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From the Editor

Hello everyone,

What a terrific symposium! The artists, the groups, the performances, the
lectures, the masterclasses, the exhibits, the atmosphere, the banquet, everything
was handled in a masterful way by host Johnny Pherigo and his staff. Thanks to
them for a wonderful time. In our August issue, we have a special section called
“Postcards from Kalamazoo,” with photos and quotables from anyone inspired
to send them. For those who attended, I hope it will stir fond memories, and for
those who couldn’t make it,  hope you will enjoy seeing at least something of the
events. And finally, for those who choose not to make time to come to these
events—look at all the cool people you can come and hang out with!!! Don’t miss
the next one!

Also in our August issue, we have the first installment of a series on the his-
tory of the Wagner Tuba, offered to us by William Melton (remember his excellent
article on Franz Strauss in February 1999?). In his inimitable style, Bill gives us
the facts, not just about the instrument but about the people involved—great for
summer reading. I personally am very excited about this series, and am grateful
he chose to share it with The Horn Call. You will also learn about “Power Scales”
from Jeff Agrell, and celebrate several things—our 2001 student Scholarship
winners, Wayne Barrington’s retirement, our newest Honorary Members, Paul
Anderson, Walter Lawson, and Willie Ruff, and our latest Punto Award recipi-
ent, Eugene Wade.

Finally, in Virginia Thompson’s President’s Corner, you will read about some
adjustments we need to make in order to maintain the quality of our activities
and publications. Making these decisions is never easy, and I can vouch for the
Advisory Council that these were very difficult choices brought on only by an
honest concern for fiscal responsibility. Hopefully, however, you will empathize
and understand. The future of The Horn Call remains very bright, despite the fact
that it won’t light up your mailbox as frequently.

Wishing you great chops,

S

Guidelines for Contributors: The Horn Callis published quarterly in November, February, May and August. Submission deadlines for
articles are September 1, December 1, March 1, and June 1. Submission deadlines for /HS News items are September 10, December 10, March 10, and
June 10. Inquiries and materials intended for The Horn Call should be directed to the Editor or the appropriate Contributing Editor. Inquiries and
materials intended for IHS News should be directed to the News Editor.

The style manuals used by The Hom Call are The Chicago Manual of Style, fourteenth edition, and A Manual for Writers of Term Papers, Theses
and Dissertations, fifth edition, by Kate Turabian. Refer to these texts or to recent issues of The Horn Call for guidelines regarding usage, style, and
formatting. The author's name, address, telephone number, email address (if available), and a brief biography should be included with all manuscripts.

Initial article submissions should be sent as paper/hard copy ONLY. 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 consecutively and placed at the end of the text. Musical illustrations
must be in black ink on white paper. Photographic illustrations should be glossy black and white prints.

Upon acceptance for publication, contributors will be asked to submit hard copy (revised as needed), accompanied by an electronic version
(floppy disc or file attached to email), as requested by the Editor. Those sending floppy discs should expect to submit materials on a 3.5-inch diskette;
Macintosh, Windows, and MS-DOS formats are all acceptable, with Macintosh/Microsoft Word 98 being preferred. Applications other than Macintosh/
Microsoft Word should be submitted as text files (ASCII). Please label the diskette clearly as to format and application being used. Graphics submitted
on disc should be in EPS or TIFF formats only (Finale files may be acceptable, but the

o

Editor should be consulted in every case). Submit graphics and musical examplesin - (ge————— —3———F——— !
hard copy (suitable for scanning) as well as on disc, if possible. L: = v=

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), as follows: Ci ¢ ¢ ¢ & I
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Dear IHS Members,

As I write this, I have just returned from the 33 International Horn Symposium at Western Michigan
University in Kalamazoo, which was yet another stunning workshop that amazed, amused, and educated—
sometimes all at once. During fourteen hours of meetings there, the Advisory Council examined our continu-
ing efforts to be as international as we can be, to maintain a high quality in our publications, and to keep our
membership dues as reasonable as possible. Since we are not unaffected by the current trends in the stock
market and the rising costs of printing and postage, and our membership numbers are no longer increasing at
a significant rate, the council carefully studied some prudent and necessary budget cuts in order to best main-
tain the financial health of the society.

We stand behind (and continue to fully fund) some of our expensive projects that reach out from the
country of our founding (and in which we currently publish) to hornists throughout the world. In order to
continue to do this well, we have done some trimming of expenses in places that will not affect the scope and
quality of our organization.  know you will empathize when I say that it is a lot more fun to spend freely than
to spend conservatively!

The first adjustment in spending will occur immediately this summer: we will not do a mass mailing of
paper copies of the Membership Directory. Instead, the directory will be published on our website, where it
can be used-online, or downloaded and printed in pages. Members who feel this accessibility does not meet
their needs may request an inexpensive printed issue.

Secondly, in 2002, we will cut back to three issues of The Horn Call per year. We have had four issues only
since 1997, and—currently—the average cost of printing and mailing The Horn Call is about ten times what it
was in 1988, due to significant improvements as well as inflation.

As I said, nobody likes to trim expenses—it is not fun—but after much very careful consideration, we
believe these are the reasonable, immediate, and necessary cuts that will least impact the scope and quality of
the society’s activities.

The good news is that the campaign to establish an endowed account for the Friendship Project (launched
in my May 2001 “President’s Corner”) received a great reception at the symposium and is off to a good start.
We are well on the way to establishing this account, due—in great part—to the “matching donation” offers
from two anonymous donors. In a period of less than 24 hours near the end of the workshop, we raised $2,277
when two donors offered matching donations of up to $500 apiece. This total was in addition to the donations
collected during the week with the assistance of the Advisory Council members. I'd like to say a very special
“Thank you!” to everyone who has contributed thus far, including all of the people who may not receive a
receipt for tax purposes because they thrust wads of bills into my hands while passing in the lobby or the aisles
of the Recital Hall! I don’t want to be overly optimistic, but it would be great if this endowed account could be
established before the next president takes office in August 2002! Please support this effort.

Best wishes for all of your listening and practicing.

CORdially Yours,

LR

ug«w\
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Barry Tuckwell’s acclaimed book, Horn, is now
available exclusively through the International Horn
Society. This book, originally published in 1983 as
part of the Yehudi Menuhin Music Guides series,
has been out-of-print but is once again available.

Order your copy today!

Price
e $10.00 softcover e
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Multiple Order Discounts
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Jeffrey L. Snedeker, Editor  Dept. of Music e Central Washington University
400 E. 8th Avenue e Ellensburg, WA 98926 USA
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More About Oboe Trios
Dear Editor,

Thanks are due to Cynthia Carr for her annotated list-
ing of trios for oboe, horn, and piano (February 2001 issue).
As a number of the entries read, “No biographical informa-
tion about this composer was found,” perhaps I can fill in a
few of the blanks about those composers born on this side of
the Atlantic.

Hermann Henrich (b. 1891) studied in his hometown of
Koblenz, and in Berlin (Stern Conservatory, and the Univer-
sity). He served as Kapellmeister at a series of opera houses
(Elberfeld, Troppau, Koblenz, and Magdeburg). Conductors
Hermann Abendroth and Peter Raabe championed Henrich's
growing list of compositions. The Trio Suite, op. 23, as noted
in the article, was published in 1937. It was, however, com-
posed at an earlier date, as it is already listed in Alfred
Einstein’s Das neue Musiklexikon of 1926. In 1933, Henrich’s
career took a more dubious turn: he was made business di-
rector of the musicians guild of the “Reichsmusikkammer.”

Wolfgang Hofmann (b. 1922 in Karlsruhe), studied in
Leipzig with Rudolf Kempe and Reinhard Oppel. A violin-
ist with the Gewandhausorchester Leipzig, he later held con-
ducting positions with the Landestheater Darmstadt, the
Mozarteum Orchester of Salzburg, and lastly the
Kurpfélziches Kammerorchester. As a composer, he pro-
duced two operas, four ballets, and three symphonies, and
his chamber music for horn aside from Aphorism of 1977 in-
cludes the Musik fiir Vier Horner (Frankfurt: Litloff, Peters,
1976), and the Brass Quintet, op. H92B (Wilhelmshaven:
Noetzel, c. 1993).

Heinrich Molbe is the pseudonym of Baron Heinrich von
Bach (1835-1915). Born in Loosdorf, lower Austria, Bach spent
his public career as a lawyer in Vienna. But even before his
retirement in 1900, as his alter-ego he began composing over
two hundred Lieder and a vast amount of chamber music,
more than thirty pieces of which include horn (from the
Canzone, op. 22 for horn and piano of the mid-1890s to the
ten-instrument Griine Klinge, op. 141 of 1912, in editions by
assorted Viennese publishers, and Friedrich Hofmeister of
Leipzig).

Regarding the Andraud edition of Yvonette, Little Scene
in Brittany by ]. Pillevestra: the composer of Yvonette, scéne
bretonne was actually Jules Pillevestre (d. 1903), whose light,
atmospheric pieces like Tyrolienne, A Séville, and Idylle
bretonne, were published by Alphonse Leduc and Evette &
Schaeffer of Paris. They enjoyed a vogue in France towards
the end of the 19* century, and were among the earliest pieces
recorded by Odeon. Most were not composed with particu-

lar instruments in mind. Yvonette, for example, was origi-
nally issued in multiple versions that included oboe, clari-
net, string quartet, and organ.

Mention of “a fine early career in Berlin, but...” implies
that Robert Kahn’s middle and late careers were somehow
less so. Actually, Kahn (whose excellent training included
informal instruction from Johannes Brahms) was a highly-
prized teacher at the Berlin Hochschule fiir Musik from 1894
until his retirement with honors at age sixty-five in 1931. He
was awarded the Professor title in 1903, made a member of
the Prussian Academy of the Arts in 1916, and named Sena-
tor in that organization the following year. Successful pu-
pils included Giinther Raphael, Hans Joachim Moser,
Ferdinand Leitner, and Wilhelm Kempff. Kahn did indeed
emigrate and find a new home in England (Biddenden, Kent),
but not “in the early 1930s due to the coming war.” Kahn, a
Jew, had been forced to resign from the Academy in 1934. In
1937, after a last meeting with his friend Wilhelm Kempff at
the Savoy in Berlin, the seventy-one-year-old Kahn and his
wife Katharina left Germany and its National Socialist re-
gime behind. Kahn's younger brother, incidentally, had been
a successful banker in New York. Longtime president of the
Metropolitan Opera board, Otto H. Kahn was responsible
for bringing Arturo Toscanini and Enrico Caruso to the Met.

Ms. Carr has done us all a service in offering valuable
alternatives for chamber music programs.

William Melton
Hauset, Belgium
Sinfonie Orchester Aachen/Aix-la-chapelle

©

Descant Thoughts
Dear Editor,

This letter is in response to Dr. John Ericson’s article in
the May 2001 issue of The Horn Call in which he explains
how he uses the descant horn in solo and orchestral situa-
tions. I also occasionally use the descant in solo and orches-
tral situations, but I feel that he missed an important area of
performance, namely chamber music. When I contacted him
myself, John suggested that I write to you to add my ideas
to his about using a descant.

I use a Conn 8D as my primary instrument but my
Paxman model 40 is a valuable adjunct. It is a six-valve model
with thumb-operated change and muting valves and an F
valve for the fourth finger. I had two water keys added and
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@ Correspondence

the bell has been cut and now has an Atkinson flare instead
of the original. It has a very full and clear sound and the
tone is very consistent throughout the entire range. I use it
100% of the time for wind quintet and most other types of
chamber music, with the exception of brass quintet. In cham-
ber music settings, my Paxman is ideal. T have found it to be
very useful in any ensemble in which a lighter quality or a
more transparent style is desired, including orchestra per-
formances and recording sessions. In essence, and like Dr.
Ericson, I use mine as though it were a B-flat horn that has
the high F side if needed. However, on those Conzertstiick, B
minor Mass, et al nights, I think of the B-flat and the F alto
sides as equal partners! This is only my way of using the
descant. Other players are sure to have their own personal
preferences. This topic is subject to a considerably wide range
of opinion.

The following story shows how I was influenced to use
my descant more. A certain well known and busy trumpet
player in Los Angeles, with whom I had the pleasure of
working with in opera and chamber orchestras, recording
sessions, and for several years in an active brass quintet, al-
ways seemed to enjoy my work on the Paxman and he en-
couraged me to use it more. One day in rehearsal in the op-
era pit when I was using it, he seemed to sense my continu-
ing unease with it for general use. He looked me in the eye
and said, “Hey, I don’t know any carpenter who uses his
biggest hammer all of the time”.

Let’s use all of our equipment judiciously with thought
and sensitivity and when a big hammer is the right tool, use
it. But the little hammer is going to be just right sometimes,
too.

Sincerely,
Calvin Smith
University of Tennessee, Knoxville

©

Leuba Responds (again)
To the Editor,

1 appreciate John Cerminaro’s generous nod to my
thoughts, in his commentary regarding the use of beta-
blockers [see “Correspondence” in the May 2001 issue]. I
gather he places me in strong opposition to the use of beta-
blockers, so I'd like to clarify my position.

First, I must again credit Eloise Ristad for having clari-
fied my ideas for me. As I mentioned in my previous letter,
at her week-long masterclass, Ms. Ristad pointed out, cor-
rectly, that beta-blockers DO alleviate “nerves.” In my case,
I did use a beta-blocker on the day of a performance of a
Wagner opera, where I had some passages that caused me
anxiety. The physician from whom I had requested the pre-
scription for Interal™ had refused my request at first, but
yielded, as I was at the time a borderline hypertensive, and

beta-blockers help to alleviate high-blood pressure. Ms.
Ristad told us that once one has had a successful performance
with the aid of a beta-blocker, one has given one’s self “per-
mission to succeed.” And, one no longer requires the crutch
of a beta-blocker. This was indeed the case with me, and I've
not used a beta-blocker since that time.

The main problem is one of ego. If we are so preoccu-
pied with ourselves, instead of the music we are playing, we
invite “nerves.” “Nerves” are often a symptom of a form of
ego-mania. [ have no problem with beta-blockers; there is no
moral issue for me. After all, millions of the elderly survive
by use of beta-blockers prescribed by their physicians. I feel
all young players should be instructed that these do, indeed,
exist, and that in competitions, the student may be compet-
ing against users of beta-blockers.

The only sport which does not permit their use is skeet
shooting at the championship level. Beta-blockers slow the
pulse rate sufficiently, giving the shooter more time to fire,
between heartbeats. This alteration of pulse rate can be ef-
fectively accomplished by meditation, for horn playing as
well as skeet shooting. One’s “e above high ¢” is merely a
clay pigeon!

J. C. Leuba
Principal Horn, Portland Opera

Books
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Phil Farkas & His Horn, A Happy, Worthwhile Life -29.95
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Tenor or Bass Trombone, Tuba-12.50

All prices in United States Dollars. Add 6.5% sales tax for sales
within Illinois. For Shipping within the United States add $3.20
Canada, Mexico add $5. International Orders will be charged
exact shipping costs. Check, Money Order, Visa, MasterCard or
American Express accepted. Only credit cards accepted for
orders outside the United States and Canada.

WindSong Press Limited

P.O. Box 146 - Gurnee. linois 60031
Phone 847 223-4586 Fax 847 223-4580
Wwww.WindSongPress.com
email info@WindSongPress.com
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Symphony 10DS CONNistellation 8D Symphony 11DR
Symphony 10D CONNstellation 9DR CONNGstellation 8DS

WRAPS: CONNstellation’ (Kruspe) or Symphony (Geyer)
MATERIALS: Rose Brass, Yellow Brass, Nickel Silver RANGE: F/Bb Standard and Bb/F Descant
THROATS: Standard, Medium, Large BELLS: Screw-on or Fixed

POWER +* BEAUTY * CONTROL « PROJECTION

Whatever your concept of sound, there is a C.G. Conn" double horn that provides what you desire.
Your C.G. Conn dealer welcomes the opportunity for you to visit and compare.
C.G. Conn — The only complete choice in double horns.

