore horn and harp: a simple line for the horn and straight-
forward broken-chord accompaniment. More electrifying
is this selection from Koechlin’s Op. 180: one of fifteen pieces
for horn and piano, it features a combination of agile tri-
adic and scalar outlines, a beautiful cantabile stopped pas-
sage, an acrobatic muted passage in the style of Frangaix or
Bozza, and a subtle coda ending in nothingness. How does
Jolley follow this? With yet another showpiece: Villanelle!
Personally, I'm still torn about whether to do the opening
on natural horn harmonics. Jolley renders it satisfyingly on
the valved horn. The sixteenth-note runs in the B section
are flawless and exciting. Unfortunately, a couple of low-
notes are covered by the piano, making a few phrases lack
their opening tones. The muted section is deliberate, mak-
ing all tones audible and understood. The return to the
opening section has some beautiful nuance and shaping to
it, with the overall effect being a totally vibrant performance.

DIDDD

Disc Title:
Contents:

Musigue de Salon

L. F. Dauprat: Mélodie pour cor-
alto et cor-basse, Op. 25¢c

C. Saint-Saéns: Romance, Op. 36

J. Gallay: Onziéme Solo, Op. 52

J. Meifred: Three Vocalises from
the Méthode

J. Gallay: Grand Caprice, Op. 32,
No. 12

G. Rossini: Prélude, Théme et
Variations

Jeffrey Snedeker, natural and early
valved horns; Richard
Seraphinoff, cor-basse;
Marilyn Wilbanks, fortepiano

available from: Jeffrey Snedeker

Department of Music

Central Washington University

Ellensburg WA 98926-7458 USA

49:57

Artist(s):

Label and Number:

Timing;:
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Recording Date:
Recording Location:

July and August 1995
Bezanson Recital Hall, University
of Massachusetts (Amherst)

As authentic instrument performance continues to gain
interest, this disc highlights early nineteenth-century litera-
ture for hand horn. The names Dauprat, Saint-Saéns, and
Gallay are synonymous with horn etudes and solos chal-
lenging in both technique and musicality. Dr. Snedeker ex-
hibits superior adroitness and knowing throughout this
fifty-minute tour de force. Two technical masteries which
stand out are his turns and the half-step tenth to eleventh-
harmonics trill: you won't hear any better delivery. The al-
ternation of stopped positions and open tone is effortless
and nearly imperceptible in accuracy of intonation; no small
feat as those who have played hand horn will attest. The
instrument here is a copy by Richard Seraphinoff of an 1820
Raoux. It has a detachable two-valve section designed and
fabricated by Seraphinoff. The vocalises from Meifred’s
method book utilize this extended instrument, combining
stopped techniques with the use of valves. The accompa-
nied solos here are typical of those performed for private
parties and smaller more intimate gatherings, as certainly
were numerable in and around Paris in the first four or five
decades of the 1800s. Especially terrific is the inclusion of a
Gallay etude. Most students of the horn are acquainted with
his Op. 32 through their study of the valved horn. Itis most
revealing to hear its intricacies in its original setting. Over-
all, this disc provides a fine show of artistry, musicality, and
fresh repertoire for all horn enthusiasts to emulate.

DIIDD

Disc Title:
Contents:

The Matterhorn Alphorn Duo

19 characteristic short pieces by
Swiss and Austrian compos-
ers along with both arrange-
ments and original music by
Marvin McCoy

Marvin McCoy and Jane
Mahoney, alphorns; Bruce
Rardin, Bill Lind, Paul Straka,
Vicki Wheeler, Brian Rardin,
horns; Becky van Donslear
and Jack Graber, trumpets;
Mike Halverson, trombone;
Earl McNeal, tuba

n/a; Marvin McCoy

3204 W. 44th Street

Minneapolis MN 55410 USA

Tel. 612-927-6021

approx. 30 minutes

not specified

Minneapolis, MN USA

Artist(s):

Label and Number:

Timing:
Recording Date:
Recording Location:

This disc is devoted to the timbre and experience of the
Swiss alphorn. Because of its twelve-foot length it emulates
the F horn and its four-octave range in very similar man-
ner. Its spruce body and boxwood mouthpiece are respon-



sible for the characteristic soothing, warm tone. While only
notes of the overtone system are utilized, the duo has cho-
sen works accompanied by valved horns and some accom-
panied by brass quintet to add variety and to lend a fuller
musical presentation. Cowbells also lend the pastoral ele-
ment to three of the selections. The listener comes away

with a new appreciation of the ethnic function these instru-
ments provide in western Europe yet today. This disc con-
tains a well-rounded collection of fanfares, serenades, dance
pieces, and reflective lieder, and it serves as an excellent
introduction to the alphorn’s unique quality, skillfully

played here by both artists.
o oR o
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# RATHER THAN
 WETS!
Less Drops e Lasts Lbﬁger e Feels Better

Available at Music Stores
MAMCO e« P.O.Box 1417 e« Decatur GA 30030  Tel/Fax 404-373-1050
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International Horn Society Manuscript Press

Works Available

Barton, Todd. APOGEE; Woodwind Quintet. $12.00 (score and parts)

Basler, Paul. Summer Dances; flute, horn, cello. $12.50 (score/parts)

Bialosky, Marshall. What if a Much of a Which of a Wind; horn and chorus. $5.00 (per chorus score...One
horn part included per order)

Busarow, Donald. Death Be Not Proud; horn, voice, and piano. $12.50

Hill, Douglas. Thoughtful Wanderings; natural horn and tape or percussion. $12.00.

Jones, Stuart. Variations for Horn and Percussion; horn and two percussionists. $19.00.

Pal, Rozsa. Introduzione e Cappriccio per 7 Strumenti; hn, fl, cl, perc,vin, vla, cello. $33.50 (score and
parts)

Pearlman, Martin. Triptych for Solo Horn. $10.50

Rosenweig, Morris. Delta, the Perfect King, Concerto for Horn and Chamber Orchestra (hn, 2fl, 2cl, pn,
perc, vn1i, vn2, va,vc, bs). $43.00 (score and parts)

Schultz, Mark. Dragons in the Sky; horn, percussion, tape. $19.50 (2 scores and rehearsal tape)

Wolfram, Mark. Brass Trio; horn, trumpet, trombone. $12.50 (score and parts)

Wolking, Henry. Chamber Concerto; horn, violin, bassoon. $24.00 (score and parts)

Willey, James. Sonata for Horn and Piano. $12.50

Order Form
Music to be mailed to:
Name: Address:
(Street or Apt. no.)
City State Postal Code Country
Composer Title Number Price Total

Mailing Costs (US) $4.00

Total enclosed

Send order with check or money order
payable to IHS Manuscript Press to:

Charles Gavin, Editor/Coordinator
IHS Manuscript Press

Department of Music

Box 13043

Stephen F. Austin State University
Nacogdoches, TX 75962-3043 USA
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you’ve always dreamed about... % “F” Hor s o -
OrnN --12' 3"Long | F}
** True '
Harmonic
Scale
. -
Additional benefits to the player include better control of: % Ric h,
v intonation
v dymamics Resonant
v range
v and better endurance $3 J 00 sllllllll
As a result of improved response, the instrument becomes 0:0 cnte'ed
easier to play * starts quicker * centers better & resonates more freely! -
For FREE brochure, addiional information & acoustic wave llustrations contad today: Pltc h
AAIIRR Acoustics 303.751.0673 & -
1234 S. Quince Way ¢ Denver Colorado 80231 %* Bo omlng
Bass
The Swiss make
NOtes a great knife, but
s> Made oy when i;:n'l.es to
= £ Alphorns, we Americans
n the now have them beat!
U.S.A. Introducing the
Yl Ay e Sy Sy O
POESXREEXNEOEEXVEERNL LITTLETON ALPHORN
i - the first alphorn to be built
ﬁ with high-tech materials and
a computer-designed bore.
D The result is a sound that is
HORNMUSIK true, consistent, predictablg,
I[NTERN AT]ION AL regardless of any atmospheric

condition. e Rattan wrapped.
Traditional floral decoration on
the bell. 3-piece construction.
Comes with wooden adapter to
hold your favorite mouthpiece and
a zippered canvas carry case. e All
at the incredibly low price of $958.
Satisfaction guaranteed.

LONDON * PHILADELPHIA * VIENNA

We take great pride in specr'affzfng in music for

horn : and in par!:'eufar !fmug}[: not excr!t{sfvej{y, to
music from the Verlag Wiener Waldhorn Verein and
Oliver Bracéway Music.

We have music for solo !xom, various horn

ensembles, Afpenfwm, Wagner Tuben, Horn and

« s"'- — Swiss Alphorn Music Available, specially priced. —

MORRIS SECON
THE MAGIC OF MUSIC

148 SAN GABRIEL DRIVE ROCHESTER, NY 14610
PHONE: 716-442-6315

Vof‘ﬂe anJ muc;; mh’ﬂfl ﬂlore‘olﬂ' extensive Cﬂtﬂl’og
covers a wide range oforigfnaf works and
arrangements of well Enown composers, as well as

contemporary composilions far horn.

Please write or call for a ﬁee cata}og.
Daryl Ponder Rynkicwicz
4 Oakwood Drive, Millville, N, /] 08332
(609) 293.0013
e-mail : dponder@] i!?rary. atlantic.city.lib.nj.us
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A portion of each purchase will be contributed to the
Frizelle Scholarship Fund of the International Horn Society
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KENDALL BETTS HORN CAMP S
THE WHITE MOUNTAIN SCHOOL . 4
LITTLETON, NEW HAMPSHIRE  °
JUNE 15 - 29, 1997

THIRD ANNUAL UNIQUE SEMINAR AND RETREAT

STUDY, PERFORM AND HAVE FUN FOR ONE WEEK OR TWO
IN THE BEAUTIFUL WHITE MOUNTAINS OF NEW HAMPSHIRE

INTENSE DAILY SCHEDULE
CURRICULUM GEARED TO THE INDIVIDUAL PERFORMER
FUNDAMENTALS, TECHNIQUE AND MUSICIANSHIP
SOLO REPERTOIRE AND RECITAL PREPARATION
ORCHESTRAL REPERTOIRE AND AUDITION PREPARATION
INDIVIDUAL INSTRUCTION AND MASTER CLASSES
PUBLIC RECITALS AND ENSEMBLE CONCERTS

ALL UNDER THE GUIDANCE OF A WORLD CLASS FACULTY
CHAIRED BY KENDALL BETTS, PRINCIPAL HORN OF THE
MINNESOTA ORCHESTRA AND IHS ADVISORY COUNCIL MEMBER

FINE FACILITIES AND FOOD IN AN IDYLLIC, COUNTRY SETTING
VERY REASONABLE COST

OPEN TO ALL HORN PLAYERS AGE 16 AND OLDER
STUDENTS, AMATEURS, PROFESSIONALS, EDUCATORS

FOR FURTHER INFORMATION, PLEASE CONTACT:
GENIE EPPERSON
21 VILLAGE AT MAPLEWOOD
BETHLEHEM, NH 03574
(603) B69-5612

Now from Bohemia (Czech Republic)
18th-early 19th Century Style Hand horns

Crafted after horns of Bohemia-Austria in
Punto’s time by a small family of horn makers
with a long tradition.

Complete set of crooks - Bbasso, C, D, E’,
F, G, A, B', C alto and baroque pitch

extensions.

Also included hard case and unique zipper bag
for all accessories. Priced well below any
competitors.

UNION MUSIC Co.
Established 1922
1475 Bush St.

San Francisco, Ca 94109
Tel. 415-775-6043
Fax 415-775-8432

UNLIKELY FUSION

The members of the American Horn Quartet |
perform chamber works by:

Kerry Turner

Prologue
Sonata for Horn & Piano
Sonata for Horn & Strings
Kaitsenko (brass 5tet)
6 Lives of Jack McBride
Bandera
Epilogue
A great musical experience in Western music
performed by world-class artists.

Soon to be released by ebs records (Qualiton).

O

To order write to:

Unlikely Fusion
c/o K. Turner
4, Rue du Kiem
L-8030 Strassen
Luxembourg

You will be billed $12.00
plies postage ¢ handling.
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1996 IHS Scholarships

Lisa O. Bontrager

During the 1995-1996 year, the THS sponsored four
scholarship programs: the Jon Hawkins Memorial Scholar-
ship Competition, the Farkas Performance Awards, the
Symposium Participant Awards, and the Dorothy Frizelle
Orchestral Competitions.

The Jon Hawkins Memorial Scholarship Competition
provides for full funding (up to $1500 total) to the annual
IHS workshop for one or two advanced, highly motivated
students under the age of twenty-four. In addition, it pro-
vides each winner with the opportunity to perform a solo
at the international workshop, have a lesson or master class
with a guest artist, and receive a copy Werner Pelinka’s
Concerto for Jon. This year’s winners were Megan McBride
from Oxford, Ohio, USA, and Gergely Sugar from Budapest,
Hungary. Megan is currently a high school senior and stud-
ies with Karen Schneider. Gergely is a student at the Ferenc
Liszt Academy in Budapest, where he studies with Addm
Friedrich. Megan performed En Forét by Eugene Bozza, and
Gergely performed Franz Strauss’s Theme and Variations,
Op. 13. The judges for this year’s competition were Kendall
Betts, Lisa Bontrager (chair), and John Wates.

Gergely Sugdr and Megan McBride, winners of the Jon
Hawkins Memorial Scholarship

Finalists for the Farkas Performance Awards, who are
selected by tape, receive an opportunity to perform at the
international workshop, have their registration fee refunded
by the IHS, and receive $150 to defray other workshop costs.
In addition, the first-place winner at the workshop com-
petition receives a prize of $300, and the second-place win-
ner receives a prize of $200. Finalists in the 1996 Farkas
Performance Awards were Ian McClure from Nashville,
Tennessee, USA; Jennifer Montone, a student at the Juilliard
school and a student of Julie Landsman; Veronica Ricks, a
student at the University of Missouri-Kansas City and a
student of Nancy Cochran Block; and Peter Davida, a stu-

dent at the Ferenc Liszt Academy in Budapest and a stu-
dent of Adam Friedrich. Each finalist played the first move-
ment of Mozart’s Concerto No. 3, K. 447 as well as one
other work from a list. The first-place winner was Peter
Davida, who played Richard Strauss’s Concerto No. 1; and
the second-place winner was Jennifer Montone, who played
Schumann’s Adagio and Allegro. Peter Landgren was chair
of the competition and the preliminary judge, and the fi-
nals were judged by Mary Bisson, Lisa Bontrager, Douglas
Hill, and Francis Orval.