Superior Craftsmanship, Tradition and Technology

United Musical Instruments U.S.A., Inc. + PO, Box 727 « Elkhart, IN 46515
Telephone: (219) 295-0079 = FAX: (219) 295-8613 » www.unitedmusical.com + email@ unitedmusical.com

3 MOVING FORWARD,
% AT THE SFPEED OF SOUND

Made in U.S.A.
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‘PAXIVIAN®

Timothy Jones and David Pyatt, Principal Horns, London Symphony Orchestra.
Horns by Paxman.

co.uk E-MAIL: info@p

TEL: +44 20 7620 2077 www.f
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Meister Hans
> Hoyer Horns are
pbuilt not only to
uncempromising
musical and fechnical
standards but they are
manufactured in an
environmentally clean
plant, utilizing entirely new
state of the arf processes
engineered especidlly for
brasswind insfruments.

v Decades of experience are reflected
and incorporated into dll facets of the
companies work. This begins with the training
of apprentices and continues through all phases
of manufacturing.

Meister Hans Hoyer Horns present a robust sound with:
complex overfones and a consistent singing quality.

MEISTER
by [ 17 2%




Simply the Best...

...way to hold your horn.

Got music?

Emerson Horn Editions does.

Emerson Horn Editions is dedicated to

expanding the Horn repertoire by provid-
ing original Horn music, transcriptions

P.O. Box 18964
Cleveland Hts., OH 44118
USA

216-382-8383
info@clebschstrap.com '

$45.00 + ($5.00 ssh)

CLEDSCH SIRAP

...Ergonomic Leather P.0. Box 101466, Denver CO 80250 USA
sun no l‘thl‘i p fo r “ orn e-mail: emersonhorn(@earthlink.net

and special arrangements for the student,
enthusiast and professional Hornist.

Find us on the web at:
www.emersonhorneditions.com

been desig Fd to facilitate response, the
e lertiked val ve is a rotating piston that permits
tion and spontaneity of sound.

ument can be completely adapted

mixand match the bell and leadpipe.
Reversi from F/Bb toBb/F.

Kalison s.a.s.
di M. Benicchio & C.
Via P. Rossi, 96 - 20161 Milano - ltalia
Tel. +39 02 6453060 Fax +39 02 6465927
info@kalison.com www kalison.com

F/Bb double horn KBC 26 model
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HORN RECORDINGS

JOHN CERMINARO, former principal, New York & Los

Angeles Philharmonics; now Seattle Symphony Cerminaro
. Plays Mozart
CD515: Mozart Four Horn Concertos, with the Se- [[ipsersssges

attle Symphony, Gerard Schwarz conducting. .
CD679: Screamers. Schumann, Adagio & Allegro; [
Haydn, Divertimento (Charlotte Cerminaro, hom); Kraft, &
Evening Voluntaries; Lazarof, Intrada; Steiger.
CD676: Beethoven, Hindemith, & Bernhard Heiden:
Hom Sonatas; also Bozza, Strauss, Glazunov, etc.

FROYDIS REE WEKRE, HORN FROYDIS REE WEKRE, President, Intl Hom Society.

SLeCR G, Hano CD377: Chabrier; Tomasi, Danse Profane & Danse
Sequola String Quarte!

Corse; Cherubini; Schumann, Adagio & Allegro; Saint-
Saens; Sinigaglia, Song & Humoreske; Cui.

CD678: Songs of the Wolf by Andrea Clearfield. Also
Madsen “Rhinoceros”; plus Berge; Friedman; Plagge.
CD396: Gravity is Light Today. Freydis Wekre, horn,
with Roger Bobo, tuba & bass horn. Roger Kellaway.

DOUGLAS HILL, Prof. Univ. Wisconsin Madison;
former solo hom N.Y. City Ballet, Rochester Philharmonic.
CD373: Rheinberger & Ries Horn Sonatas; Strauss
Andante. “finesse of a fine lieder singer” SF Chronicle
CD670: Hindemith, Sonata in Eb; Persichetti, Parable
for Solo Horn; Musgrave, Music for Horn & Piano;

MUSIC FOR HORN
AND PIANO

Douglas Hill, Horn
[Faren Zacrek Hill, Piano =

Ferdinand Hies,
Sonata, opus 34

Joseph Rtheinbenger,
Sosats, opus 178

Hamilton, Sonata Notturna; Hill, Character Pieces, etc. [t s

midsnte

GREGORY HUSTIS, principal, Dallas Symphony

| CD512: Treasures for Horn & Trumpet. w/Giangiulio,
| tpt, Dallas Cham. Orch. L. Mozart: Concerto, Hom &
Orch.; Saint-Saens: Romances; Beethoven: Sextet;

| CD675: Huntsman What Quarry? w/Nancy Keith, so-
prano. Schubert: Auf dem Strom; Berlioz: Le jeune

Simon Sargon, Nicolai,Vincenz, Ignaz, & Lachner.

MEIR RIMON, formerly principal, Israel Philharmonic g
CD510: Premieres of the Old & New. Bruch: Kol
Nidrel; Matys: Concertstiicke; Dicledue: Hom Concerto;
Stradella; Reichardt; Tchaikovsky; Lorenz; Glazunov.
CDB802: Hovhaness: “Artik” Concerto for Homn & Orch;
other orchestral works by Hovhaness.

CD513: Dances, Moods, & Romances. Saint-Saens:
Romance in F; Glazunov: Serenade No. 2; also Rooth,
Halpem, Zorman, Kogan, Graziani, Sinigaglia, Scriabin.

[Ee KRISTIN THELANDER, Natural Horn (valveless),
e mect P ™ 1 | Solo artist; prof., University of lowa. with Carol lei Post,

__'}\4::5&'.5,7:‘!# “Early woth Century toﬂepiano
CD677: Beethoven, Sonata in F; Friedrich Kuhlau,
Andante and Polacca; Carl Oestreich, Andante;

Dauprat, Sonata in F.

ATV i ERETHOVIN o FIETINCH FI1HE M o EARL SERTRTCH
P 1 o K] 4R R Al

ever heard”, American Record Guide

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

CD241: Hindemith: Sonata for Four Homns; Gallay: |3
Grand Quartet, op. 26; Jay Wadenpfuhl, Tectonica for |
Eight Homns.  “this is a gorgeous disc”, Fanfare

Compact Discs: $16.95
FREE CD with each purchase of three. If you order 4 items,
delete payment for lowest priced one. US shipping: $2/order.
Foreign shipping: US$6 for 1 or 2 CDs, $10 for 3 or more. VISA or MC.
Send for free catalog listing over 300 recordings, specializing brass & wws

CRYSTAL ® RECORDS
28818 NE Hancock Rd, Camas, WA 98607 USA
phone 360-834-7022 (M-F 1-5), fax 360-834-9680 (24 hrs)
email: order@crystalrecords.com; www.crystalrecords.com

Patre breton; Strauss: Alphom; W.F. Bach, Aria; also

Nikolaus von Krufft, Sonata in E; Louis-Francois

“Kristin Thelander is the best natural hom player | have

The Peabody Conservatory of Music is proud to
have Barry Tuckwell as a Distinguished Visiting
Faculty member. Mr. Tuckwell will make ten
visits to Peabody during the academic year;
each visit will include public master classes and
individual sessions with outstanding students.

Acknowledged as the greatest living artist of the horn, Barry
Tuckwell's musical career of more than 50 years has included
appearances worldwide as an orchestral player, soloist, chamber
musician, and conductor. A native of Melbourne, Australia, he
was principal horn of the London Symphony Orchestra for thir-
teen years, resigning that position to pursue a solo career. With
a discography that includes all the major repertoire, he is the
most recorded horn player in history.

Peabody’s Horn Faculty:

Mary Bisson studied horn with Philip Farkas at Indiana University. She
is a member of the Baltimore Symphony Orchestra, Pro Musica Rara and
Principal Horn of the Baltimore Choral Arts Society. Ms. Bisson is a for-
mer member of the Louisville Orchestra, Chautauqua Symphony,
Orquesta Sinfonica del Estado de Mexico and the Orquesta de Maracaibo
(Venezuela).

Peter Landgren, Associate Principal Horn of the Baltimore Symphony
Orchestra, joined the BSO as third horn at 21 years of age before com-
pleting his undergraduate training at the Cincinnati College Conservatory
of Music. His horn teachers include Michael Hatfield, Dale Clevenger and
Milan Yancich. Mr. Landgren has performed with Summit Brass, the Melos
Ensemble and the Chamber Music Society of Lincoln Center. His solo
recordings can be found on the Elan, NoRae and Sonoris labels.

Other brass faculty include: Wayne Cameron, trmpet; Randall 5, Campor, beass from-
Bone; David Feuer, trombone;, Langston . Fitzgerald 11, srumiper; Thompson Hanks, fubea,
Edward Hoffman, tramper; James Olin, trombone

For further information contact: OFFICE OF ADMISSIONS

The Peabody Conservatory of Music

PEABODY INSTITUTE OF THE JOHNS HOPKINS UNIVERSITY
One East Mt. Vernon Place Baltimore, MD 21202-2397
Toll Free: 800/3068-2521 In Maryland: 410/659-8110

Visit the Peabody web site bitp://www.peabody jhu.edu
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When performnce/ matters. ..
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A full line of professmnal horns. .
New hOrns by | Firike and other fi ne makers N

Consrgn ents sales and horns purchased for resa\e \

/ "The ReSOnance beII flare |n nrckel srlver gold and yellow brass
The fi nest accessorles T U N
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; Member National Assocratlon of Professional Band Instrument !

Repalr Technicians
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new & used rnstruments accessorles and serwces.
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The Merker French Horn

Intimate action. Rich tones. Unrivaled

Sports a brass bell.and agile mechanics that
make musical magic.

G. Leblanc Corporation = www.gleblanc.com

pedigree.

Click on:

s



IHS News and Reports

Heather Pettit, Editor

News

SFC Robert Cherry, principal horn of the US Army Field
Band, will perform the Strauss Concerto No. 1 with the band
during its summer tour.

The Finish Horn Club has a new web address,
<www.musicfinland.com /hornclub>.

After a spring that included a visit to Oklahoma, Hans
Pizka performed the Gliére Concerto with the Idaho Falls
Symphony on May 5. Hans also presented a master class for
students from 14 to 20 years old.

After over a year as principal horn of the La Orquesta
Filharmonic de Acapulco, Mitch Serslev has accepted a new
position as first horn of the Shanghai Broadcasting Sym-
phony Orchestra.

Michelle Stebleton participated in the third biannual
Festival Musical de Santo Domingo in March. Under the di-
rection of Philipe Entremont, charter members Ms. Stebleton,
Mario Rivera, and Temistocles Luna were joined by Woulter
Brouwer and Matthew Sheffelman, for four orchestral con-
certs. Miss Stebleton also coordinated donations from The
Hornists Nest, McCoy’s Horn Library, RM Williams Publish-
ing, and B.E.R.P. for the conservatory libraries in Santo
Domingo, the Dominican Republic, and Hanoi, Vietnam.

With his multitude of activities, it is impossible to re-
member that Barry Tuckwell is actually retired. This spring
he was in Europe holding master classes at Scuola Superior
de Musica Reina Sofia (Madrid) and at the Paris
Conservatoire. This summer he spent June at Le Domaine
Forget in Quebec, was on the panel for the Massachusetts
Cultural Council and at KBHC; July at the Aspen Festival
and Festival Gardena in the Dolomites; and August at
Tanglewood. In September, Barry is off to Hong Kong to sit
on the jury of the Hong Kong Competition for Young Asian
Musicians. Barry is also on the board of the Maryland Hu-
manities Council and is a Distinguished Visiting Professor
at the Peabody Conservatory.

Karen McGale is the new Lecturer of Horn at Northern
Arizona University in Flagstaff, Arizona.

At the end of March, there was a pleasant and stimulat-
ing meeting of brass players from Bulgaria, Turkey, and
Macedonia in the city Stara Zaroga, Bulgaria. In June, Daniel
Bourgue joined Vladislav Grigorov in Sofia to make a re-
cording of the Beethoven Sextet.

Kerry Turner completed two commissioned works last
year, including a three-movement work for concert band
entitled Postcards from Lucca, commissioned by the US
Airforce Heritage of America Band in Virginia, and Improvi-
sation for brass quintet, commissioned by the Quintette de
Cuivre de Loraine. He also wrote a new piece for horn quar-

tet, Barbara Allen, a fantasy based on the folk song, which the
AHQ performed several times on their recent tour of the US.
Three commissions came in May: a nonet (string quartet and
woodwind quintet) commissioned by Maarten Houdeg in
Rotterdam; a tuba quartet with the intriguing title Long Lost
Journal, commissioned by the Melton Tuba Quartet; and a
horn octet commissioned by the Alexander Horn Ensemble
Japan. Mr. Turner’s newest CD is available on-line through
the recording company Musicians Showcase Recordings,
<www.musiciansshowcase.com>, and at AHQ concerts and
on their website, <www.hornquartet.com>. This album fea-
tures Mr. Turner’s Quartet No. 4 and Fandango for horn quar-
tet, Ricochet for brass quintet and The Labyrinth for brass en-
semble, among other chamber works.

David B. Thompson was named Professor of Horn of
the new university-level Escola Superior de Musica de
Catalunya in Barcelona. The conservatory will open its doors
in September, 2001, with the goal of providing stu dents an
intensive preparation for
orchestral performance
hitherto unavailable in
Spain. Thompson, first
prize winner of the 1994
American Horn Competi-
tion, has been Solo Horn
of the Barcelona Sym-
phony Orchestra since
1989, and is the author of
two pedagogical texts in
widespread use: Daily
Warm-Up and Workout for
Horn and The Orchestral
Audition Repertoire for
Horn. Anyone wishing
more information on the horn class at the school is welcome
to contact Mr. Thompson at <te@compuserve.com> or Tel:
(0034) 935 402 721.

Dr. Catherine Roche-Wallace served as horn artist/fac-
ulty for the Lutheran Summer Music program, hosted by
Valparaiso University in Valparaiso, Indiana. She taught thir-
teen horn students, performed with the Praetorius Brass
Quintet, presenting the world premiere performance of a new
Lutheran liturgy, and with the Movre Wind Quintet, whose
performances resulted in compact disc recordings available
on the Westmark label. Dr. Roche-Wallace also presented
recitals at the University of Louisiana, Bemidji State Univer-
sity in Bemidji, Minnesota, and a lecture-recital at the North-
east Horn Workshop, hosted by The Hartt School in Hart-
ford, Connecticut. The University of Louisiana Horn Choir
performed at the 33" International Horn Symposium. Dr.
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@ IHS News and Reports

Roche-Wallace continues to perform with the Acadiana Sym-
phony Orchestra and the Louisiana Brass Quintet, as well as
presenting horn clinics sponsored by United Musical Instru-
ments, Inc.

The Praetorius Brass Quintet

Members of the Lexington Philharmonic Horn Section
performed at ArtsPlace in Lexington, Kentucky on Tuesday,
May 29, 2001, at the weekly Arts a la Carte recital series.
Members of the group are Joanne Filkins, Dave Shelton,
David Elliott, and Sherry Baker.

(I'to r) Joanne Filkins, Dave Shelton, David Elliott, Sherry Baker.

Prof. Young-Yul Kim reports that Korea was a hotbed
of horn activity this spring. Nancy Cochran Block presented
a master class on March 30 at Seoul National University and
performed two solo horn pieces following the lecture. Frank
Lloyd followed in Seoul in late May. Mr. Lloyd performed
Malcolm Arnold’s Concerto No.2 with the Korean Chamber
Ensemble on May 28 at the Seoul Arts Center Concert Hall,
and then presented a master class on May 29 at Seoul Na-
tional University, where he concluded the event by perform-
ing some solo pieces including Douglas Hill’s “Lullaby
Waltz” from his Jazz Set. Mr. Lloyd concluded his stay in
Korea with a recital at SNU concert hall.