Peter Davida, Jennifer Montone, Ian McClure, and Veronica
Ricks, finalists in the Farkas PerformanceAwards

The Symposium Participant Awards are given to horn
students who are no more than twenty years of age. Awards
of $200 are given to defray costs of attending the interna-
tional workshop. 1996 winners of the Symposium Partici-
pant awards were Sarah Albin, a student of Jean Martin at
the University of Georgia; Kristy Crago, a student of Nancy
Cochran Block at the University of Missouri-Kansas City;
Chrystal Leamon, a student of Gregory Hustis at Southern
Methodist University; and Jolene Taylor, a student of Johnny
Pherigo at Western Michigan University. Paul Mansur chairs
the Symposium Participant Awards scholarship.

Chrysal Leamon, Kristi Crago, and Jolene Taylor, IHS Sympo-
sium Participant Award winners
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The Dorothy Frizelle Orchestral Competition provides
for two awards of $200 each for the winners of a low- and
high-horn orchestral audition at the international work-
shop. Participants must be no older than twenty-five years
of age and not under contract with any professional orches-
tra. The winner of the low-horn audition was Jennifer
Montone, and no high-horn award was given this year.
Judges for the Dorothy Frizelle Orchestral Competition
were Kendall Betts, Douglas Hill, Gregory Hustis, Francis
Orval, and Virginia Thompson.

Congratulations to all the winners and finalists for these
scholarship programs. Information regarding the 1997 THS
Scholarship Programs appears elsewhere in this issue of
Jennifer Montone, Matt Monroe, and Chrystal Leanton, the Horn Call.

I-'rize{‘e Orchestral Competition finalists. b b b

ﬁg HARID et

Kate Ransom, Director

Setting the Stage for the Future

Sergiu Schwartz, Violin

The Harid Conservatory’s Bachelor of Michael McClelland, Viola

Music-Performance, Professional Studies,

and Performer’s Certificate programs offer Johanne Perron, Cello

performance training at the highest level: Eucas DiewDouble Bass

4+ Comprehensive curriculum ’
P Laura Gilbert, Flute

4+ Intensive orchestral and chamber
music performance training John J. Dee, Oboe

Select studio classes Paul Green, Clarinet

¥igoraus:salo trainirig Arthur Weisberg, Bassoon/Conductor

Career development and performance

opportunities All students accepted receive full- Gregory Miller, French Horn

tuition scholarships. Richard Stoelzel, Trumpet

Auditions are held at the Conservatory’s Stephen Rawlins, Trombone

Boca Raton campus in February and March.
Preliminary tapes are encouraged by Matthew K. Brown, Tuba

January 15, 1997.
Michael Parola, Percussion
The Harid Conservatory is an accredited

institutional member of the National Roberta Rust, Piano

Association of Schools of Music. Anne Louise-Turgeon, Collab. Atts

Thiadiashl Congmatany Edward Turgeon, Collaborative Arts
Music Division

2285 Potomac Road Thomas McKinley, Music Theory
Boca Raton, FL 33431-5518

Eric J. Petersen, Music Librarian
Phone: 561-997-2677 el

Harid Conservatory of Music, Inc. is an equal Ensemble-in-Residence:

apportunity institution and does not discriminate
against aimyone on the basis of race, color, sex, religion,
national or ethnic origin, or other protected status.

The AVATAR Brass Quintet
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IHs 1997 SChOIQl’Ship fThe Jon Hawkins Memorial Scholarship\\\
Prog rqms Jon Hawkins was a life member of the IHS, just start-

ing his career as a professional musician when he met

Lisa Bontrager his death in a traffic accident. His parents, Neil and Runa
Scholarship Committee Chair Hawkins, established this scholarship as a memorial to
their son. A biography of Jon Hawkins appears on page

Over the past quarter century, the IHS has developed a 108 in the October, 1992 issue of the Horn Call.
scholarship program designed to recognize and reward The purpose of this scholarship is to encourage the
horn students who have demonstrated a high level of per- attendance of deserving, highly motivated horn students
formance ability and a strong desire for advancement. The at the annual IHS workshops, where they can be in-
IHS now sponsors four separate scholarship programs, and tensely exposed to state-of-the-art levels of performance,
each of these programs is described in the following para- pedagogy, equipment, and resources. Hornists who have
graphs. These programs differ in regard to prerequisites so not yet reached their twenty-fourth birthday by June
that students of varying degrees of advancement might 13, 1997 may apply for up to $1,500 (US) to be used for
apply to the one that most appropriately satisfies his or her the registration fee, room, board, and travel costs to the
present abilities. 1997 THS Horn Workshop, June 8-13, 1997 at the
The chair of the 1996-97 THS Scholarship Program is Eastman School of Music. One or two of these scholar-
Lisa O. Bontrager. Chairs of the individual scholarship pro- ships are available each year. The winner(s) will be se-
grams are as follows: Jon Hawkins Memorial Scholarship— lected on the basis of (1) performance ability, (2) a
Kendall Betts; Frizelle Orchestral Competition—Gregory demonstrated need for financial aid in order to attend
Hustis; Farkas Performance Awards—Virginia Thompson; the upcoming workshop, and (3) personal motivation.
Symposium Participant Awards—Paul Mansur. Horn stu- In addition to the cash prize (awarded as a reimburse-
dents are urged to study the following scholarship descrip- ment at the workshop), the scholarship winner(s) will
tions and to enter one or more competitions they consider receive instruction from at least one workshop artist in
to be applicable to their present performance status. the form of a private lesson and / or master class, give a
All scholarship winners will be expected to attend the solo performance at the international workshop, and
1997 IHS workshop (June 8-13, 1997) at the Eastman School receive an autographed copy of Werner Pelinka’s Con-
of Music, Rochester, New York USA. Previous IHS scholar- certo for Jon. The International Horn Society reserves the
ship award winners are ineligible to participate in the same right to cancel the competition or withhold one or more
scholarship competition again. awards if, in the opinion of the judges, conditions war-

rant such action.

Each applicant will be asked to prepare three short
essays and supply a tape recording indicating their per-
formance abilities. The English language must be used
for all written information accompanying the applica-
tion. The judges for this year’s competition are Kendall
Betts (chair), Gregory Hustis, and John Wates. Students
who have studied with any of the judges listed above in
the last five years are not eligible for this scholarship.
Application forms may be obtained by writing:

Lisa Bontrager

¢/ o Penn State School of Music
University Park, PA 16802
USA

Completed applications must be received by the
chair of the Hawkins Scholarship Committee no later
than March 1, 1997. Hawkins winners are ineligible to
participate in the Farkas competition.

N\ J

Jon Hawkins, 1965-1991
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The International Horn Society is pleased to offer
five Symposium Participant Awards of $200 (US) each,
to assist deserving students with financial limitations
in attending an IHS Symposium (Workshop). A recorded
performance is not required from applicants for this
award. This year, the prize money will be used to help
winners attend the workshop at the Eastman School of
Music, Rochester, NY USA, June 8-13, 1997.

Conditions for the awards are as follows.
1. To qualify, an applicant must:

a. Be a student of the horn who is no more than
twenty years of age as of June 13, 1997.

b. Write a short essay (at least one page long) de-
scribing the importance of the horn in his or
her life. The English language must be used for
all written information accompanying the ap-
plication.

c. Show a financial need by including with the
above mentioned page, letters from parent/
guardian and teacher attesting to the applicant’s
interest in the horn and to his or her financial
situation.

N.B. Parent/Guardian letter must include per-
mission to attend the Symposium if the appli-
cant is under the age of majority.

d. Include his/her name, address and telephone
number with the application.

2. Winners will be chosen on the basis of their appli-
cations and indication of financial need.
Deadline for receipt of applications is April 1,1997.
Winners will be notified by mail no later than April
15. The $200 awards will be sent directly to the
workshop host and be credited to the winners to
partially cover registration and /or room and board
fees. If an award is not accepted by the winner, it
will be reserved for use the next year.
5. The IHS reserves the right to cancel or withhold

one or more of the awards if conditions so warrant.

6. Applications should be mailed to:

= W

Paul Mansur

IHS Participant Awards
P.O. Box 1083

Hixson, TN 37343

USA

Please allow ample time for international mail delivery.
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ﬁ' he IHS Orchestral Audition Competitioﬂ
Dorothy Frizelle Memorial Awards

Dorothy Frizelle was a member of the International
Horn Society whose biography appears on page 124 of
the April 1989 Horn Call. These awards have been es-
tablished in Dorothy Frizelle’s memory and to support
the study of orchestral horn playing at the IHS work-
shops. Two awards of $200 each will be granted at the
1997 Workshop, one for the winner of the high-horn au-
dition and one for the winner of the low-horn audition.
Participants may compete in both high- and low-horn
auditions. The 1997 workshop will take place at the
Eastman School of Music, Rochester, NY USA, June 8-
13,1997. Registration for the orchestral competition will
be at the workshop.

Eligibility

1. Contestants must be under twenty-five years of age
at the time of the competition and must not be un-
der a full-time contract with a professional orches-
tra.

2. All contestants must be registered participants of
the IHS Workshop. Current registration will be
checked at the workshop.

Repertory

High horn (first horn parts unless noted):
Beethoven Symphony No. 2, mvt. II

Beethoven Symphony No. 6, mvt. III

Beethoven Symphony No. 7, mvt. I

Brahms Symphony No. 1, mvt. II

Brahms Symphony No. 2, mvt. 1

Brahms Symphony No. 3, mvt III

Strauss, R. Till Eulenspiegel, 1st & 3rd horn calls
Tchaikovsky Symphony No. 5, mvt. II

Wagner Siegfried’s Rhine Journey, short call

Low horn (second horn parts unless noted):
Beethoven Symphony No. 3, trio

Beethoven Symphony No. 7, mvt. III

Beethoven Symphony No. 8, trio

Beethoven Symphony No. 9, mvt. 111, 4th horn
Beethoven Fidelio Overture

Mozart Symphony No. 40, trio

Shostakovitch Symphony No. 5, mvt. I, tutti
Strauss Don Ouixote, v.1,2nd homn; v. V & VI, 4th hom
Wagner Prelude to Das Rheingold, opening, 8thhom

Adjudication

The competition will be judged by a panel of indi-
viduals recognized as leaders in the field of teaching
and performance on the horn. The names of the judges
will not be announced until the end of the competition.
Judging will be based solely on the live performances.
The IHS reserves the right to cancel or withhold one or
@ore of the awards if conditions so warrant. /4




The Farkas Performance Awards

f

Finalists for the 1997 Farkas Performance Awards will
receive the opportunity to perform on a recital at the
Twenty-Ninth Annual Horn Workshop, to be held June
8-13, 1997 at the Eastman School of Music, Rochester, New
York, USA. Up to five winners of the preliminary compe-
tition (selected by a taped audition) will receive a refund
of their 1997 workshop registration fee and $150 to help
defray the cost of room and board while at the workshop.
The final competition will be a live performance held at
the 1997 workshop, from which two cash prize winners
will be selected. The first-place winner will receive a prize
of $300, the second-place winner a prize of $200.

Eligibility.

This competition is open to anyone who has not
reached the age of twenty-five by June 13, 1997. Proof of
age will be required of all finalists.

Preliminary Audition

All applicants must submit a recorded performance
of not more than thirty minutes on one side of a tape cas-
sette (cassettes will not be returned).

Application requirements are as follows:

1. The cassette must be unedited and of high quality.
Mark the appropriate Dolby noise reduction (if any)
on the cassette.

2. Piano must be included if the composer wrote an
accompaniment for the selected work.

3. The cassette should include the following music in
the order listed.

A. Mozart Concerto No. 3, K. 447, first movement
only (including cadenza).

B. Any one of the following solos.
Bozza En Foret
Hindemith Sonata (1939) any two movements
Schumann Adagio and Allegro
Franz Strauss Theme and Variations, Opus 13
Richard Strauss Horn Concerto No. 1, Opus 11
(either 1st & 2nd movements or 2nd & 3rd mvts)

4. All application materials are to be mailed to the fo&

lowing address:

Virginia Thompson

WVU College of Creative Arts

P.O. Box 6111

Morgantown, WV 26506-6111 USA

5. All applications for the 1997 Farkas Performance
Awards must be received by Virginia Thompson no
later than April 1, 1997. The finalists will be in-
formed of their selection for the workshop recital
no later than April 20, 1997. Any applications re-
ceived after the listed deadline or not fulfilling the
repertoire requirements will be disqualified from
the competition.

6. The English language must be used for all written
information accompanying the application.

7. Include the following information with the cassette
recording: (a) applicant’s name, (b) address, (c) tele-
phone number, (d) birth date, and (e) a list of all
compositions performed on the cassette in order of
their presentation.

Final Competition

Up to five applicants with the most satisfying taped
performances will be chosen to perform at the 1997 Horn
Workshop. The finalists will pay their own expenses to
attend the workshop. (The refund of the registration fee
and the $150 expense allowance will be given to each fi-
nalist during the workshop.) Music to be performed on
the scholarship recital is to be chosen from the repertory
listed in items 3A and 3B above. In all cases, the complete
composition must be prepared. A half-hour rehearsal with
a staff accompanist will be scheduled after the workshop
begins for each finalist who does not bring his/her own
accompanist.

A panel of judges composed of guest artists and/or
Advisory Council members will select the first- and sec-
ond-place cash-prize winners. The two cash-prize win-
ners will be announced during the 1997 workshop. All
prize money will be presented to the winners during the
week of the 1997 horn workshop.

The International Horn Society reserves the right to
cancel the final competition or withhold one or more
awards if, in the opinion of the judges, conditions war-

rant such action. /
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WEHR’S MUSIC HOUSE

Over 100 listings in our "electronic” catalogue!
http://home.navisoft.com/wehrsmusic

Horn Choirs:

T. Morley\Chenoweth - What Saith My Dainty

Darling?

WM #51..eiieiiiiiercereereeeeeeeees $7.00

WM H66.....cconviniiniiiiiiiic i $19.50

SPECTABEZING IN Brass Quintets:
ration & Custom WM #6L..evoooeereceneeemerecessseeneesesee $14.00

WM #85..ciiiiiiiiiiiiiiii e $7.00

Write or fax for a free catalogue today!
fax (407) 679-0208
Shipping and Handling add $3.00
Florida residents include 7% sales tax.