The California-based horn quartet, Quadre - The Voice
of Four Horns, recently completed its 2000-2001 season

with the program, “Take Five”. This pair of quintet con-
certs, performed both in Southern and Northern Califor-
nia, featured guest artists Bob Watt of the Los Angeles
Philharmonic and Douglas Hull, acting member of the
San Francisco Symphony. In addition to two commissions
by Mark Adam Watkins, the concert was highlighted by
performances of Mozart’s Concerto No. 1, Kerry Turner’s
Casbah of Tetouan, and Paul Desmond’s Take Five. As an
encore, the ensemble sang a vocal arrangement of mem-
ber Melissa Hendrickson’s, Nice Work if You Can Get It.
They are dually grateful to their guests for breaking out
their vocal chords and joining them in song. The group’s
summer season includes concerts throughout the San Fran-
cisco Bay Area in July and August. For more info, check
out their website <www.quadrepoint.com>.

Founded by the professors of the Moscow State
Conservatoire and the Moscow State University of Culture
and Art, the Musical Consulting and Improving Knowledge
Center, Maestro, has opened in Moscow. Anatoliy Djomin,
professor of horn at the Moscow Conservatoire and solo horn
of the Bolshoi Theater Orchestra, directs the horn section of
the center.

Mowie soundtrack news: Composer Don Davis asked Joe
Meyer to head up a horn section including Brian O’Connor,
Bill Lane, Dave Duke, Rick Todd, Jerry Fulsom, John
Reynolds, Brad Warnaar, and Jim Atkinson for [urasic Park
3. The section for Cats and Dogs is Brian O’Connor, Jim
Thatcher, Steve Becknell, Rick Todd, John Reynolds, Brad
Warnaar, Joe Meyer, Phil Yao, and Dan Kelley.

The IHS Advisory Council is pleased to
announce the appointment of

Brent Shires, University of Central Arkansas,
as our new Regional Workshop Coordinator

The AC would like to congratulate Brent for
taking on this job, and extends
heartfelt thanks to Mary Kihslinger, the creator
and first appointee of this
valuable position.

Happy retirement, Mary!

So...want to host a regional workshop?

Contact Brent at

Department of Music

University of Central Arkansas
201 S. Donaghey Ave.
Conway, AR 72035
Tel: 501-450-5768
Email: <BShires@mail.uca.edu>
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News from Eastman: Peter Kurau was part of a recent
recording session with The Eastman Brass, for a CD of origi-
nal compositions and transcriptions by Verne Reynolds; look
for it to be available by late fall. Peter also had a busy sum-
mer spending three weeks, June 23-July 14, at the Bowdoin
Summer Music Festival (sharing the six-week festival with
Randy Gardner) and was then off to Korea, July 23-28, as
guest artist for a horn workshop sponsored by the Korean
Horn Society under the leadership of recent Punto recipient,
Dr. Young-Yul Kim.

Mark Houghton, a junior horn performance major at
Eastman, was appointed Principal Horn of the Harrisburg
(PA) Symphony, beginning in September, 2001. His first pro-
gram: Beethoven 7" and Zarathustra! Welcome to the real
world, Mark!

Christopher Leuba will be invited Guest Clinician at the
Glen Gould Academy in Torento the weekend of December
8-9,2001. For information, contact Andrew McCandless, Tel:
905-681-7654. The Bridgeport Horns (Chris, Lawrence
Johnson, Michael Hettwer) will perform at Portland State
University on November 13, and at the Salem (Oregon) Public
Library, on November 18, 2001.

Reports

Midwest Horn Workshop
reported by Brent Shires

The Midwest Horn Workshop 2001, hosted by the Uni-
versity of Central Arkansas, Brent Shires, Instructor of Horn,
the UCA Horn Studio, the Arkansas Horn Club, and Caroline
Kinsey, IHS Rep for Arkansas, was held March 30-April 1.
Approximately 225 participants from 22 states registered for
the workshop, and many more were involved in perfor-
mances. A special emphasis was placed on chamber music,
and the workshop included featured artists the American

IHS News and Reports @

Horn Quartet, the USAF Band of Mid-America Chamber
Winds, Robin Dauer of Arkansas State University who pre-
sented lesser-known chamber music with horn complete with
recorded excerpts, and a recital featuring Midwest artists in
chamber music. Final concerts of each day were held in the
new 1200-seat Reynolds Performance Hall, while all other
events took place in the Snow Fine Arts Center.

Informative sessions held throughout the weekend in-
cluded: Carole Herrick of Hendrix College introducing the
Alexander Technique to Midwest hornists; Robert Herring
of Independent Music Service addressing proper horn main-
tenance procedures; Timothy Thompson holding an open
horn ensemble reading session; and Dr. Brian Holmes (a.k.a.
“Cabbage” to webbies) offering a new presentation on phys-
ics of the horn, discussing the nature of the sound spectrum
and how it affects our playing. Dr. Holmes’ newly-published
art song, Higgins is Gone, was performed by UCA faculty on
Sunday’s Regional Artists Recital, appropriately including
host Brent Shires on horn. Based on a poem by Donald Jus-
tice, the chamber work recounts with irony the dismissal of
a piano professor from the host institution in the 1950s
(“There is no music now in all Arkansas”). Separately, an-
other premiere was the second movement of Thomas C.
“Bear” Woodson's Sonata for horn and piano, presented by
Karen McGale, horn, and Carl Anthony, piano.

Other performances included Friday night’s opening
concert which featured the Conway Symphony Orchestra
with guest artists, American Horn Quartet. Kerry Turner’s
Introduction and Main Event opened the event, followed by
Prelude a I'apres-midi d"une faune by Debussy. The second half
showcased the AHQ in their most-often-performed work,
Schumann’s Conzertstiick, and finally Strauss’ Till
Eulenspiegels Lustige Streiche. Saturday afternoon’s Regional
Artists Recital focused on solo literature for the horn. Satur-
day night’s pre-concert highlighted university student brass

financial health of the society.

activities.

Notice to all Members and Library Subscribers

Please be advised that there will be two changes in what you will receive in 2002, both as a result of the
Advisory Council’s desire to maintain a high quality in our publications and to keep our membership dues
as reasonable as possible. Since we are not unaffected by the current trends in the stock market and the
rising costs of printing and postage, and our membership numbers are no longer increasing at a significant
rate, the council carefully studied some prudent and necessary budget cuts in order to best maintain the

The first adjustment in spending you probably already noticed when this issue arrived: we will not do
a mass mailing of paper copies of the Membership Directory. Instead, the directory will soon be published
on our website, where it can be used online, or downloaded and printed in pages. Members who feel this
accessibility does not meet their needs may request an inexpensive printed issue.

Secondly, in 2002, we will cut back to three issues of The Horn Call per year. We have had four issues
only since 1997, and, currently, the average cost of printing and mailing The Horn Call is about ten times
what it was in 1988, due to significant improvements as well as inflation.

Nobody likes decisions such as these, but after much very careful consideration, we believe these are
the reasonable, immediate, and necessary cuts that will least impact the scope and quality of the society’s
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@ IHS News and Reports

ensembles from UCA and Arkansas Tech University and in-
cluded two movements of Haufrecht’s Symphony for Brass
and Timpani performed by the UCA Wind Ensemble brass.
And finally, a horn ensemble concert of eight groups was
performed at 9:00 Sunday morning; in spite of springing for-
ward on April Fool’s Day, no performers were missing!

Forty-five contestants vied for the top spot in solo com-
petitions. Winners were: High School-Audrey Good of
Champaign, Illinois; University Undergraduate-Matthew
Croft of Brigham Young University, Utah; Graduate/Ama-
teur-Gerald Wood of University of Illinois. In the Mock Or-
chestral Auditions, which attracted 20 entries, an unusual
event occurred with high school student Matthew Muehl-
Miller, of Charleston, Illinois, winning both high and low
horn categories. Melissa Derechailo from University of Mis-
souri-Kansas City was named as a runner-up in the low horn
category. The winners appeared in master classes with mem-
bers of the American Horn Quartet. The quartet competi-
tion, a first in recent Midwest workshops, had four entries;
the finalists were adjudicated by the AHQ, and the winning
group was from the University of Cincinnati College Con-
servatory of Music.

Next year’s host is Bruce Atwell of the University of
Wisconsin-Oshkosh, and the workshop is scheduled for Feb-
ruary 22-24, 2002. Featured guests will be the members of
the TransAtlantic Horn Quartet.

The AHQ poses with some of the LICA Horn Studio

21** Annual Hornswoggle
reported by Eldon Matlick

On May 25-27, Elliott Higgins hosted his 21 annual
Hornswoggle at Hummingbird Music Camp in Jemez
Springs, New Mexico. The featured guest artist was Michael
Thornton (Colorado Symphony Orchestra) and contributing
artists were Dr. Steven Gross (University of California-Santa
Barbara), Patrick Hughes (University of New Mexico), Nancy
Joy (New Mexico State University), Dr. Eldon Matlick (Uni-
versity of Oklahoma), Jon Petring (winner, 1999 American
Horn Competition), and Steve Durnin (free-lance studio
hornist, Los Angeles). Featured horn ensembles included the

Cal-State-Fullerton Horn Club (Tom Miller, conductor), as
well as the horn choirs of University of California-Santa Bar-
bara and New Mexico State University.

Michael Thornton presented several masterclasses and
performed a wonderful and inspiring recital on Friday
evening. Mr. Thornton’s ability to relate to various age lev-
els was noteworthy; while his good humor and positive na-
ture was infectious, he also discussed high-level musical is-
sues with great clarity and precision. The Artist recital on
Saturday evening offered a wide variety of solo and ensemble
works by the contributing artists; participants were treated
to chamber music by Schubert, Brahms, and Mozart. Messrs.
Gross and Durnin were spectacular in their performance of
the Heinicken Concerto for Two Horns, and, not to be out-
done, the duo of Patrick Hughes and Nancy Joy performed
a stunning rendition of Haydn’s Concerto for Two Horns.
As an added treat, Mr. Thornton performed Messiaen’s Appel
Interstellaire.

George Defoe conducts the Collegiate-Adult Horn Choir at the 2001
Hornswoggle Gala Concert (photo: Eldon Matlick)

This was the largest camp in recent memory with over
130 participants traveling to the beautiful Jemez Mountains.
Participants were divided into horn choirs, based on age and
ability, and featured on the concert finale Sunday afternoon.
This annual Memorial Day weekend event should be on all
hornists’ calendars. The locale is absolutely beautiful and
the friendship and camaradery by the participants is truly
magical. For more information regarding Hornswoggle and
Hummingbird Music Camp, contact Elliott Higgins at
<Ehig@aol.com>.

Fourth Northeast Horn Workshop
report by Jim Freund

Daniel Grabois hosted the fourth annual Northeast Horn
Workshop at Hartt School of Music, University of Hartford,
on March 23-25, 2001. An impressive program of concerts,
demonstrations, lectures, clinics, and masterclasses explored
many facets of horn playing, and participants came from all
over New England, New York, Pennsylvania, and Ohio to
listen and perform. Representatives from Brass Arts, Dillon,
Osmun, Pope, Puna, Rayburn, Wind Music, and Woodwind
and Brasswind offered music, instruments, and accessories.
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The weekend started off with a joint
concert by Boston Horns (Jean Rife, Pedja
Ivanovic, Ken Pope, Kevin Owen, and
David Ohanian) and jazz hornist John Clark
with guests Mike Holober, piano, and Pe-
ter Herbert, bass. Boston Horns performed
music from Bach to Basler to Hindemith;
John Clark gave us “Mostly Ballads” in-
cluding My Funny Valentine, and Body and
Soul. On Saturday, participants were treated
to a performance of Top Brass, a group of
delightful young horn players in grades 7-
12 who performed works by Kabalevsky,
Vincze, and Shaw. Director Dolores Beck-
Schwartz explained the rewards of work-
ing with these talented young people. A
joint concert on Saturday evening featured
Tony Cecere, New York freelancer, Joe
Anderer of the Metropolitan Opera and St.
Luke’s Orchestra, and Jean Rife, noted in-
terpreter of contemporary music.

The workshop offered more than just re-
citals. Hartt faculty member Sue Spaulding
presented a clinic on “Teaching Young Be-
ginners”; Daniel Grabois spoke about con-
centrating on the music you are playing
rather than how you are making the sounds;
Jean Rife offered “Yoga for Horn Players”; University of Loui-
siana faculty member Catherine Roche-Wallace lectured on
the origin of the horn and works by F. A. Rosetti; Al Spanjer,
second horn in the New York Philharmonic, demonstrated
the Alexander Technique; and Dan Sweeley, second horn with
the Buffalo Philharmonic, provided valuable information on
how to prepare for an audition with a symphony orchestra.
Some presentations were part performance and part lecture.
Julie Landsman, Principal Horn of the Metropolitan Opera,
presented a concert/masterclass with four students, offering
valuable insight into daily exercises, mostly from Carmine
Caruso’s method. Dr. Douglas Lundeen of Rutgers Univer-
sity, assisted by three of his students, performed and lectured
on “Some Thoughts on Bel Canto Approach to Horn Play-
ing.”

The student competition winners, Carolyn Landis
(Juilliard), Louis Schwadron (Juillard), and Juliann Welch (Al-

Allen Spanjer (NY Philharmonic)
demonstrating the Alexander
Technique with host Daniel Grabois at
the NHW. (photo: Jim Freund)

bany high school), gave marvelous perfor-
mances, followed by a massed horn choir
under the baton of Daniel Grabois per-
forming works by Bach, Handel, and
Wagner. More than forty attendees, plus
one of the featured artists, participated in
the choir, one of the most popular events
of the workshop, which was warmly re-
ceived by everyone not on stage. The
weekend was brought to a close with a
concert by members of the New York Phil-
harmonic horn section, Phil Myers, Al
Spanjer, Erik Ralske, and Howard Wall,
which included some unusual works for
horn quartet and a pop quiz on multiple
horn orchestral excerpts. The phenomenal
playing of the section coupled with the in-
formal style of Mr. Myers was a delight-
ful ending to a very rewarding weekend.

Spring in Oklahoma
reported by Eldon Matlick

The state of Oklahoma was the place
to be this past spring. It all began with a
residency by the National Symphony Or-
chestra in March that included perfor-
mances in the Oklahoma City area, as well
as in Tulsa, Durant, and Ponca City, among other locales. In
addition, many of their players gave clinics in area public
schools and universities across the state. Ted Thayer, 4" horn
and Principal Horn-Emeritus presented a master class at
Oklahoma University were he worked with four OU stu-
dents: Michael deHilster, Jacob Hofer, Ameerah Morsy,
Jonathan Eising. His class was positive and reflected good
humor and an affable nature.

On Friday April 14 and 15, the Music Dept. of Oklahoma
Christian University (Martha McQuaid, horn professor)
hosted a recital by Greg Hustis, Principal Horn of the Dallas
Symphony; his first in 15 years! Among pieces performed
on his program were the Schumann Adagio and Allegro,
Villanelle by Dukas, and Judith Olsen’s Four Fables, as well as
several Debussy transcriptions. Mr. Hustis worked with four
students during his Saturday morning masterclass, Patrick
Lemmons-OCU, Sarah Vandehey-OU, Karis Byran-OCU,

IHS Composition Commissioning Opportunities

In memory of our esteemed colleague who had such a positive effect on so many performers, compos-
ers, and audiences around the world, the Meir Rimon Commissioning Fund was founded in 1990 and has
assisted in the composition of twenty-two new works for the horn. IHS members are invited to submit the
name of a specific composer with whom you are collaborating on the creation of a new work featuring horn.
Awards are granted by the Advisory Council of the IHS, which has sole discretion in the administration of
this fund. Application forms and information may be requested from Randy Gardner, Chair, IHS Commis-
sioning Assistance Program, 2325 Donnington Lane, Cincinnati, OH, 45244-3716, USA.
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and Emily Pearce-OU, presenting practical information about
honest self-evaluation and providing the students with strat-
egies to solve their performance problems. Mr. Hustis repeat-
edly stressed that it is essential for one to always be aware of
what is happening when performing; technique needs to be
right on the money, the first time and every time thereafter.