WEHR’S MUSIC HOUSE
3533 Baxter Drive
Winter Park, FL 32792-1704

The GIARDINELLI Giardinelli
Two-Piece 7845 Maltlage Drive

Liverpool, NY 13090

French Horn Mouthpiece [FRErEsyirympme
JUST GOT BETTER! Fax: 800-§52-4534

GOLDPLATING is FREE:

Goldplating to the RIM ONLY

*When you purchase 1 “C” rim and any 2 “C” size cups

For the For the For the Upper Register,
Choose Low Hom Player All Around Player Chamber & Solo Work
From: C1&C4 C6, C8, C10 C12, C15

Whether you're a beginner or professional, we welcome you to experience
the legendary Giardinelli 2 piece “C” series mouthpiece.

You owe it to yourself! WWW Address

. http://www.giardinelli.com
Take advantage of our special offer through December, 1996

E-MAIL Address

G ia I"d i nme I l i music@giard'inelli.com
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Advertise in the Horn Call

For only $75.00, over 3,000 hornists world-wide
could be reading your advertisement here.

_B-E-R-P

for all brass

¥ © "BUZZ" with the same angle
¥ and resistance as playing your
instrument,
* Center your sound, build strength, add
resonance ---an isometric for the lips.
* Learn how to keep your air moving
between notes.

NEW BRASS BASICS & THE BERP

Anindispensable learning tape, this 45 minute
cassette starts beginning brass players off cor-
rectly and expands fundamentals for all.

Contact: Horn BERP by mail $22.40 + $3. p/h.
BRASS BASICS ... cassette $9.60 + $3.
Paul Austin In California add 8.25% tax.
IHS Advertising Agent MUSICAL ENTERPRISES
P.O. Box 6371 P.O. BOX 1041
Grand Rapids, MI 49516-6371 USA LARKSPUR, CA 94977-1041
Tel: 616-458-7159
Treat yourself to an Py

Original

Engelbert Schmid Ho

@ which has an especially noble sound
@ which entices you to play magically,
@ with optimal intonation and response,

@ unique patented valves, permitting smoother curves of the tubing, with qicKer action,
better slurs, and a practically unlimited service lifetime,

@ can be tuned a half step higher or lower,

® and, and, and ... all that, and it looks fantastic!

Engelbert Schmid, with 14 years of experience as a horn player
in the best German orchestras, is a master craftsman

you can trust completely!

Engelbert Schmid GmbH
Kohlstattstr. 8 _
D-87757 Kirchheim-Tiefenried

© ++49-(0)8266-1579 — Fax: ++49-(0)8266-1874

Contact Osmun Brass for trying and purchasing, but please go on
contacting Engelbert Schmid directly for any advice and information.

= A%
. ,“fk@}% .

)

=
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Join the
International
Horn Society

The THS is more than an organization. It is an op-
portunity to participate in the very best of what the
HORN has to offer. Get the best in and from your
horn playing!

One year membership: $30.00
Library Membership: $45.00
Three year membership: $75.00
Life membership: $500.00

Send name and dues with permanent mailing ad-
dress for your membership to:

Ellen Powley
IHS Executive Secretary
2220 N 1400 E
Provo, UT 84604 USA

&)X Timber Ridge
Music

new releases!

HORN MUSIC

Partita (J.S. Bach), solo horn $6.00
Sonata #5 (Handel), horn and piano $6.00
Pie Jesu (Faure), quartet $6.00
Five Renaissance Chansons, trio $6.00
Baroque Suite, trio $6.00
Wedding Album, horn and organ $10.00

(Trumpet Voluntary, Rondeau, St. Anthony Chorale, Air on a G String)

BRASS QUINTETS

A Little Fireworks Music (Handel) $8.00
The Wanderer (Mendelssohn) $8.00
Cathedral Suite $10.00

Wedding and Church Favorites

Old favorites to remember! Pennsylvania Polka, $8.00; Le Basque
(horn feature), $6.00; Colonel Bogey, $8.00; Water Music, $8.00

for more info or complete catalog, call 410-360-2566
e-mail: kenbell@erols.com
orders under $10.00, add $1.00 s/h
MD Residents add 5%
Timber Ridge Music, 7779 Old House Road, Pasadena, MD 21122

FERREE'S TOOLS INC

WORLD'S LARGEST MANUFACTURER
OF QUALITY BAND INSTRUMENT
REPAIR TOOLS

S0TH ANNIVERSARY CATALOG

FERREE'S TOOLS ING Call today for your
e e e free copy of our 50th
Anniversary catalog.
Inside you will find
all the supplies and
tools you will need
for any type of band
instrument repairs.

1046 - 1006 Call24 hours aday:
s WSTIEE SR 1 s o TOLL FREE
800-253-2261
FERREE'S TOOLS INC

1477 E. Michigan Avenue
Battle Creek MI 49014-8950
(616) 965-0511 or Fax (616) 965-7719

Kenneth C. Henslee Publishing
P.O. Box 41524
Tucson, AZ 85717-1524

Thank you, IHS Workshop participants,
for the appreciation and encouragement
I'received from all of you. It was my pleasure to
meet and talk to all you wonderful Horn enthusiasts.

IHS Workshop Best Sellers

Capuzzi Concerto for Horn & Orchestra
Beethoven Sextet, Opus 81b

Méchura Horn Quartet

Strauss On the Beautiful Blue Danube
Mozart Horn Quintet, KV 407

Henslee Rondo de Tucson (Horn Quartet)
Henslee Rondo de Tucson (Brass Quintet)
Kalliwoda Introduction and Rondo
Henslee Lament for Solo Horn

Free Catalog and Information
Send for your's today!
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International Horn Society
Financial Statements

Years Ended December 31, 1994 and 1995

International Horn Society

Statements of Financial Position
December 31, 1994 and 1995

1994 1995
Assets
Current Assets:
Cash $ 61,075 $ 131,962
Certificate of Deposit (Note 2) 45,000 -
Pre-paid regional workshop 300 -
Interest receivable 1,343 -
Accounts receivable, net of allowance for
doubtful accounts of $1,000 and $5,000
at December 31, 1994 and 1995 19,553 6,532
Total assets $ 127,271 $ 138,494
Liabilities and Net Assets
Current Liabilities:
Accounts payable (Note 4) $ 3421 $ 4955
Net Assets, as restated (Note 1):
Unrestricted 30,224 33,307
Temporarily restricted (Note 3) 93,626 100,232
Total net assets 123,850 133,539
Total liabilities and net assets $ 127,271  $138,494
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Statements of Activities
December 31, 1994 and 1995

1994 1995
Unrestricted Net Assets
Support:
Advertising 25,385 22,263
Publication sales 647 3,003
NEWS contributions 629 186
Composition registration fee 70 25
Workshops 15,000 -
Interest earned 2,221 3,337
Other support 1,607 13,010
Total unrestricted support 45,559 41,824
Net assets released from restrictions 72,241 72,809
Total unrestricted support and reclassifications 117,800 114,633
Expenses:
Program Services:
Publications 66,655 82,207
Scholarships 7,845 378
Commissions 2,000 1,500
Workshops 1,801 1,350
Total program services expenses 78,301 85435
Supporting Services:
General 23,419 26,115
Total expenses 101,720 111,550
Increase in unrestricted net assets 16,080 3,083
Temporarily Restricted Net Assets:
Membership dues 70,453 74,452
Scholarship contributions 11,832 4,963
Net assets released from restrictions (72,241) (72,809)
Increase in temporarily restricted net assets 10,044 6,606
Increase in Net Assets 26,124 9,689
Net Assets at January 1 97,276 123,850
Net Assets at December 31 $ 123,850 $ 133,539

The Horn Call/No. 27.1/November 1996



International Horn Society

Statement of Functional Expenses
Year ended December 31, 1994

Supporting
Program Services Services

Publications Scholarships Commissions ~ Workshops General Total
Salaries and wages $ 2631 $ - $ - $ - $ 10,750 $ 13,381
Payroll taxes - - - - 822 822
Printing 41,135 - - - 145 41,280
Postage 13,623 - - - 3,011 16,634
Editor honorarium 5,000 - - - - 5,000
Office expenses 2,482 - - - 324 2,806
Workshops - - - 1,801 - 1,801
Awards and Scholarships - 7,825 - - - 7,825
Commissioned works - - 2,000 - - 2,000
Translation 500 - - - - 500
Travel - - - - 4,522 4,522
Area representative expense - - - - 249 249
Professional services - - - - 2,447 2,447
Telephone 188 - - - 197 385
Miscellaneous 1,096 20 - - 952 2,068
Total expenses $ 66,655 $ 7,845 $ 2,000 $ 1,801 $ 23,419 $101,720
International Horn Society
Statement of Functional Expenses
Year ended December 31, 1995

Supporting
Program Services Services

Publications Scholarships Commissions  Workshops General Total
Salaries and wages $ 2,626 $ - $ - $ - $ 10,750 $ 13,376
Payroll taxes - - - - 822 822
Printing 47,612 - - - 4,112 51,724
Layout 4,000 - - - - 4,000
Postage 17,904 - - - 4,087 21,991
Editor honorarium 5,000 - - - - 5,000
Office expenses 2,727 - - - 993 3,720
Workshops - - - 1,350 - 1,350
Awards and Scholarships - 378 - - - 378
Commissioned works - - 1,500 - - 1,500
Travel - - - - 671 671
Area representative expense - - - - 635 635
Professional services - - - - 1,561 1,561
Miscellaneous 2,338 - - - 2,484 4,822
Total expenses $ 82,207 $ 378 $ 1,500 $ 1,350 $ 26,115 $111,550
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International Horn Society

Statements of Cash Flows
Years ended December 31, 1994 and 1995

1994 1995
Cash Flows from Operating Activities:
Increase in net assets $ 26124 $ 9,689
Adjustments to reconcile increase in net
assets to net cash provided by operating
liabilities:
Decrease (increase) in accounts receivable (16,046) 14,364
Decrease (increase) in prepaid assets (300) 300
Increase in accounts payable 3421 1,534
Total adjustments (12,925) 16,198
Net cash provided by operating activities 13,199 25,887
Cash Flows from Investing Activities:
Purchase of certificate of deposit (45,000) -
Liquidation of certificate of deposit - 45,000
Net cash provided (used) by investing activities (45,000) 45,000
Increase (Decrease) in Cash (31,801) 70,887
Cash at January 1 92,876 61,075
Cash at December 31 $ 61,075 $ 131,962

Additional required disclosures:

The Society had no noncash investing and financing transac-
tions for the years ended December 31, 1994 and 1995.

The Society paid no interest and income taxes during the
years ended December 31, 1994 and 1995.
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International Horn Society
Notes To Financial Statements

Note 1. Summary of Significant Accounting Policies

The financial statements of the International Horn So-
ciety have been prepared on the accrual basis. The signifi-
cant accounting policies followed are described below to
enhance the usefulness of the financial statements to the
reader.

Organization—The Society was organized in the State
of Illinois as a general nonprofit corporation August 19, 1977
for the purpose of, but not limited to, promoting musical
education with particular reference to the horn. The Soci-
ety publishes a quarterly journal, the Horn Call, a quarterly
newsletter, and other information for those with a special
interest in the horn.

The Society is exempt from federal income taxes under
Section 501(c)(3) of the Internal Revenue Code, classified
as other than a private foundation.

The Advisory Council and management of the society
acknowledge that, to the best of their ability, all assets re-
ceived have been used for the purpose for which they were
intended, or have been accumulated to allow management
to conduct the operations of the society as effectively and
efficiently as possible.

Changes in Presentation—In 1995, the Society adopted
Statement of Financial Accounting Standards (SFAS) No.
117, Financial Statements of Not-for-Profit Organizations.
Under SFAS No. 117, the organization is required to report
information regarding its financial position and activities
according to three classes of net assest: unrestricted net as-
sets, temporarily resricted net assets, and permanently re-
stricted net assets. As permitted by this new statement, the
Society has discontinued its use of fund accounting and
has, accordingly, reclassified its financial statements to
present the three classes of net assets required. The reclas-
sification had no effect on the change in net assets for the
years ended December 31, 1994 and 1995.

Estimates—The preparation of financial statements in
conformity with generally accepted accounting principles
requires management to make estimates and assumptions
that affect certain reported amounts and disclosures. Ac-
cordingly, actual results could differ from those estimates.

Recognition of Donor Restrictions—Support that is
restricted by the donor is reported as an increase in tempo-
rarily or permanently restricted net assets, depending upon
the nature of the restriction. When a restriction expires, tem-
porarily restricted net assets are reclassified to unrestricted
net assets.

Allocation of Expenses—Direct expenses are reported
in the program to which they relate. Indirect expenses are
not allocated to programs but are reported as general ex-
penses.

Donated Services—A number of individuals have do-
nated time to the Society; however, no amounts have been
reflected in the financial statements for such services.
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International Horn Society
Notes to Financial Statements

Note 2. Deposits and Investments

At December 31, 1995, the carrying amount of cash de-
posits is $131,962 and the bank balances total $131,642, all
of which is covered by FDIC insurance.

During 1995, the Society liquidated the following cer-
tificate of deposit from a financial institution which was
federally insured.

Acquired Amount Interest Rate = Maturity Date

March 23,1994  $45,000 3.85% March 23, 1995

Note 3. Accounts Payable

Accounts payable at December 31, 1995 consist of the
following:

Internal Revenue Service—payroll taxes $ 411
Utah State Tax Commission—payroll taxes 192
Advertising commission payable 786
Area representative reimbursement payable 66

Commissioning assistance awarded 3,500

Total accounts payable $ 4,955

( Brass Players Guide )
1996 Edition

The Brass Players Guide is a catalog of printed
music titles for brass instruments. The latest new
publications have been added and out-of-print ones
deleted.

Send us your order and we will ship it from our
vast inventory. We ship anywhere in the world upon
receipt of payment in USA funds drawn on a USA
bank. We are the U.S. selling agent for the
Alphonse Leduc Group of Paris, Robert King Mu-
sic Co., and the Brass Press.

Orders accompanied by MasterCard/VISA may
phone our 24 HOUR FAX LINE:

*USA/CANADA (508) 238-2571
*All Other Countries Dial your country’s USA
access code then (508) 238-2571

Brass Players Guide—$5.00. Write or FAX for
your copy of the Brass Players Guide with com-
plete ordering information.