If that wasn’t enough for a wonderful spring, the very
next day, Dale Clevenger was in Oklahoma City for a two-
day residency. On April 16, Dale presented a master class at
the University of Central Oklahoma in Edmond, Dr. Melvin
Lee, horn, and later that afternoon, Mr. Clevenger gave a
performance seminar at the University of Oklahoma. Dur-
ing this session, he relayed his ideas, suggestions, and per-
sonal insights into the art of effective music-making. He
fielded dozens of questions from the assembled brass stu-
dents and worked with two students, Derek Matthesen and
Emily Pearce.

The following day Mr. Clevenger performed the Gliére
Concerto with the Oklahoma City Community Orchestra,
led by Dr. Manuel Prestamo. The performance at Oklahoma
Christian University in Edmond was flawless. Presented
under difficult circumstances, this performance was a tre-
mendous lesson for horn students in the audience. Mr.
Clevenger exuded an air of graciousness and appreciation
to the orchestra and his confidence helped the orchestra forge
ahead during the most treacherous moments.

To close out the season, on April 29 and 30, OU hosted
Hans Pizka. His recital on April 29 featured selections by
Franz Strauss, Ignaz Lachner, Carl Daniel Lorenz, and Paul
Hindemith. Prof. Pizka’s breadth of tone and his dazzling
display on florid passages were noteworthy. True to his word,
the good professor does play the majority of the time on the
F side of the horn, relying on the B-flat side for upper leaps
or special occasions. His sound projected well in the large
hall, even in the softest passages. Prof. Pizka also entertained
the audience with historical background on the pieces and
composers, a feature greatly appreciated by the audience.

Prof. Pizka also presented two lecture demonstrations
and a master class; it was amazing to hear so many stories/
anecdotes from his

they were quickly put at ease. At the conclusion of the ses-
sion, the professor discussed auditions, especially those ex-
cerpts on opera lists. To top it off, he ran down the entire
Vienna State Opera Audition List—top to bottom!

(1 to r) Jacob Hofer, David Pennekamp, Hans Pizka, Derek Matthesen,
Mica Ceste, Ben Rice (photo: Eldon Matlick)

Central Horn Day 2001
reported by Jeffrey Snedeker

Over 50 professional performers, teachers, and students
of all ages from Washington, Oregon, and Idaho attended
Central Horn Day 2001 on May 19, hosted by the Central
Washington University Horn Club on the CWU campus in
Ellensburg, Washington. The day began with open forums
for beginners (led by CWU students), high school and col-
lege students (led by CWU Professor Jeffrey Snedeker), and
professionals (with Gail Williams). Then, Ms. Williams led a
masterclass, featuring performances of solos, etudes, and ex-
cerpts by students from CWU and the University of Wash-
ington. After lunch, she gave a lecture, “Striving for Peak
Performance,” where Ms. Williams offered insights into how
musicians can combine principles of physical fitness and

various relaxation

long career. His ses-
sion on the concerti of
Franz and Richard
Strauss was very en-
lightening; his lyrical
approach to style and
tempo was somewhat
different than what we
often hear in the states.
Mr. Pizka's master
classes were filled
with warmth and hu-

Address Corrections and Lost Sheep

Please send address corrections directly to the IHS Execu-
tive Secretary Heidi Vogel. All mailing lists are updated from
the Executive Secretary’s records approximately one month
before each mailing. The following people are “lost sheep” (cur-
rent IHS members who have not submitted address corrections
or updates, and are no longer receiving IHS mailings): Didac
Monjo, Doris Mae Smith, Christian A Haumesser, Robert W
Heiney, Rebecca Hemmig, Jennifer Lambert, Benjamin Lieser.

techniques with sports
psychology to raise the
levels of their perfor-
mance and musical
artistry. Finally, a
massed ensemble of
participants read some
fun arrangements and
prepared pieces for the
evening program.

In her evening re-

cital, Ms. Williams was

mor. Students who

performed, Mica Oeste, Jacob Hofer, Derek Matthesen,
Ameerah Morsy, David Pennekamp, were apprehensive, but
once they met him and became aware of his warm nature,

accompanied by CWU
visiting professor Maria Roditeleva and Professor Carrie
Michel in the trio arrangement of the Mozart Horn Quintet,
Schumann’s Adagio and Allegro, the Hindemith Sonata, and
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Bujanovsky’s unaccompanied (and unpublished) Sonata. Ms.
Williams also conducted the CWU Horn Ensemble as a part
of the concert. These students greatly appreciated the op-
portunity to work with her, and her supportive yet honest
assessment of their preparation and performance made for
an outstanding learning experience. Then, the Horn Day
participants took the stage for some rousing works by Blake,
Brahms, and Perrini. In all, the concert was a wonderful mix
of world-class artistry and unabashed love for the horn and
music-making.

After the recital, the CWU Horn Club hosted a recep-
tion for Ms. Williams, which also featured a birthday party
celebrating the 80" anniversary of Dennis Brain’s birth (May
17). In all, Central Horn Day 2001 was a resounding success
for all who attended.

The CWLI Horn Ensemble with Gail Williams (front row, far right)
(photo: Marilyn Wilbanks)

University of Louisiana Horn Day
reported by Dr. Catherine Roche-Wallace
The Second Annual University of Louisiana Horn Day
was held on March 20, 2001. Over 30 middle and high school
hornists and their teachers were treated to clinics,
masterclasses, and a concert presented by Dr. Catherine
Roche-Wallace, David Campo, and members of the UL Horn
Studio. The UL Wind Ensemble held an open rehearsal for
the participants, Lafayette Music provided a display table
of horns, mouthpieces, music and accessories, and Horn Day
T-shirts were provided by Lourdes Sportscare. Watch for next
year’s UL Horn Day in Spring, 2002!

IHS News and Reports @

Upcoming Events
(listed chronologically)

Czech Hornclass Course

Horn Music Agency Prague, a musical agency run by
leading Czech hornists, is now in the process of finalizing
details for the 10" International Horn Interpretation Course,
known as “Hornclass 2001”. This event will take place in
Nové Straseci, a small Czech 40 km from Prague. The first
“Hornclass” course took place in 1992. In the nine years
following, 280 students from 20 countries have participated
in masterclasses led by 50 pedagogues, soloists, experts,
and keen enthusiasts of the horn. This year’s “Hornclass”
course will take place from August 18-26 and scheduled
course tutors are Froydis Ree Wekre, Michelle Stebleton,
Frantigek Supin, Jindfich Petras, Zdenek Divoky, and Jiti
Havlik.

Concerts and specialist seminars will also form an im-
portant part of the content. These will feature Russian jazz
hornist Arkady Shilkloper, Radek Baborak in a solo recital
and together with members of the Prague Horn Trio in a
performance of the Schumann Conzertstiick accompanied by
the Czech Student Symphony Orchestra, young competition
laureates, and, last but not least, participants. Several of these
concerts will also be repeated in Prague as part of the Prague
Horn Festival.

The 10" annual Hornclass course will include daily
instruction in solo/chamber music performance, work-
shops, lectures, and concerts by pedagogues and students.
Participants will also be able to take advantage of exhib-
its. For further information contact: Horn Music Agency
Prague, Mezipoli 1092/6, CZ-141 00 Praha 4; Tel/Fax
(00420) 2 414 827 45 (Zdenek Divoky), Tel/Fax (00420)
313 632 242 (Jifi Havlik), or Tel/Fax (00420) 5 45 22 01 95
(Jindfich Petras); Email: hornclass@email.cz; Website:
www.hornclass.cz.

Bar Harbor Brass Week

Bar Harbor Brass Week, a new summer workshop for col-
lege/pre-professional and high school brass players, will take
place August 19-26 in Bar Harbor, Maine. Adam Unsworth from
the Philadelphia Orchestra will be working with horn partici-
pants. For more info, please check <www.BarHarborBrass.org>
or E-mail <info@barharborbrass.org>.

Heidi Vogel.

The IHS Friendship Project Endowment Fund

Please contribute to the IHS Friendship Project Endowment Fund,
which provides IHS memberships to hornists in countries where eco-
nomic conditions or currency restrictions make regular membership
impossible. Send contributions of any amount to Executive Secretary
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2001 American Horn Competition

The University of Alabama School of Music will host
the 2001 American Horn Competition, August 23-26, 2001.
Divided into two divisions, University Soloist and Profes-
sional Soloist, an overall prize purse in excess of $2,000 US
will be awarded to 1% and 2" place winners in each division.
A distinguished panel of adjudicators will provide written
comments to all competitors and time will be provided for
one-on-one consultation between judges and competitors.
In addition to providing the highest quality competitive at-
mosphere, the American Horn Competition also strives to
be a valuable learning experience. The American Horn Com-
petition is an international competition and non-profit orga-
nization. For an application (including literature require-
ments), please contact: Skip Snead, Host AHC, Box 870366,
University of Alabama, Tuscaloosa, AL 35487-0366, Tel: 205-
348-4542, E-mail: <ssnead@bama.ua.edu> or Website:
<music.wcu.edu/ahc>.

Horn Course in Aachen, Germany

From September 26-September 30, 2001, Ab Koster will
lead a course for modern horn and natural horn in Aachen,
Germany. The price for active students will be DM 500 and
for passive students DM 300; only 15 active students will be
accepted. Hotel and travel is not included. The contact ad-
dress is Hochschule fiir Musik Koéln, Abteilung Aachen,
Theaterstrasse 2-4, 52062, Aachen, Germany, Tel: +49-241 455
412, Fax: +49-241 455 499,

Fifth Northeast Horn Workshop

The Fifth Annual Northeast Horn Workshop will be
March 15-17, 2002, at The Boston Conservatory in Boston,
Massachusetts. The workshop is sponsored by The Boston
Conservatory and the IHS, and the hosts are David Ohanian
and Marilyn Bone Kloss. A stellar line-up of featured artists
will be announced in the fall. Features of the workshop in-
clude concerts and recitals, mass horn choir, college choirs,
solo competitions, mock auditions, guided warm-ups, lec-
ture/demonstrations, masterclasses, jazz sessions, exhibits,
and optional group attendance at a BSO concert. For more
information, visit the web site at <www.members.aol.com/
nehw2002> or contact Keith Hampton at <music@
bostonconservatory.edu> or 617-912-9124.

&
News Deadline

The next deadline for IHS News is
September 10, 2001.

Send items directly to Heather Pettit.

Eighth Annual Kendall Betts Horn Camp

The eighth annual Kendall Betts Horn Camp will be held
June 15-30, 2002 at Camp Ogontz in Lyman, New Hamp-
shire, under the auspices of Cormont Music, a New Hamp-
shire non-profit corporation. As in the past, Kendall is plan-
ning a unique seminar and retreat for hornists of all ages
(minimum age 15), abilities and accomplishments to study,
perform and have fun in the beautiful White Mountains
under the guidance of a world class faculty (to be an-
nounced). Enrollment is limited to fifty participants per week
to ensure personalized curricula and individual attention.
Participants may attend either or both weeks at very reason-
able cost. A number of scholarships to the camp will again
be awarded on a competitive basis for students age 15-24.
For further details, application and scholarship information,
contact Kendall Betts, 4011 Roanoke Circle, Golden Valley,
MN 55422-5313, Tel: 763-377-6095, Fax: 763-377-9706, E-mail:
HORNCAMP®@aol.com or visit the KBHC web site at
<www.iaxs.net/~cormont/KBHC>.

Finland 2002

Esa Tapani and his staff are making final arrangements
for the 34™ Annual International Horn Symposium sched-
uled for August 4-11, 2002 in Lahti, Finland. A website ad-
dress is already available at <www.musicfinland.com/
brass>.

2001 European Competitions

September

Guebwiller, France. Information from C.D.M.C., “Les
Dominicains™, B.P. 52, F-68502, France, Tel: 33-389-74 94 60
or Fax: 389-74 94 69.

Brno, Czech Republic. Information from Ars/Koncert
s.1.0., Uvoz 39, CZ-60200, Brno, Tel: 420-5-4323; Fax: 4323-
3358 or E-mail: <mhfb@arskoncert.cz>.

December
Porcia, Italy. Information from Amici Della Musica, via
De Pellegrini, I-33080, Porcia, Italy, Tel. /Fax: 39-0434-590356.

Gigs Down Under
Principal Horn, Tasmanian Symphony Orchestra. Audi-
tions Saturday, September 1, 2001. Contact Peter Kilpatrick,
GPO Box 9994, Hobart, Tasmania, 7001, Tel: 03-6235-3646,
Fax. 03-6235-3651, E-mail: <kilpatrickp@tso.com.au>.
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IHS Honorary Membership Awards:
Walter Lawson, Paul Anderson, Willie Ruff

WALTER A. LAWSON

Walter A. Lawson
(b. 1923, Binghamton,
NY) studied both piano
and horn as a youngster.
During World War II, he
worked for the Associ-
ated Press as a teletype
mechanic, and served in
the U. S. Army (Military
Police and Signal
Corps). In 1947, he en-
tered the Peabody Con-
servatory, studying pi-
ano with Frederick
Griesinger and horn
with Jerry T. Knop and
Ward O. Fearn. He
joined the Baltimore
Symphony in 1949 as second horn and played with the or-
chestra until 1976. Also in 1949, he began working as an in-
strument repairman. He eventually struck out on his own,
opening the Lawson Brass Instrument Repair Company in
Baltimore in 1956. When he left the orchestra in 1976, he moved
himself and the operation to Boonsboro, Maryland, and in
1980, with sons Bruce, Duane, and Paul, formed Lawson Brass
Instruments, Inc., dedicated to the design and manufacture
of horns. His contributions and success are well-documented
by the many professional players who use his instruments
and his services as a designer and repairman. For thirty years,
Walter Lawson has been a dominant force in the horn-mak-
ing community. His presentations at regional and international
workshops continually open communication between hornists
and makers. In addition, Walter served on the IHS Advisory
Council in the early 1980s.

PAUL ANDERSON

Paul Anderson received a Bachelor of Arts degree (1945)
and a Master of Arts degree (1947) from the University of
Towa. At UL he studied horn with the very capable William
Gower. Professor Anderson taught horn at the University
of Towa from 1948-1989, performing with the University
Woodwind and Brass Quintets, and playing principal horn
in the Tri-Cities (now Quad-Cities) Symphony in Davenport,
Iowa. During his first years of teaching, he also traveled to
Evanston, Illinois, to study horn with Philip Farkas. Reflect-
ing on what he received from Farkas and Gower, Paul says,

“Iowe these two wonderful gentlemen more than I will ever
be able to explain.” Later, Paul was the administrative head
of the Brass and Woodwind areas in the School of Music at
UI for a number of years before his retirement.

Along with various other duties, Paul’s main job was to
teach private lessons to the horn students, and he had many
fine students throughout his tenure. Many former students
hold important teaching jobs in universities around the
United States and Canada, and he also had many hard-work-
ing students that were uniquely qualified for public school
teaching. His legacy also includes two publications: Index to
Current Brass Literature (1976) and Brass Music Guide: Solo and
Study Material in Print (1986). He prepared the computer pro-
grams for the last three Instrumentalist Band Music Guides,
and helped to prepare the University of lowa’s Music Source
Book: Woodwind, Brass, and Percussion Materials. He supervised
many horn-related graduate dissertations, and his former
doctoral students include several current and past Advisory
Council members and IHS Presidents, including Randall
Faust, William Scharnberg, and Virginia Thompson. Two
other great horn players and IHS members received doctoral
degrees at the University of lowa during Paul’s tenure, James
Winter and Marvin Howe. While Paul cannot claim them as
his students, he says he learned a great deal from his asso-
ciation with them during and after their study at the UI Paul
served on the IHS Advisory Council from 1977 to 1983. Dur-
ing that time, he was IHS Computer Coordinator (placing
the membership rolls on computer and generating mailing
labels), Secretary, and from 1980-1983, IHS President. Dur-
ing that era, he was responsible for the codification of many
policies that are in place today.