ROBERT KING MUSIC SALES, INC.
140 Main Street

North Easton, MA 02356-1499 USA )
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Note 4. Temporarily Restricted Net Assets

Changes in the temporarily restricted net asset account
for the year ended December 31, 1995 follow:

Membership Life

Dues Scholarships Memberships

Balance at December 31,1994  $ 19,448 $ 31,368 $ 42,810
Receipts:

Membership dues 69,451 - 5,000

Frizelle Scholarship - 1,610 -

Farkas Scholarship - 20 -

Mansur Scholarship - 45 -

General Scholarship - 1,318 -

Interest allocation - 1,258 -

Net merchandise Sales Revenue - 713 -

Released from Restrictions  (66,098) (2,928) (3,783)

Balance at December 31,1995  $ 22,801 $ 33,404 $ 44,027

Note 5. Takemitsu Commission

A composition was commissioned in 1992, to be pre-
miered during the 1996-97 season by the Boston Symphony.
In 1992, $10,000 was paid. In 1995, the $10,000 was refunded,
due to the composition being cancelled by the commis-

sioned composer.
e ed og

SUBSCRIBE TO OTHER
BRASS JOURNALS

Brass Bulletin
Jean-Pierre Mathez, Case Postale,
CH-1630 Bulle, Switzerland

International Trumpet Guild Journal
Bryan Goff, Treasurer, ITG, School of Music,
Florida State University,
Tallahassee, FL. 32306 USA

International Trombone Association

Journal
Vern Kagarice, College of Music,
University of North Texas,
Denton, TX 76203 USA

Tubists Universal Brotherhood Association
Joumal

David Lewis, Treasurer of TU.B.A
School of Music, University of North Carolina at
Greensboro, Greensboro, NC 27412-0001 USA
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Minutes of the 1996 IHS
General Meeting

June 22,1996, 4:00 p.M.
University of Oregon, Eugene, OR

Submitted by Virginia Thompson for Peter
Kurau, Secretaryl/Treasurer

Nancy Cochran Block, President of the International
Horn Society, called the meeting to order at 4:00 p.M. and
introduced members of the Advisory Council present: Lisa
Bontrager, Adam Friedrich (Vice-President), Douglas Hill,
Gregory Hustis, Paul Mansur, Soichiro Ohno, Johnny
Pherigo (Editor of The Horn Call), Ellen Powley (Executive
Secretary), Virginia Thompson, Barry Tuckwell, and Fraydis
Ree Wekre.

The minutes of the 1995 General Meeting of the IHS, as
published in the November 1995 issue of The Horn Call, were
approved as printed. Amendments to the IHS Bylaws as
proposed by Johnny Pherigo in the May 1996 issue of The
Horn Call were also approved.

Executive Secretary Ellen Powley reported the follow-
ing information on IHS membership: as of May 31, 1996,
there were 3,002 IHS members (2,041 from the USA, 346
from countries other than the USA, and 183 libraries). Of
the total memberships, 137 are members through the
North/East/West/South (NEWS) Project, which provides
IHS membership to hornists in countries where economic
conditions or currency restrictions make regular member-
ship impossible; 239 are lifetime members, 17 are Honor-
ary Members, 21 have complimentary memberships, and
18 are “lost sheep” (current members for whom she does
not have current mailing addresses).

Ellen Powley also reported that the April 30, 1996 In-
dependent Auditor’s Report from Squire & Company, PC
of Orem, UT, which will be published in the November 1996
issue of The Horn Call, indicated that the IHS financial state-
ments “present fairly ... the financial position of Interna-
tional Horn Society as of December 31, 1995 and 1994, and
the results of its activities and its cash flows for the years
then ended in conformity with generally accepted account-
ing principles.”

Horn Call Editor, Johnny Pherigo, reported that all IHS
publications will continue on the same schedule as pub-
lished in the Horn Call, and that the 1996 IHS Membership
Directory will be included in the August mailing. He also
encouraged membership contributions to all publications.

Lisa Bontrager reported on the 1996 Meir Rimon Com-
missioning Assistance Program: $1000 was awarded to Jean
Rife for a work by Yehudi Wyner for horn, violin, and pi-
ano; $750 was awarded to John Cox for a work by Stan Fried-
man for horn and string orchestra; and $250 was awarded
to Michelle Stebleton for a solo (unaccompanied) work by
Adam Klemens.

Lisa Bontrager then reported on the 1996 IHS Scholar-
ship awards for Peter Kurau, Chair of the IHS Scholarship
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Committee. The Jon Hawkins Memorial Scholarship went
to Megan McBride of Ohio (USA) and Gergely Sugar of
Budapest, Hungary. The Farkas Performance Award win-
ner was Peter Davida (Budapest, Hungary); other finalists
included Ian McClure (Tennessee, USA), Jennifer Montone
(New York, USA), and Veronica Ricks (Missouri, USA). The
winner of the low-horn Orchestral Audition Competition
of the Dorothy Frizelle Memorial Award was Jennifer
Montone, and no one was advanced to the finals of the high-
horn audition competition. Recipients of the Symposium
Participant Awards included Sarah Aubin, Kristi Crago,
Chrystal Leamon, and Jolene Taylor.

Lisa Bontrager also reported on 1996 Regional Work-
shop Grants for IHS Secretary/Treasurer Peter Kurau. Re-
cipients of regional workshop grants included Tom Varner
and John Clark for the Third Annual Julius Watkins Jazz
Horn Festival in New York; Anita Andersson for the 12th
Scandinavian Horn Workshop in Vising6 folkhdgskola,
Sweden; Cynthia Carr for the 19th Annual Southeast Horn
Workshop in Newark, DE; and Steven Gross for the Great
Western Horn Symposium in Santa Barbara, CA.

Paul Mansur reported that the Advisory Council
awarded 1996 Punto Awards to Douglas Campbell and
J. Christopher Leuba, and that Norman Schweikert was
awarded an IHS Honorary Membership.

President Cochran Block, on behalf of the society,
thanked Ellen Campbell for hosting the Twenty-eighth
Annual Workshop of the International Horn Society at the
University of Oregon. She also read an invitation to the
Twenty-ninth Annual International Horn Workshop to be
held June 8-13, 1997, at the Eastman School of Music in
Rochester, NY, hosted by Peter Kurau.

President Cochran Block then expressed appreciation
to Francis Orval, who was leaving the Advisory Council,
announced that Froydis Ree Wekre and Kendall Betts were
commencing their second terms on the council, noted that
Marilyn Bone Kloss was beginning her first term, and that
the council had elected Addm Friedrich and Paul Mansur
to serve second terms. She also announced that the council
had re-elected all Advisory Council officers to second two-
year terms: Peter Kurau as Secretary/Treasurer, Adam
Friedrich as Vice-President, and Nancy Cochran Block as
President.

President Cochran Block, on behalf of the society, pre-
sented a gift of appreciation to retiring IHS Executive Sec-
retary Ellen Powley, noting that this was Powley’s last work-
shop in that role. She specifically acknowledged Powley’s
efforts with the society’s budget, the membership data base,
and the scholarship benefit sales of IHS logo merchandise,
a project she had personally established and maintained.

President Cochran Block acknowledged that this work-
shop was Barry Tuckwell’s last workshop as a soloist (he
will continue to be active as a conductor and clinician), and
announced that a celebration is being planned for his last
solo appearance scheduled for January 23-25, 1997, in Bal-
timore, MD. She also indicated that a special issue of the
Horn Call will honor his career and contributions to the IHS.

Barry Tuckwell then spoke, saying that it had been ex-
citing to be a part of the IHS, and noting that, at various
performances in recent months, he had enjoyed thinking,
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“T'll never have to play that again.” All members present
honored him with a standing ovation.

President Cochran Block then took questions from the
floor.

Susan Comer of Madison, WI thanked the IHS and Ellen
Campbell for the workshop, and suggested that admission
to future workshop performances of the traditional Partici-
pant Horn Choir be open and free to the general public.
President Cochran Block said this suggestion would be
passed along to IHS Workshop Coordinator William
Scharnberg.

Jeffrey Snedeker (THS Editorial Staff) of Ellensburg, WA
thanked Ellen Campbell and the IHS for the workshop,
noting that it was held for the first time in the Northwest
region of the USA. He also invited all interested members
to attend the meeting of the Northwest Horn Society that
was scheduled to follow the IHS General Meeting.

James Priest of Portland, OR asked if the IHS was plan-
ning to make its publications available on the Internet. Horn
Call Editor Johnny Pherigo responded that a World Wide
Web site and other such services were currently in devel-
opment, although there were no immediate plans to put
back issues of the Horn Call online.

Harriet Fierman of Bloomington, IN asked if amateurs
or students could be on the Advisory Council, and if nomi-
nations could be invited. President Cochran Block noted
that the annual call for nominations appears in both the
August and November issues of the IHS Newsletter, and
Marilyn Bone Kloss, who was just elected to begin service
in 1996, volunteered that she is an amateur.

The final item on the agenda of the meeting was the
awarding of door prizes to members in attendance (exclud-
ing Advisory Council members). President Cochran Block
thanked the many merchants who donated prizes.

The meeting was adjorned at 4:50 p.M.

Ao e o5
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Horn Call Index,
Volume XXVI (1995-96)

The Horn Call Annual

Ericson, John Q. “Beethoven’s Symphony No. 9, Schubert’s
Nachtgesang im Walde and Auf dem Strom, and the Horn
Technique of the Lewy Brothers in the 1820s.” 8 (1996):
5-13.

Hiebert, Thomas. “Old and New Roles for the HorninJ. E
Fasch’s Hunt Concerto.” 8 (1996): 15-27.

Lewis, Gail. “The Heart of the Matter: An Introduction to
One of Benjamin Britten’s Little Known Works for the
Horn.” 8 (1996): 29-39.

Features

Austin, Paul. “A Conversation with Anthony Halstead.” 2
(February 1996): 17-25.

Barg, Joel. “Kerry Turner: From the King Ranch to the
American Horn Quartet.” 1 (November 1995): 23-29.

Bourgue, Daniel. “Homage to Lucien Thévet.” 1 (Novem-
ber 1995): 37-39.

Chenoweth, Richard. “Audition Basics.” 2 (February 1996):
39-42.

Faust, Randall E. “Marvin C. Howe (1918-1994), Singer of
Smooth Melodies.” 3 (May 1996): 27-36.

Gardner, Randy. “Plan Your Work and Work Your Plan.” 2
(February 1996): 33-36.

Hill, Douglas. “Jazz and Horn and More.” 1 (November
1995): 17-21.

Hill, Douglas. “Derivative Etudes: Create Your Own.” 3
(May 1996): 51-52.

Kirschen, Jeffry. “A Profile of Mason Jones.” 2 (February
1996): 27-30.

LaBar, Arthur. “Thirty-Five Years at the Met: An Interview
with Howard T. Howard.” 3 (May 1996): 39-46.

Leuba, Christopher. “Helen Kotas, An Appreciation.” 1
(November 1995): 47-48.

Machala, Kazimierz. “Edwin Golnik and His Influence on
Horn Players in Poland.” 1 (November 1995): 51-52.

Pherigo, Johnny. “Ad4m Friedrich: A Profile.” 3 (May 1996):
47-48.

Pizka, Hans. “Questions & Observations.” 2 (February
1996): 47-48.

Scharnberg, William. “Lookin” Good but Feelin’ Bad.” 2
(February 1996): 45—46.

Sprung, David R. “’Hidden’ Stopped Notes in 19th-Cen-
tury French Opera.” 3 (May 1996): 17-25.

Thévet, Lucien. “Evolution of the Horn and Its Future Per-
spective.” 1 (November 1995): 41-44.

Thompson, Virginia. “The 27th International Workshop: 95
International Horn Festival in Yamagata.” 1 (Novem-
ber 1995): 31-35.
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Clinics

Anderer, Joseph. “A & A-flat Horn in Italian Opera.” 1 (No-
vember 1995): 55-56.

Bontrager, Lisa O. “Favorite Solo Pieces.” 3 (May 1996): 53—
56.

Modirzadeh, Hafez. “Rhythmic Applications in Trans-
Intervallicism.” 1 (November 1995): 59—60.

Modirzadeh, Hafez. “Chromodal Exercises for the Cross-
Cultural Improvisor.” 2 (February 1996): 61-62.

Modirzadeh, Hafez. “Chromodal Exercises for the Cross-
Cultural Improviser.” 3 (May 1996): 59-62.

VerMeulen, William. “Audition Success: A Pedagogical
Approach.” 2 (February 1996): 51-58.

Whipple, Jim. “Reading Strange Parts in Strange Clefs.” 3
(May 1996): 63—64.

Reviews

Dressler, John. “Recordings Reviews.” 1 (November 1995):
75-81.

Dressler, John. “Recordings Reviews.” 2 (February 1996):
75-80.

Dressler, John. “Recordings Reviews.” 3 (May 1996): 79-83.

LaBar, Arthur. “Music and Book Reviews.” 1 (November
1995): 71-72.

LaBar, Arthur. “Music and Book Reviews.” 2 (February
1996): 65-67.

LaBar, Arthur. “Music and Book Reviews.” 3 (May 1996):
73-76.

Scharnberg, William. “Music and Book Reviews.” 1 (No-
vember 1995): 65-69.

Scharnberg, William. “Music and Book Reviews.” 2 (Feb-
ruary 1996): 69-73.

Scharnberg, William. “Music and Book Reviews.” 3 (May
1996): 67-71.

Scharnberg, William. “Video Review: Horn Playing Past and
Present.” 1 (November 1995): 69.

International Horn Society Reports

Kurau, Peter. “Minutes of the General Meeting.” 1 (Novem-
ber 1995): 89-90.

Kurau, Peter. “IHS Scholarship Programs (1994-1995).” 1
(November 1995): 83.

Kurau, Peter. “THS 1995-96 Scholarship Programs.” 1 (No-
vember 1995): 85-87.

Kurau, Peter. “IHS 1995-96 Scholarship Programs.” 2 (Feb-
ruary 1996): 83-85.

Pherigo, Johnny. “Proposal to Amend the IHS Bylaws.” 2
(February 1996): 87.

Pherigo, Johnny. “Proposal to Amend the IHS Bylaws.” 3
(May 1996): 92.
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LAWRENCE UNIVERSITY

Conservatory of Music

A conservatory of music within a college of the liberal arts and sciences,
in its second century of educating students for careers in music.

© Bachelor of music degree in performance, © Brass Faculty
music education, and theory-composition Trumpet:  Robert Levy ke
Horn: James DeCorsey

© Bachelor of arts degree in more than

S Trombone: Nicholas Keelan
twenty-fi d |
nty-five academic disciplines Tuba: David Stull
O Bachelor of arts/bachelor of music O Oficeof Admisions
double-degree program Lawrence University
P.O. Box 599
© Performance Awards up to $10,000 per year Appleton, WI 54912-0599

800-227-0982

4
1847-1997 L AW R EN CE UNIVERSITY 150 Years
v/

APPLETON WISCONSIN of Excellence
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Wilhelm Lanzky-Otto, Sweden
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