When contacted about receiving this award, Paul said,
“I want to thank the committee members who selected me
as an Honorary Member of the International Horn Society.
Since its inception, the IHS has selected only about forty
people from fourteen countries to this position soitis truly a
great honor to be so selected. When I read the names of the
other people who have been so honored, I feel very humbled.
I shall cherish this appointment as long as I live.”

WILLIE RUFF

Willie Ruff, hornist and bassist, holds both undergradu-
ate and graduate degrees from Yale University. Upon receiv-
ing his master’s degree in 1954, he tried to win a position
with an American symphony orchestra, but found that black
musicians were not yet welcome in those ranks. Instead, he
accepted the position of Principal Horn with the Tel Aviv
Symphony. Not long before he was to leave, he happened to
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watch The Ed Sullivan Show and saw not only Lionel
Hampton'’s band but, to his surprise, friend Dwike Mitchell
at the piano. After contacting his old friend, Ruff was invited
to join the Hampton band and never went to Israel. In 1955,
the two friends left Hampton to form the Mitchell-Ruff Duo,
with Willie on horn and bass. But the duo’s
real origins go back to 1947, when they were
servicemen stationed at Lockbourne Air
Force Base, near Columbus, Ohio. Mitchell,
a 17-year-old pianist with the unit band,
needed a bass player for an Air Force radio
show, and he saw a likely candidate in the
newly arrived Ruff, who at that time only
played the Horn. “He wasjust a kid, 16 years
old,” Mitchell recalls, “with a lot of hair, fire-
engine red, practically down to his eye-
brows. But he had all this energy, and he was
eager to learn. So I taught him. Every time
he made a mistake I said, “You got to stand
in the corner,” and he hated that, and he’d
scream and holler—he had the loudest
scream you ever heard. But he never made
the same mistake again.” Since 1955, the Duo
has recorded, performed, and lectured on jazz extensively in
the United States, Asia, Africa and Europe. It had the advan-
tage, Ruff recalls, of being the least expensive group in jazz,
and it was therefore booked as the second act with the best
and most expensive bands of the day—Dizzy Gillespie, Louis
Armstrong, Duke Ellington, Count Basie—in Birdland, the
Embers, the Village Vanguard, Basin Street East, and other
leading nightclubs. They were all riding the crest of one of
the most popular eras of jazz—an era that would soon end
with the advent of rock and the dominance of television.
What made it an unusually rich period for Mitchell and
Ruff was that the older musicians, after playing their set, would
stick around and tell the two younger men what they were
doing wrong and what they could do better. “We learned ev-
erything from those men,” Ruff recalls. “They were our men-
tors.” This experience, coupled with the same kind of gener-
osity that they had found among the older musicians who
were stationed at the Air Force base, nourished a teaching bent
in Mitchell and Ruff that shaped their own lives careers. In
the late 1950s, they toured widely for a group called Young
Audiences, playing and demonstrating jazz for students in
elementary schools and high schools. Since the mid-1960s, their
main format has been and still is the college concert. They
give 60 or 70 concerts a year on college campuses, where they
are great favorites. It was the Mitchell-Ruff Duo that intro-
duced jazz to the Soviet Union in 1959, playing and teaching
at conservatories in Leningrad, Moscow, Kiev, Yalta, Sochi,
and Riga; and it was the Mitchell-Ruff Duo that brought jazz
to China, in 1981, playing and teaching at conservatories in
Shanghai and Peking. Before the first trip Ruff taught himself
Russian, his seventh language, and before the second trip he
learned Chinese, thereby enabling himself to explain to his
listeners, in their own language, the roots and lineage of

American jazz, with Mitchell demonstrating on the piano.

Teaching and learning have been strong currents in the
lives of both men. Ruff joined the faculty at Yale in 1971, and
has taught Music History, courses on Ethnomusicology, an
Interdisciplinary Seminar on Rhythm, and a course on In-
strumental Arranging. He is founding Di-
rector of the Duke Ellington Fellowship
Program at Yale, a community-based orga-
nization sponsoring world-class artists
mentoring and performing with Yale stu-
dents and young musicians from the New
Haven Public School System. The program
brings the giants of black American music
to New Haven throughout the year to teach
at Yale and in the city’s predominantly
black public schools: singers like Odetta
and Bessie Jones, arrangers like Benny
Carter, tap dancers like Honi Coles and
instrumentalists like Charlie Mingus and
Dizzy Gillespie.

Ruff’s 1992 memoir, A Call to Assembly
was awarded the Deems Taylor ASCAP
award. He has also written widely on Paul
Hindemith, one of his teachers at Yale, and on his professional
association with the American composers, Duke Ellington and
Billy Strayhorn. His collaborations with Yale geologist, John
Rodgers on the musical astronomy of the 17" -century scien-
tist, Johannes Kepler, resulted in an important “planetarium
for the ear” currently on CD and published widely in interna-
tional astronomy journals. Ruff has also written on music and
dance in Russia, and on the introduction of American Jazz in
China where he has lectured in Mandarin. His next book, Six
Roads to Chicago explores the relation of culture in Chicago to
life in its hinterlands. Film is also an important teaching tool
to him, and he has visited the pygmies of the Central African
Republic, the master drummers of Bali, the tribesmen of
Senegal and various other remote societies to make films about
their drum music and language.

Ruff is a man on the move, constantly generating new
projects to supplement an academic and artistic life that is
already full. (Biographical information compiled from Willie Ruff's
website <www.willieruff.com>)

The intent of Honorary Membership in the International Horn Society
is to honor living hornists who have made a major contribution to the art of
horn playing at the international level. This contribution must be one that
will extend beyond the individual’s lifetime and should exist in several areas,
such as performance, teaching, research, or service to the IHS. A nominating
committee, consisting of past presidents and/or Advisory Council members,
shall present to the Advisory Council a minimum of two candidates for this
honor every year. Nominations may come from any IHS member. Supporting
materials demonstrating why the candidate deserves this honor must be sent
to the chair of the nominating committee. Final selection will be made by a
two-thirds majority vote of the Advisory Council. Honorary Members re-
ceive Life Membership in the IHS, a congratulatory letter, and a certificate. In
addition, Honorary Members are eligible for registration provided
by the workshop host, and room and board provided by the IHS to
any international workshop. @
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IHS Punto Award 2001

ugene Wade has just retired as

Principal Horn of the Detroit

Symphony, a position to which
he was appointed in 1972. Prior to that,
he was a member of the Minnesota Or-
chestra, the Rochester Philharmonic,
and the New Orleans Philharmonic.
For four years between New Orleans
and Rochester, he taught public school
instrumental music in Wichita, Kansas.

Born in Wellington, Kansas, Eu-
gene was raised on a wheat farm. He
began piano lessons in first grade with
his mother. By eighth grade, his teach-
ers had steered him to the horn and,
thanks to a “fantastic” teacher, Leo
Ashcraft, in the next town, he took to it
immediately. He listened to symphony
orchestras on the radio and once a
month his family traveled 35 miles to Wichita to hear the
symphony. For a variety of reasons, farming just wasn’t in
his future. While his father wasn’t sure about making a liv-
ing in music, he did want Eugene to have a college educa-
tion.

Eugene received a Bachelor of Music degree from
Wichita State University, a Master of Music degree from
Northwestern University, and earned a Performer’s Certifi-
cate at the Eastman School of Music. He credits as his major
teachers Philip Farkas at Northwestern, Verne Reynolds at
Eastman, and Louis Stout at the University of Michigan. He
has appeared as a soloist with a number of orchestras, in-
cluding the Detroit Symphony, the Minnesota Orchestra, and
the Eastman-Rochester Orchestra. In addition, he has per-
formed with the Detroit Symphony Woodwind Quintet. As
a teacher, he has been an adjunct professor at Wichita State
University, the University of Minnesota, Carleton College,
Mankato State University, Wayne State University, the Uni-
versity of Windsor (Ontario, Canada), and the University of
Michigan. He has appeared at regional and international
workshops, serving as a guest clinician for the Great Lakes
chapter of IHS and has twice been a recitalist and lecturer at
annual THS conferences.

Known for his solid leadership of the DSO horn section,
Eugene was once quoted as saying, “The main thing is to try
to make things as easy and comfortable as possible with the
greatest accuracy and with the best tone.” He credits his early
upbringing on a farm for teaching him the value of hard
work. The THS congratulates Eugene Wade on receiving a
Punto Award for his contributions to the horn world.

Individuals selected for the Punto
Auward shall have made a major contribu-
tion at the regional or national level to the
art of horn playing. This contribution can
be in any of a variety of areas, such as per-
formance, teaching, research, or service to
the IHS. The international workshop host
or any Advisory Council member can
nominate individuals for this honor, and
selection will be by majority vote of the Ad-
visory Council. Punto Award recipients re-
ceive a congratulatory letter and a certifi-

cate.

1985
1986
1987
1988
1989
1990
1991
1992
1993
1994
1995
1996
1997
1998
1999
2000
2001

IHS PUNTO AWARD RECIPIENTS
(created 1985)

Mason Jones, Siegfried Schwarzl

Alex Grieve, Milan Vach

Richard Moore, Don Peterson

Robert Creech, Eugene Rittich

Ludwig Heibl, Richard Theurer

Lowell Shaw, Paul Anderson, Marvin Howe
Wayne Barrington, Clyde Miller, Louis Stout
Arthur Bevan, Sidney Coulston

Joseph White

Paul Anderson, Frank Franano

Yasuyo Ito, Xiang Fei

Douglas Campbell, Julian Christopher Leuba
Morris Secon, Milan Yancich

Eugene Rittich

Brice Andrus

Young-Yul Kim, Li Fu

Eugene Wade
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The 2001 IHS Scholarship Awards

Micheal Hatfield, program coordinator

designed to encourage and support students of vary-

ing levels, abilities, and experience to attend and par-
ticipate in the annual THS Workshop: the Jon Hawkins Me-
morial Scholarship, the Symposium Participant Awards, the
IHS Orchestral Audition Competition, and the Farkas Per-
formance Awards.

The taped preliminary audition for the 2001 Farkas Per-
formance Awards, judged by Milan Yancich (Chair), pro-
duced five finalists who received a refund of the workshop
registration, $150 towards other workshop expenses, and a
performance on the Farkas Solo Competition recital at the
workshop. The finalists included Ryan Gruber (Wisconsin);
Michele Bolton (New York); Andres Moran (New Mexico);
David Goldklang (Maryland); and Kathryn Lehr (Pennsyl-
vania). First place was won by Ryan Gruber, who received a
$300 cash prize.

I : ach year the IHS sponsors four different scholarships

2001 Farkas Competition Finalists (I to r): Ryan Gruber, Kathryn Lehr,
Andres Moran, David Goldklang; missing: Michele Bolton

The two Dorothy Frizelle Memorial Awards for the IHS
Orchestral Audition Competition took place over several
days of the symposium. The high-horn audition was won
by Julien Meriglier (Lyon, France), and David Goldklang won
the low-horn audition. Each received a $200 cash prize.

Julien Meriglier David Goldklang

Two students were selected to receive the 2001 Sympo-
sium Participant Award: Ashley Leland and Erin Destito,
both of Florida. Each received $200 in assistance to attend
the symposium. Michael Hatfield chaired the selection com-
mittee.

Erin Destito (left) and Ashlet Leland, 2001 Symposium Participant
Auward winners

The 2001 John Hawkins Memorial Scholarship, the IHS
Scholarship Program’s most prestigious award provides one
or two students with all expenses to attend the workshop in
Kalamazoo (registration, housing, meals, and transporta-
tion), as well as a workshop performance opportunity and
instruction from a workshop artist. This year’s applications
were reviewed by Kimberly A. Reese (Chair) of Pennsylva-
nia, USA, Ab Koster of Kattenstieg, Germany, and John Wates
of Surrey, England. The 2001 winner was Andrds Szab6 of
Hungary. Andras performed a Quantz concerto and arrange-
ments of Rumanian Folk Dances by Bartok, and also
particpated in a masterclass with David Jolley.

[

Szabd, winner of the 2001 Jon Hawkins Memorial Scholarship

Updated and detailed guidelines for the 2002 THS Schol-
arship Program will appear in the November issue
of The Horn Call and on the IHS Website. @
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A Tribute to Wayne Barrington

by William Scharnberg

horn in the Chicago Symphony under the baton of Fritz
Reiner and associate principal horn of the Los Angeles
Philharmonic under Zubin Mehta, Wayne Barrington joined

In 1966, after an illustrious professional career as third

the Barrington household was always full of good music
making and Wayne was increasingly drawn into that circle.

In 1942, Wayne graduated from high school and entered
the New England Conservatory to study horn with Valkenier.

the faculty of the School of Music
at the University of Texas in Aus-
tin. After thirty-four years of “giv-
ing back what was so generously
offered to me early in my career,”
Wayne is retiring, graduating to the
next stage of his life. He was an im-
peccable musician and hornist, and
a tireless teacher who expected
nothing but the finest from his stu-
dents but who, in return, was dedi-
cated to their success. Those of us
who have met Wayne recognize him
as a model human being and musi-
cian, with a warm personality and
a quick wit.

Wayne Barrington was born
April 13, 1924, in Schenectady, New
York, the son of an electrical engineer
and an amateur musician. His par-
ents met in high school, sharing a
love of music and a cutting sense of
humor. Although Wayne was born
in New York, from age two to eight
he was raised in Detroit where his
father studied horn with Albert Stagliano, principal horn in
the symphony, who later became the first principal horn of
the NBC Symphony.

In 1932, the family moved to Worcester, Massachusetts.
By this time, his father had given up the horn due to dental
problems, replacing it with the bassoon. When his father
joined the Worcester Orchestra, his mother, at thirty and a
fine amateur pianist not wanting to be left at home, took up
the horn and became principal within months. It was about
this time that her nine-year-old son also began to noodle on
the instrument. His mother studied horn in Boston with
Walter Macdonald, second horn in the symphony. In 1939,
at the beginning of World War II, when students were needed
at the New England Conservatory, she was given free tu-
ition to perform in the orchestra and study with Willem
Valkenier, principal horn of the Boston Symphony.

The Worcester high school music directors had an excel-
lent summer music program, which encouraged Wayne and
prepared him to participate in the high school band and or-
chestra, as well as sing in the glee club. In addition to his
mother’s regular coaching, the family often invited other
musicians into their home for evenings of chamber music:

At that time, he also began playing
principal horn in the Boston Civic
Orchestra and other area commu-
nity orchestras. In April of 1943, he
was drafted into the 66™ Division
General Infantry in Florida. After
basic training, he made it known
that he was a musician and was im-
mediately taken into the 66" Divi-
sion band, which, in his words,
“probably saved my life.” On De-
cember 1, 1944, the Division was
sent to New Jersey to board a ship
that was to take them to South-
ampton, England. After ten days in
England, their instruments were re-
placed by packs and guns with or-
ders to join troops at the Battle of
the Bulge. On December 24, they set
sail for the continent to the sound
of torpedoes exploding all around.
One of the torpedoes hit the ship im-
mediately behind them, the
Leopoldville, a deep-draft model as
opposed to the shallow-draft ship
carrying Wayne and his fellow band members. 850 men went
down on the Leopoldville, including members of the com-
pany with whom he had trained in Florida. Because of the
tremendous loss of life, the division could not go to the Battle
of the Bulge, so they were sent to the south of France where
there were about 50,000 Germans in the submarine pens near
Saint Nazaire and Lorien. The rest of the war was spent in
France and Germany until the troops were deployed, at which
time the musicians spent the winter in Nice, France, as the
entertainment band for the troops there.

In the spring of 1946, Wayne returned to Boston, took an
audition for the Tanglewood Festival and was accepted. Be-
fore Tanglewood began, he had time to practice and study
with his mother’s former teacher, Walter Macdonald, who
gave him several two-hour lessons, feeding him lunch as
well. Explaining that he had no income at the time, Mr.
Macdonald said not to worry about it: “When you get a job,
you can take care of it then.” Years later, when Wayne had
occupied orchestra positions in San Antonio and Pittsburgh,
he offered to pay him but MacDonald refused. Subsequently
Wayne has always felt the same obligation to help out all of
the hornists with whom he has contact.
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@ IHS News and Reports

Tanglewood in the summer of 1946 was a great place to
be for an orchestral musician: many principal orchestral mu-
sicians of the next several years were there, including trum-
peters “Bud” Herseth, John Ware, Robert Nagel, clarinetist
George Silfies, flutist Bob Willoughby, and hornist Ray Alonge.
In addition to composers such as Peter Mennin and Lukas
Foss, the advanced conducting student was Leonard Bernstein.
That summer the orchestra performed the American premiere
of Britten’s Peter Grimes with Bernstein conducting!

In the fall, when Wayne returned to the New England
Conservatory, he was allowed to enter as a sophomore, al-
though he had not quite finished his first year before being
drafted. Almost immediately, he was invited to be principal
horn in a new orchestra, to be conducted by Arthur Fielder,
which would perform the hour-long Sunday afternoon
broadcast concerts when the Boston Symphony was out of
town. He did this for two years with his NEC colleague,
“Bud” Herseth. In addition, Wayne played in the pit for many
shows that appeared in Boston before being produced on
Broadway. He recalls days during that time when he had
the horn on his lips for 10 hours, yet he managed to find
time to assist hornist Arthur Goldstein with the humorous
Schmutzig method book.

Boston, like any large city, had tremendous perform-
ing opportunities. He returned to Tanglewood for the sum-
mer of 1947, and again in 1949. He began the summer at
Tanglewood in 1949 without prospects for a job. He heard
about a preliminary audition for the San Antonio Symphony
that was to take place in New York. He took that audition
and was asked to travel to San Antonio to play for the con-
ductor, Max Reiter. He won the third horn position but was
there only one season before being called up from inactive
reserve to travel to Korea.

Before traveling to Korea in November of 1950, Wayne
had let the administration in Washington, DC, know that he
was a musician. So, while the rest of his infantry colleagues
went to Korea, he became a member, first of the general en-
tertainment company for about six weeks, and then General
MacArthur’s headquarters band in Tokyo. During this time,
General MacArthur was fired by President Truman, so Wayne
had the opportunity to play for MacArthur’s farewell cer-
emony.

In September of 1951, he was discharged and returned to
his home in Worcester. He was rather frustrated with his loss
of at least a year in the job market, most auditions having
passed in May. He decided to send sixteen “night letters,” for
the price of a telegram, to several orchestras around the coun-
try. He received two responses, from Dallas and Pittsburgh,
both in need of a second horn. Although he would have pre-
ferred something better, he knew it would be best to take what
he could get, so he drove to Pittsburgh for the first of these
auditions, which he won. It turned out to be a very good situ-
ation: during the next three years, Capitol Records had de-
cided to expand into the classical market and contracted with
the Pittsburgh Symphony to be their recording orchestra. This
orchestra made a number of recordings, especially with

William Steinberg, who became the principal conductor in
1952, following Fritz Reiner, who had left in 1948, and a series
of guest conductors. Wayne was in Pittsburgh for three sea-
sons, during the second of which he got a call from Boston to
play principal horn in a summer orchestra that would per-
form the “Pops” series for six to seven weeks in May and June.

Around this time, Wayne had considered studying with
Philip Farkas in Chicago but could not do so because of his
commitments in Boston. In 1953, it was announced that Fritz
Reiner was going to leave the Metropolitan Opera to become
the principal conductor of the Chicago Symphony. Irving
Sarin, principal trumpet in Pittsburgh, suggested to Wayne
that he audition for Reiner, as the orchestra was going to
New York on tour in 1953. Wayne wrote Reiner and while in
New York was able to audition for the conductor who called
off excepts to be performed from memory. After these ex-
cerpts, Reiner put some Strauss parts on the stand, includ-
ing Don Quixote and Sinfonia Domestica. Of course, Reiner
went directly to the excerpt that climbs to the high e", which
Wayne did not produce well. At that point Reiner asked,
“What would you do if Farkas was sick?” Instinctively,
Wayne found the right answer: “I don’t know.” Probably had
he responded in any other way Reiner would have asked
him to do it again. This was only a “bait-casting” audition
and Wayne returned to his routine, including the summer of
1953 in Boston and his third year in Pittsburgh.

In November, Wayne received a letter from Fritz Reiner
in Chicago offering him the third horn position. Of course,
this was a major position and the section included both top
musicians and wonderful people. Philip Farkas concentrated
solely on his job as principal, so the rest of the section had to
take care of their parts. With colleagues Joe Mourek and
Clyde Wedgwood and Farkas’ wonderful sense of humor, it
made for a wonderful situation: “I can’t imagine it being any
better.” Louis Stout and David Krehbiel joined as assistants
during that time. In another stroke of fortune, Wayne was
asked to play in the Chicago Symphony Brass Ensemble,
sponsored by Holton to tour, mostly in the eastern United
States. The ensemble, with Bud Herseth, Renold Schilke,
Frank Crisafulli, and Arnold Jacobs, rehearsed for two days
and then toured for two weeks before the beginning of the
symphony season and another two at the end. After about
three years with the same music, they did not bother to re-
hearse before touring. This ensemble is often cited as highly
influential in establishing the brass quintet as a standard for-
mat for brass chamber music.

Asked about highlights of his career in Chicago,
Barrington mentioned one experience he had with Reiner. In
Roussel’s Bacchus and Arianne, there were some stopped horn
chords, including an F-flat for the third horn. Typically, to see
if he could alarm Wayne, Reiner halted the orchestra and said,
“Barrington, how you finger that F-flat?” Wayne responded,
“Second valve.” Reiner paused a minute, then looked at Farkas
and said, “Farkas, is that right?” Farkas retorted, “As far as I
know.” In another instance, the symphony performed Saint-
Séens’ Organ Symphony with all its third horn solos fora TV
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broadcast performance. Reiner seemed to totally ignore him,
but at the end offered him a “tip of the hat” gesture. Perhaps
the most legendary performance during that era was the Chi-
cago Symphony’s performance on tour in Boston’s Symphony
Hall. The performance was after several cities but the first one
in a major hall with reviewers. On the program was Ein
Heldenleben and during the performance the musicians all be-
came aware that it was going perfectly: a “no-hitter.” The or-
chestra was focused and determined to perform at their best
so the world would know they were a great orchestra. Some-
one even alleged that Reiner was in tears backstage after the
performance but Wayne could not confirm this. He remarked
that he could not imagine Reiner in tears but admitted that
the conductor had a certain twisted sense of humor: Frank
Kaderabek, new third trumpet with the orchestra happened
to pass by Reiner backstage and the conductor asked him how
he liked his job. Kaderabek responded that he loved his job
and thought this was great place to be. Reiner countered,
“Maybe I can do something about that.” Another anecdote
from that era came from a performance of Russian Easter
Overture, with a guest conductor. When it came to the second
trombone solo, Frank Crisafulli was garbed in a long beard
and Russian Orthodox hat.

While in Chicago, Wayne taught at DePaul University
on Fridays and occasionally at home for about six years.
During this time Wayne married and had three daughters.
Tragically, his wife contracted a pulmonary disease that was
terminal. To ease the situation, Wayne looked for a better
climate and contacted the Los Angeles Philharmonic, where
Zubin Mehta hired him as associate principal horn. There
the Barringtons lived in Pacific Palisades. He remembered
one concert from that era when the orchestra was playing a
contemporary work with all sorts of unique sounds includ-
ing the sawing of a board in the percussion. During the con-
cert, the players were told to glance at the percussion sec-
tion: an old violin had replaced the board!

Echoing his experience in Chicago, he joined with Tom
Stevens, Ron Romm, Miles Anderson, and Roger Bobo to
form the Los Angeles Brass Quintet, which quickly achieved
international recognition.

He played in Los Angeles for two years but, when his
wife died, he decided to look for another job. At the time, he
was a widower with three daughters, so he was looking for
something stable. He heard of a position at the University of
Texas where two of his school friends were already on the
faculty: John Hicks, flute, and Richard Blair, oboe. It seemed
an ideal job at the time: they liked Wayne and Wayne liked
them, so he took the job.

From the fall of 1966, Wayne became an important force
in the Texas music scene, a state that was to become nation-
ally recognized for its strong music programs in both the
public schools and universities. For two summer seasons,
1972-73, he also played in the Chautauqua Festival in New
York, with hornists such as Richard Moore of the Met and
Daniel Gingrich, later to become a member of the Chicago
Symphony horn section.

IHS News and Reports @

For several years at UT, Wayne played in the faculty
woodwind quintet, the “Solar Winds,” an ensemble that re-
hearsed four hours a week and performed both on campus
and toured the state and region. He also played principal
horn in the Austin Symphony for twenty-one years (1966-
88), an excellent regional orchestra.

A fellow faculty member, harpist Gayle Horn, and he
became close friends and married in 1967. Gayle is a widely
acknowledged soloist and pedagogue, who was a member
of the famous touring harp ensemble, “Angelaires.” After
they married, their careers were threatened when the issue
of nepotism arose. The administration fortunately realized
how foolish it would be to fire one of them, so granted a
special dispensation to allow both to remain on the faculty,
eventually becoming full professors. The Barringtons also
added two children of their own to the family.

In thirty-four years of teaching, Wayne has had many ex-
cellent students who have won positions in orchestras and
universities all over the world. When asked about his peda-
gogical techniques, he responded that, although he had never
discussed playing or teaching the horn with Philip Farkas,
they shared many concepts and solutions to horn playing prob-
lems. One favorite statement, which may have come from Bud
Herseth, is “Don’t Practice. Perform!” He has a rule in his stu-
dio: the student must play an etude from beginning to end,
without stop, in such a way that applause will ensue. Wayne
also puts a great emphasis on ensemble tuning: “Poor tuning
is like having bad meat in the kitchen: after a while it smells.
If the intonation is bad, lean toward each other.” He believes
that music is a unique profession where competition is put
aside in favor of cooperation: “Someone who plays a
Beethoven Symphony faster than everyone else hasn’t won.”
He is reluctant to change an embouchure: “Changing an em-
bouchure is like having a sex change.” He also encourages
ensemble directors to give chances to younger horn students
when the opportunities arise.

In 1988, Wayne found he had a neuroma, a benign
growth, on the eighth nerve of the inner ear. When the growth
was taken out, the nerve came with it, causing a loss of hear-
ing in the right ear. The operation also caused partial paraly-
sis to the right side of his face, including the muscles around
that side of his embouchure. While he can still play the horn,
he cannot play high any more, so he stopped playing other
than to demonstrate in lessons.

After more than forty years of playing horn at the high-
est echelon and thirty-four years of teaching at the Univer-
sity of Texas, Wayne decided to retire. His retirement plans
include pursuing the publication of horn excerpt books that
he has prepared: the horn parts to Brahms’ orchestral works,
Wagner’s operas (two volumes), Strauss’ tone poems, and
three Strauss operas. He also has a project in mind that will
encourage chamber music at the state level in Texas. An in-
defatigable worker, it is unlikely that he will ever “retire” in
the traditional sense. We wish him and his family the very

best for years to come! @
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Postcards From Kalamazoo
IHS 2001

Performers and Performances

Esa Tapani
(photo: John Burch)

) Rick Seraphinoff and Ab Koster pass the
: Zempléni time during the Adagio in Mozart's
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g | ]| J I
Bu;c‘(\\ “How about some 19"-century vocalises?
All right!!"” (photo: John Burch)

g & oG Rolbert
?ﬂ""' Merd (Photo: Heathe, peptyﬁt)
This busy week provided yet another illustration of the great progress
made by hornists since the IHS was formed. An increasing number of per- PLACE
formers played many types of music at remarkable skill levels: hand horns STAMP
on classics, student ensembles, professors ensembles, a great variety of cham- HERE
ber works several of which were premiered, well-known soloists and en-

sembles. Hoping not to offend by omission, I list some of those who made the
greatest impression on me: The natural horn recitals, especially Mozart's
Musical Joke, played by Ab Koster and R. Seraphinoff, who played cards and
had drinks served while the accompanying string quartet performed the
Adagio. Jeffrey Snedeker demonstrated a transitional 19"-century style on a
two-valve horn. Jamie Sommerville produced a lovely traditional horn sound,
as did others, including the Liege Horn Quartet and Farkas Competition fi-
nalist Ryan Gruber. Randy Gardner lectured on “Achieving Peak Perfor-
mance” by applying sports psychology. The Boston Brass was skilled and
polished, and had a highly animated tuba player, but I felt their pumping of
this sophisticated audience for additional applause was in poor taste. Arkady
Shilkloper has enormous talent and rock-star stage presence, and played
alphorn jazz. Szabolcs Zempléni demonstrated amazing virtuosity and vari-
ety, although he is only 20 years old. At the outdoor alphorns performance
while I sat with my first horn teacher, retired Professor Louis Stout, several of
his former students and colleagues stopped by to tell him how much they
loved him. Challenging new music was played well, much written by Eric
Ewazen, composer-in-residence, who provided explanations of this new lan-
guage. Host Johnny Pherigo did an admirable job of obtaining so many won-
derful performers and squeezing this crowd of about 600 into his attractive
music facility, but the dormitories could use new paint and carpets.

Donald Baruett, /sbevitle, NE
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Soren Hermansson: Lam...are You?
(photo: John Burch)

Donna Dol

Karl Pituch performing “Les Adieux” by Curtis Curtis-Smith = i i
(photo: John Burch) The Host with the most!
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Horn Groups

Conservatoire Supérieur de Lyon Horn Ensemble (Michel Garcin-
Marrou, director) in the Dunbar/Friedmann Amphitheater

Doug Campbell directs a
massed choir
(photo: Heather Pettit)

= | #%
Hill's Angels (University of Wisconsin-Madison) Randy Gardner directs the Cincinnati College-
at the Bronco Mall Conservatory of Music Horn Choir
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Lectures & Masterclasses

When I started attending ITHS Symposia
over twenty years ago, even the major guest
artists performed standard repertoire pieces.
It often seemed like a week-long contest over
who could play the best Mozart or Strauss
concerto. What impressed me most about this
Symposium was the amount of new and un-
usual repertoire presented, and the coura-
geousness exhibited by the featured artists,
who presented pieces which really pushed
the boundaries of what it's possible to do on
the horn. This kept the week interesting and
exciting for me, and helped me stay enthusi-
astic to the end!

Cyuthia Carr

Aasaciate Professan of Wlasie

z{; %4@1
Contributing rFntist at this Sympasicm

David Jolley masterclass:
Andrds Szabd plays Strauss 2

Sybille Mahni masterclass
(photo: Heather Pettit)

Tom Hiebert

| amiﬁ aoﬂ Hea David Krehbiel masfercl-ass

(photo: Heather Pettit)
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Exhibitors

Swiss Carbon Alphorn: You can take it
anywhere! (photo: John Burch)

Leigh Martinet ‘f " e
Baltimore Horn Club "t to buy a Tuben (Photoi-fo
Publications .

. ] (photo: john A Moosewood mouthpiece can make any horn
IVASI, with Till on the screen... (photo: Jim Freund) sound good(?)

(photo: John Burch)
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Atmosphere

g
P

Geoffrey Simon, John Clark, and Arkady
Shilkloper: Tico Tico Rehearsal

Jeff Nelson (Canadian Brass) with fans

Takin’ a Break
(photo: Heather Pettit)

Heidi Vogel and Heather Pettif run the
IHS booth

President Virginia Thompson and Bob
Osmun share a moment

iy ! . bt

Does this constitute “Critical Mass”? (photo: Heather Pettit) Students of Louis Stout gather
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The Banquet

Host Johnny Pherigo (far
left) enjoys a moment of
rest with his daughter
(far right) and President
Virginia Thompson,
Secretary Nancy Jordan
Fako, and AC members
Marilyn Bone Kloss and
Ab Koster.

Michael Hatfield, the

vision of class W‘” of

Eric Ewazen and Michelle
Stebleton discuss their
performance of his Sonata (or

perhaps something else)

A

I N i - = |
T I 1 e B\ el '
SRRl i Y ¢ S\ ] i) Arkady Shilkloper and John Clark (what are
Paul Austin and Cynthia Carr discuss a finer point Doug Hill and Kristin Thelander they talking about?)
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Treat yourself to an

riginal ’ e
‘Enge[E ert Schmid Horn v‘i{' F i{\

@ 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 quicKer 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!

Englebert 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

Phone: ++49-(0)8266-1579 - Fax: ++49-(0)8266-1874
E-Mail: Engelbert-Schmid-Horns@t-online.de
Website: www.french-horn.com/schmid

Contact Osmun Brass for frying and purchasing, but please go on
confacting Engelbert Schmid directly for any advice and information.

M. JIRACEK & SYNOVE

Maker handcrafted brass instruments

DouBLE HORNS
~ SINGLE HORNS
DEescant HORNS
NaTuraL HORNS
VIENNA HORNS
Repalr WORK

L
M. Jiraéek & sons
Zahradni 340, 683 53 Saratice, the CZECH REPUBLIC, Tel/Fax: +420/5/44 22 40 16, email: jiracek@mbox.vol.cz, http:/www.volweb.cz/jiracek
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Boston UtS Records

announces this new release
BR1047CD

In the Twilight

Annette Betanski
James Sommerville
Rena Sharon

James Sommerville,
Principal Horn of the
Boston Symphony Orchestra,
prize-winner at the Munich and
Toulon competitions,
and solo recording artist,
with pianist Rena Sharon and
award-winning
soprano Annette Belanski,
performing familiar
masterpieces and
hidden gems.

Music by Schubert,
Massenet, Strauss,
Arnold Cooke
and others.

CD available via retail stores,
mail order or internet from
Boston Records.

Visit us at our web site for information about this and other unique
classical CDs in our repertoire.

Boston UtS Records

Information and Order Form: CDs Selections - U.S. $16.00 each
Mail to: Title: Unit Price
Name
Address
City State Zip
For more information Plus Shipping & Handling in USA($2.50 each) $
TOTAL due in U.S.Dollars: $

For recordings, use this order form or order securely on-line. Send check or credit card numbers to: Boston Records / W.ayne Rapier
80 Island Creek Road; Duxbury, MA 02332; Phone: (781) 934-6840; FAX: (781) 934-9017
e-mail: bosrecs@idt.net Web site: www.bostonrecords.com
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HORN
MOUTHPIECES

WIND MUSIC PUBLICATIONS

An Orchestra Musician's Odyssey. A View from the Rear—by Milan Yancich ....... $28.00

The Art of Brass Playing—by Philip Farkas ... $15.00
A Practical Guide to French Horn Playing—by Milan Yancich ...............c....cc.cee. $20.00
Method for French Horn—Volume | and Volume lI—by Milan Yancich .......... each $ 5.00
The Art of Musicianship—by Philip Farkas .........cccvoiineeeeees $10.00
Grand Theoretical and Practical Method for the Valve Horn—

by JOSEPh SChantl ........cccccoviiiriiiirectcrctent e $15.00
Etudes for Modern Valve Horn—by Felix de Grave...........cccocveeieeciiiircniceeniiennen $15.00
KNG HOMNMESCRULIE ...ttt seece e see s an e reseeseesne e o $15.00
Thirty Etudes for Horn—by A. CugnOot ........ccccceieeincrr et $ 5.00
J.S. Bach Six Suites for Violoncello—

Arranged for Horn by Milan Yancich ..........ccococmininnncnrceeceneseeee $20.00
An Hlustrated Advance Method for French Horn Playing—

by William C. Robinson—Edited by Phifip Farkas .........c.cccccoveeiiiiiincnnnnnn. $ 4.00
A Photo Study of 40 Virtuoso Horn Players' Embouchures—

by PhIlip FArKas ..........coccovieiiiiiiiniirieeereeesessesssesessesseesesssssssssasessessssenanes $10.00
90 Etudes for Horn—Complete Kopprasch .........cvvvvereeerennreevncencniresceeesccrenenens $15.00

Four Mozart Horn Concertos with Simplified Piano Accompaniment—

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

Arranged and Edited by Milan Yancich ... $15.00
Grand Duets for Horns—by J. BIancC ... errcrneenree e $10.00
Thirty Duets for Horns—by J.J. KENN .........cocoiiiiimiii et e $ 5.00
Six Duets for Two Horns—by H. KOhIET .........cccecviiriinninriieeren s $ 2.00
8 Artistic Brass Sextets—by Philip Paimer—

Edited by Philip Farkas ..ot $ 9.00
Three Trios for Piano Horn and Bassoon/Oboe/Clarinet—by H. Molbe ................. $10.00
The “Complete First Clarinet Parts to Johannes Brahms’

Major Orchestral WOrKS” ........c.cooeioierirerirerenccrecenee e s rrer e senere e e sienee s ns $15.00

The “Complete First Horn Parts to Johannes Brahms’

Major Orchestral WOrks” ..........oocecoiiiieiioeniiinenine et $15.00
The “Complete First Horn Parts to Peter I. Tchaikowsky's

Major Orchestral WOTKS” ..........ccvvvereeceeeerereecirrseseesrnee e s e snessae e tasssessnssnenens $15.00
The “Complete First Horn Parts to Richard Strauss’ Tone Poems”..........c.ccevueenee $15.00
The “Complete First Horn Parts to Mahler's Symphonies 1-6” ..........cccccoeecieeenee. $15.00

A Practical Guide to French Horn Playing Sound Recording

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

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

Milan Yancich, FrenCh HOM ......vvoi ettt cereertses e s e e s essenees $18.00

WIND MUSIC » INC.

MY-15 — MY-13 — MY-9

$35.00

974 Berkshire Road N.E.
Atlanta, Georgia 30324
Telephone: (404) 874-7662
Website: windmusicyancich.com
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.

PRICES SUBJECT
TO CHANGE
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Part 1: The Vision

heir repertoire is severely limited, but unsurpassed

for sheer quality. They are the sonic embodiment of

Valhalla, and attempts to describe their sound have
always been fulsome: “solemn, dignified, and heroic,”* “dark
and richly mellow,”? “very noble,” “a totally unique, ex-
alted, ceremonial character,”* “full and smooth,” “a new
brass timbre—something on the dark and smoky side,”*
“holy and sovereign,”7 “a profound strength,”® “rich, round,
solemn,” “a grave majesty,”’® “very deep and sonorous,”
“characteristic tone that is more potent and somber than that
of the horn,”'? “a stately power and hallowed grandeur,”?
“strange and individual, impossible to describe, and not to
be forgotten, once heard.”™* Yet Wagner tubas have always
presented a puzzle, both to prospective composers, and to
the players themselves. The former disagreed so widely on
how to notate for the instruments that the resultant confu-
sion of transpositions still confounds novice tubists today.
And the hybrid construction that produces a majestic sound
in the hands of a skilled quartet also guarantees that less
expert attempts end in intonational disaster.

Confusion is inherent in their very name. In German
alone, they have been known variously as Tuben, Wagner-
Tuben, Ring-Tuben, Nibelungen-Tuben, Rheingold-Tuben,
Siegfried-Tuben, Bayreuth-Tuben, Tenor-Tuben and Bass-Tuben,
B-Tuben and F-Tuben, Horn-Tuben, and Waldhorn-Tuben.’s His-
torical and technical treatments of the instrument are often
sketchy, hazy affairs. “There is a great deal of misinforma-
tion about these unusual instruments,”* wrote Nicholas
Bessaraboff. Hans Kunitz put it even more bluntly: “Litera-
ture about the Wagner tuba consists mainly of assertions ei-
ther dubious or erroneous.””” A good argument exists then
for an extensive treatment, and such long and tangled sto-
ries are best begun at the beginning.

They were conceived in the summer of 1853, a gleam in
the fertile imagination of Richard Wagner, in Zurich exile af-
ter his participation in the Dresden uprising of the Revolu-
tion of 1848. In 1852, Wagner had met Mathilde Wesendonck,
who would function as his muse for the next decade, and he
was finishing the text of his next operatic project, the libretto
called Siegfrieds Tod. Just over a year later, Wagner was pre-
paring to sketch out musical ideas for the first part of Das
Rheingold. On a journey from Chur to St. Moritz, he traveled
through the Julier Pass on July 16, 1853. The pass is approached
on the north side from the Oberhalbstein-Tal, a deep gorge
carved out of rock by the swiftly flowing Oberhalbsteiner
Rhein. Once above the gorge, a Baedeker Guide of the time de-
scribes “a very rewarding route through gloriously pictur-
esque landscape, which opens on a superb view of the pass.”®

The Julier Pass climbs to 2,284 meters (c. 7,493 feet), and is
marked at its apex by two stone columns. These bear no in-
scriptions, but are thought to be Roman relics. Baedeker of-
fered another explanation: “Others regard the columns to be
of Celtic origin, the remnants of a place of sacrifice dedi-
cated to the sun god Jul.”” Here Wagner, after a self-de-
scribed “wild excursion”® to the top of the pass and a view
of the vast panorama, first grasped a tangible sense of the
isolation of the Norse gods from mortal concerns—a feeling
he later recounted as “the exalted impression of the sanctity
of solitude, and the almost violent serenity of the stillness.”*
Here he first conceived his music for Valhalla.2

With Das Rheingold, Wagner radically changed his
method of composition. His earlier works began with what
Edgar Istel referred to as “wild, confusedly-written musical
notation of single themes and motifs...From these predomi-
nantly one-staved, purely melodic, and unrelated first
scribbles which only served to jar the memory, he developed
the first so-called compositional sketch.”? But now Wagner
took a leap of imagination, melding his usual opening phases,
the drafts of composition sketches and the orchestral
sketches, into a single step. As Wagner put it, Das Rheingold
“forced me into an entirely new way of sketching, whereby
the first quick pencil outline was immediately transformed
into full score.”* Otto Strobel described Wagner’s “new com-
positional method,”

which he followed in the balance of the music of Rheingold
as well as the entire music of Walkiire. The score was generated
directly from a cursory pencil sketch. The compositional drafts
of the two works differ greatly from all others by Wagner, in that
they contain myriad specifics of instrumentation, and so offer a
chance to verify to what extent Wagner already imagined the
individual instruments at the stage of the first written draft.”

The first contiguous pencil sketches for the Rheingold
music were begun on November 1, 1853. Wagner wrote Franz
Liszt:

Friend! I am in a state of wonder! A new world lies open
before me. The vast scene in Rheingold is finished: I see riches
before me thatI never dreamed possible. My powers I now see as
boundless: inside me everything simmers and is made music.%

At the point where the E-flat world of the Rhine Maid-
ens is left for that of the gods in Valhalla, Wagner noted his
planned progression of leitmotifs: “(Valhalla: D-flat major)?”
Love Curse—then: World Legacy—finally Valhalla.”? The
first notation of the Vathalla motif (see E xample 1) was writ-
ten whole on two staves, without corrections. It was scored
for “trombones, dolce.”?
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Example 1: Das Rheingold: sketch of opening of Scene 2, the Valhalla motif at bottom
left [Richard-Wagner-Museum, Haus Wahnfried, Bayreuth: Alll a 1]

finally running out altogether. On the next afternoon
he did not appear, nor on the second nor third day af-
terwards. Finally he came in, quiet and unnoticed, sat
down at the grand piano, and played the splendid mo-
tif exactly as before. “Well?' 1 asked. ‘Yes, yes! You were
right, I cannot make it better!"®

Rather than altering the motif, he altered the
instrumentation—and in the process introduced a
new element into the orchestra. In the orchestral
draft begun the following February, Wagner re-
placed the instrumentation marking to Tuben (see
Example 2).*!

In the Norse sagas that were the source of
Wagner’s Ring, the horn was a hugely important
symbol. Horns appeared on helmets, were used
as drinking vessels (the Valkyries served horns
of beer and mead to fallen warriors in Valhalla),
and of course as signal instruments. Heimdall, the
Norse god of light and guardian of the rainbow
bridge of the gods, was always depicted with his
Giallar Horn. The 19*-century Wagnerian theo-

Wagner was somehow dissatisfied with the passage as  rist Friedrich von Hausegger placed the horn even more in-
it stood. Mathilde Wesendonck recalled one of the  timately at the root of Norse beliefs.

composer’s habitual twilight visits.

Among the manifestations of the heavens that are present

At times it occurred that a thing did not please him, and in Wotan [Odin], the moon (his forfeited eye)* is second only
he sought another method of expression. Such was the case to the sun in importance. The moon also has a manifestation
with the construction of the Valhalla motif. I told him ‘Master, in sound, which has its roots in the similarities of its form (as
it is good!” He countered: ‘No, no, it has to be better yet.” He crescent) with that of a horn. The fabled Giallar Horn is pos-
paced impatiently awhile, back and forth in the salon, before sessed by Heimdall, the “Giallar Sounder” and “Keeper of

o Herjan’s Resounding Hom.” The sound of this horn is
so powerful that it can be heard throughout all worlds
: when Heimdall blows into it; particularly when
[ Heimdall raises himself and blows the Giallar Horn
= with all his strength, awakening the gods before the
ot l ) > great battle against the giants and monsters that pre-
7 — cedes the destruction of the world...
{ e = The Giallar Horn is kept under the holy tree, the
G5 U ax = , Y World Ash Yggdrasil, and the eye that Odin pledged is
e associated with Mimir’s spring which lies at the foot of
Vet Al N the World Ash. The “Volo-spa”® relates:
v : — — = = =
Know you that Heimdall’s horn is hidden
o~ P -~ —=) iy — =

Example 2: Das Rheingold: scene 2, opening. Detail of page 44 of Wagner's first
pencil score (produced February 1 to May 28, 1854), which calls for 2 Tenor Tubas in
E-flat, and Bass and Baritone Tubas in B-flat [The Scheide Library, Princeton, N. |,
Ms. 133; reproduced by the kind permission of William H. Scheide]

Under the sky tall, holy tree;
A stream pours out, a strong waterfall
From Valfather’s pledge; know you, what this means?

The stream that falls from Valfather’s (Odin’s)
pledge is plainly the sonorous tone that pours from the
horn (the forfeited eye, the moon) when it announces
the coming of the Last Day. Only a very powerful im-
pression would invoke such a vivid analogy, and we
should not underestimate the conception our ancestors
held of the horn and its power.*

Hermann Matzke and Hans Kunitz reasoned
that an ancient bronze age Nordic horn, known
today as the lur,® was the particular instrument
that Wagner would have naturally associated with
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Norse myth.* Extant examples of the lur date back to well
before 1000 BC: a semi-circular or S-shaped cast bronze horn
whose length of two to three meters was evenly conical from
mouthpiece to bell, to which was often affixed an ornate
metal plate (perhaps a stylized representation of the sun).”
The fixed mouthpiece was sometimes funnel-shaped, and
remarkably like the modern horn mouthpiece. Examples
excavated around the Baltic (Denmark, southern Sweden and
Norway, northeastern Germany, and Latvia) are usually
found in pairs of the same key, which has led to the assump-
tion that they were also blown in pairs.*® Extant art works
usually depict them being blown with the bell upright.*” How
they were employed is a matter of speculation, but it has
been ventured that the lur was blown in times of exultation,
such as “the celebration of the tribe in homage to their chief,
a feeling of the numinous during worship or sacrifice, or
even the feeling of fear before the enemy.”*’ The first and
largest find in 1797 had brought the lur to the notice of the
modern world. Seven further discoveries were made before
the mid-19" century (and Wagner’s musical occupation with
Norse texts).*! An astonished observer recorded in 1843, “sev-
eral lures are so well preserved that they may still be
blown...”# The sound modern players achieve on them is
natural horn-like, but deeper and wilder, what Karl Geiringer
called “noble and solemn sounds,”* and was elsewhere de-
scribed as “something between a horn and a tenor trom-
bone”* with “the loudest and most pleasing tone possible.”*
Maurice Faulkner questioned, “Did Richard Wagner have
the lur in mind when he designed the ‘Wagner-tuba,” a cross
between the sound of the French horn and the trombone, to
portray the prehistoric mood of ‘The Ring of the Nibelungen’
for his Nordic saga?”* It is not only possible, but logical.
The first lur found in Germany was at Garlstedt in Lower
Saxony about 1830. The Danish archaeologist C. J. Thomsen
first dated and named the instruments in 1836, and by the
latter half of the century the lur had graduated to inclusion
in general histories of music.* Wagner’s work as an opera
conductor had included residences on the Baltic in
Konigsberg and Riga in the 1830s.*" His appetite for knowl-
edge of Norse culture was great, and his collection of Nor-
dic literature was extensive.”

Tewo of the lurs discovered
in Brudevaelte, Zealand,
in 1797
[National Museum of
Denmark, Copenhagen:
nos. 8114, 8115/

Greetings From Heaven, or Demonic Noise? ‘()>

Cross-section of a Lur Mouthpiece from
Brudevaelte from the collection of the
National Museum of Denmark, Copenhagen
[after Angul Hammerich, “Studien iiber die
altnordischen Luren im Nationalmuseum zu
Kopenhagen,” Vierteljahrsschrift fiir
Musikwissenschaft 10, (1894): 10]

The sound Wagner wanted was
visionary. [t was also to be functional. It has often been rightly
pointed out that his goal in creating what would come to be
known as Wagner tubas was to bridge the gap in timbre be-
tween horns and trombones.” Wagner’s apprentice
Engelbert Humperdinck confirmed that “their tone color was
related to the horns, but stronger and better suited to com-
bining with the chorus of trombones and trumpets.”** When
not used solistically, horns often serve as a sound thickener,
a roux that binds and blends disparate sounds of winds and
strings.™ The more robust, direct Wagner tuba was meant to
do the same for the brass section. As put by Richard
Hofmann, “These tubas were created for a purpose, that of
achieving a better blend and completion of the tone color of
the brass instruments.”**

Another intention of the composer is cited less often. His
embrace of the new bass tuba (termed “contrabass tuba” by
Wagner) left a decided gap between it and the other conical
instruments, the horns. Into this gap he inserted the Wagner
tubas: a tuba shape built on a smaller scale, yet retaining
what Curt Sachs called “the considerable length of the horn
tubing, and the horn mouthpiece, so that the sound color
was made darker and more direct, without losing its nobil-
ity.”®® The conical instruments could then function as an
autonomous choir in much the same way as the cylindrical
choirs of trumpets (with bass trumpet, played on a trom-
bone mouthpiece) and trombones (with bass trombone),*
or that of the woodwinds. Alfred Lorenz christened this ap-
proach “the group principle,” and found it yet another or-
chestral innovation unique to the Ring.”

Something akin to the sound that Wagner imagined al-
ready existed across Europe. The phenomenal development
of brass instruments throughout the 19" century had coin-
cided with a rise in militarism. The European powers, par-
ticularly Prussia, France, and Austria, found wind bands an
excellent figurehead to advertise their military prowess.
“There was a need for simple, reliable instruments which
could be quickly mastered by enlisted or conscripted and
for the most partilliterate soldiers.”*® The invention of work-
ing valve prototypes by Heinrich Stolzel in 1814 and Friedrich
Blithmel two years later® (and subsequent solutions and
refinements) would result in a large number of new three-
octave valved instruments, with nice wide intervals between
harmonics, to fit the bill. Military bands that employed them
prospered (in 1884, eleven European nations accounted for
1,389 bands)® and enjoyed great prestige. Austria may have
lost the war against Prussia disastrously in 1866 (and France
would undergo a similar experience in 1870/71), but the band
of the 73 Austrian Infantry Regiment and that of the Pari-

August 2001 / The Homn Call 51



4O Greetings From Heaven, or Demonic Noise?

sian Guard bolstered national pride by sharing premier place
with Prussia at the military band competition at the Paris
Exhibition of 1867.

In 1835, Wilhelm Friedrich Wieprecht® and Johann
Gottfried Moritz*® created the first practical bass tuba. Theirs
was a complementary partnership. Wieprecht was a Prus-
sian military Kapellmeister: he knew what was needed.
Moritz was the head of a Berlin instrument firm which dated
from 1798: he knew how to build it. The tuba they invented
preceded the myriad family of bugle horns (some of which
still exist today—cornet, fluegelhorn, alto horn, baritone, and
euphonium). Wieprecht became director of Prussian mili-
tary music, and completely reorganized the instrumentation
of military bands throughout the kingdom. The bands flour-
ished; a source in 1905 put the number of military musicians
in the German Empire at over 17,000.%

Moritz handed over a prosperous business to his son
Carl Wilhelm,*® by whose initials the company would hence-
forth be known. The company produced a tenor tuba in 1838
and a B-flat cornet in 1841. Carl Wilhelm died in 1855, and
his sons divided the duties when they came into their ma-
jorities: Wilhelm® directed the finances, and Johann Carl
Albert” took care of making the instruments. The arrange-
ment was propitious. In 1862, the firm was accorded the title
Court Instrument Maker. Expansion brought band instru-
ment workshops in Russia, Spain, the USA, the Cape Colony,
Indonesia, and Hawaii (and the award of knighthood from
King Kalakaua).” In 1866, Moritz was contracted by Wagner
to furnish the Tiba (Alpenhorn) for Tristan und Isolde. Wagner
also charged Moritz with constructing the bass trumpet and
bass trombone prior to the Munich performances of Das
Rheingold and Die Walkiire in 1869 and 1870.

In 1843, Kapellmeister F. Sommer of Weimar developed
the Euphonion (also called the Euphonium, and later the
Baritone Horn—his preferred designation Sommerophone
not having caught on). As the sound of such instruments
recalled both trombone and horn, both types of players were
called upon to play them, the Allgemeine musikalische Zeitung
reporting in 1837, “Among the performers we heard the
hornist Schunke from Berlin on the Tenor Horn, which dis-
played dexterity and a pleasant tone.”® Soon they were be-
ing made expressly for military hornists, who benefited from
their increased volume in outdoor acoustics.”” In the Prus-
sian-administered Rhenish provinces to the west of Germany,
a solution called the “Deutsches Horn” was made by Co-
logne instrument maker L. A. Schroder. As far away as
Vienna, the press commented, “In its wide range of more
than four octaves, the tone color is like the horn in the upper
register, and like a tenor trombone in the lower.””" A local
reviewer noted,

Though other instrument makers, particularly Mr. Sax in
Paris, have managed to avoid the typical faults in their newly-
constructed horns, they have not succeeded in producing a
more effortless and louder tone without sacrificing the special
quality of horn sound. This is something Herr Schréder has
managed with complete success in his newly-devised

‘Deutsches Horn'...These horns have already been introduced
into diverse military music corps within the Rhine province
and Westphalia, and have firmly proven their efficacy in solo
works as well as ensemble play. Herr Schroder has had nu-
merous orders for his newly-invented horn...”

In 1842, the Belgian Adolphe Sax arrived in Paris and
set up shop.” The next year saw him secure patents for his
“Saxhorns.” His competitors, including Besson, Gautrot,
Halary, and Raoux (as well as Wieprecht/Moritz in Berlin
and Pelitti in Milan), claimed with some justification that
they had already developed the instruments that earned Sax
the patents, but the courts ruled for Sax.”* By 1855, he of-
fered a matched family of instruments, from the piccolo range
(petit Saxhorn
suraigu in B-flat) to
contrabass (Sax-
bourdon in E-flat).
Sax was undoubt-
edly a talented engi-
neer (he had de-
signed and built a
new B-flat clarinet at
the age of twelve),”
but was equally
gifted as a salesman.
Berlioz was his first
and greatest admirer,
and many more
composers wrote for
his instruments, in-
cluding Donizetti,
Gounod, Halévy,
Meyerbeer, Saint-
Saéns, and Ambroise
Thomas. Yet it was
Sax’s wholesale suc-
cess with French
military contracts
that gave his instruments their greatest boost—in 1854, he
became official supplier to the Imperial military, a year that
saw Napoleon III order the complete reorganization of mili-
tary music. By 1880, Sax was producing over 40,000 instru-
ments a year.” However, the court battles took their toll; Sax
died impoverished in Paris in 1894.”7 A biographer wrote:
“With the removal of the plaintiff, the last of the lawsuits in
which he had been involved for a half a century was con-
cluded. All his life he had desired fame and peace. In attain-
ing the first he had forfeited the second.””

At mid-19" century, the Austro-Hungarian Empire
boasted a military band for every one of its regiments: 102
infantry, 41 cavalry, 36 Jiigerbatallions, 17 border regiments, 5
artillery, and 4 Tyrolean Kaiserjiger.” According to the stric-
tures laid down by Army Kapellmeister Leonhardt, each of
these formations was required to include four horns.® A Ger-
man musical journalist described the first time he heard a
Tyrolean Kaiserjiger band: “I had never before heard such

Adolphe Sax in 1841, lithograph by Baugniet
[Collection Koninklijk Conservatorium
Brussel/Conservatoire Royale de Bruxelles:
Ieono F I113]
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volume and strength, such pure and expressive tone, such
collective agreement about character and gradation of brass
instrument sound.”® The composers Julius Fucik, Joseph
Gungl, Emil Nikolaus von Reznicek, and Franz Lehar all
began their careers in front of a military band, and Eduard
Hanslick enthused, “The peaceful conquests that our army
makes with the clarinet instead of the bayonette are not to
be underestimated.”® The march of the 60" Regiment, the
Radetzky Victory March by F. W. Swoboda (with new or-
chestral garb courtesy of Johann StraufS Sr.), became the
Empire’s second, unofficial, national anthem.

Austria’s largest supplier of brass instruments was lo-
cated in Koniggrétz in Bohemia, where Vaclav Frantisek
Cerveny® opened his firm in 1842. Two years later, he built
the “Cornon.” Though like a small tuba in shape, the Cornon
was played with a horn-like funnel mouthpiece (and, neces-
sarily, a horn-like leadpipe). The sound was praised as “big
and supple.”® The instruments were used in Austrian mili-
tary bands as horn replacements (the tenor Cornon in B-flat,
in an oval shape and with rotary valves, bears a remarkable
resemblance to a tenor Wagner tuba): “With the Cornon, a
prototypical outdoor instrument was created, because the
normal narrow-bored and slow articulating horns in round
form were too weak in tone for military bands, and their
form was very uncomfortable for the cavalry.”® Cerveny also
built a family of bugle horns in various sizes, keys, and
shapes. At the Munich Exhibition in 1854, he won top hon-
ors over fifty-two competitors from the German states and
the Austro-Hungarian Empire. Helped by his sons Jaroslav
and Stanislav, Cerveny opened workshops in Kiev and New
York, and later in Spain and Switzerland. His profits would
eventually surpass those of his next two competitors com-
bined (Bohland & Fuchs, and Hiittl, both of Graslitz).? Kai-
ser Franz Josef I acknowledged Cerveny’s importance by
making a state visit to the factory in Koniggrétz on June 9,
1880. During an exhaustive tour of the facility (draped in
blue and yellow bunting for the great occasion), the Kaiser
took special note of Cerveny’s horn in F with elaborately
decorative braces.”

At the door of the establishment Herr V. E Cerveny, joined
by his sons, spoke of the unforgettable honor that had been
accorded both the firm and Bohemian industry in general. He
offered the benevolent sovereign his humblest and warmest
thanks, at which His Majesty graciously deigned to answer: “1
am pleased that you have such a beautiful and imposing busi-
ness, I am quite satisfied, and thank you.” At the end of the
Kaiser’s words, a hymn still echoed from inside the building
as the band of the Opocno fire brigade began to play lustily
from their outdoor stand. However, the vast crowd which had
waited patiently in front of the factory for the Monarch to ap-
pear, easily drowned out the bandsmen with their thunder-
ous, persistent chorus of “God Bless the Kaiser!”%

There are various theories as to exactly which military
instrument inspired Wagner. It is known that Wagner vis-
ited Sax’s establishment, and was favorably impressed by
the technical resources on view.® A sketch for the Rheingold
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title page (written on the back of a scrapped page from the
full score of the first scene) reveals a list of instruments that
includes “4 Saxhorns—bass (B-flat), baritone (B-flat), tenor
(E-flat), alto (B-flat).”*® But Wagner's extensive travels across
Europe had exposed him to a number of similar instru-
ments.” In the orchestral draft begun in February 1854, the
quartet of tubas was divided into two tenors in E-flat, one
baritone in B-flat, and one bass in B-flat.®> According to con-
ductor Ferdinand Loéwe, “While working on Der Ring der
Nibelungen Wagner was staying in Venice (which at the time
was still under Austrian Rule), and he often heard the Aus-
trian military bands play on the Plaza San Marco. They in-
variably included some sort of tenor-baritone tuba instru-
ment, whose singular sound made such a strong impression
on Wagner that he took up this type of instrument for his
own orchestra.”*® But as Christian Ahrens wrote, “The ques-
tion of whether he was more influenced by Cerveny’s
‘Cornon’ or Schroder's ‘Deutsches Horn' is of secondary im-
portance.”® More significant is what would eventually
evolve into the Wagner tuba undoubtedly began as a mili-
tary band horn-substitute, though Wagner would require
considerable technical assistance to convert them to his

~ needs. He spent the summer of 1862 in Biebrich am Rhein

working on Die Meistersinger, and while he was there trav-
eled repeatedly to Mainz to confer with his publisher Schott.”
It has been attested that Wagner also visited the shop of
Gebriider Alexander while he was in Mainz. As related by
Wilhelm Altenburg four decades afterwards, Wagner

found that the radiant, joyful tone of the horns (whose
lower register was not as he wished) was not the right sound
for the desired atmosphere. The baritones and tenor horns were
too thick in tone and not supple enough for his dramatic pur-
poses. According to Herr Alexander, Wagner once expressed
himself in such fashion during his summer stay in Biebrich
am Rhein (where he began the composition of Meistersinger)
in 1862. He came repeatedly to Mainz to negotiate publishing
matters with the firm B. Schott & Séhne, and also often ap-
peared in the then small and humble workshop of Gebriider
Alexander (father and uncle of the present proprietor Herr
[Franz] Anton Alexander), in order to hear various instruments
that might serve as horn surrogates, to be played alternately
with the horns. Diverse experiments were made to find a means
of producing the desired tone color.?

The Alexander family can be traced back to 1663 in Se-
dan in northeastern France. They were most likely of Hu-
guenot abstraction, as the 1685 revocation of the Edict of
Nantes, the guarantor of Protestant civil rights, led to the
family moving over the border to Germany. Franz Ambros
Alexander” was resident in Mainz in 1782, when he peti-
tioned for and received the right to make wind instruments.
His youngest son, Kaspar Anton,*® ran the business until his
deathin 1872. He and his two sons, Georg Philipp” and Franz
Anton,' would have been present for Wagner’s visits in
1862. That Wagner and Alexander made no immediate
progress in realizing the wished-for tenor and bass tubas at
that time is understandable: Alexander’s renown and exper-
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tise up to that time was in the manufacturing of woodwinds,
especially clarinets. It was with the death of Philipp Alexander
(Kaspar Anton’s brother) in 1864 that Georg Philipp began
sharing managerial decisions with his father, which included
sending Franz Anton to Saxony, Vienna, and Prague to learn
the techniques of brass instrument manufacture. After Franz
Anton’s return to Mainz, Alexander’s excellent reputation for
brass, and horns in particular, grew quickly.

For the excerpts from the Ring that were played in con-
cert during the 1860s, band instruments were typically em-
ployed for what Wagner now called his tenor and bass tuba
quartet. In 1862, Wendelin Weiflheimer was assigned the dif-
ficult task of finding four such players for a performance of
sections of Das Rheingold. As it seemed hopeless, he “tact-
fully inquired of Wagner whether he might not want to reor-
chestrate the parts of the more exotic instruments in the score,
solely for concert use.”?? The well-meant suggestion elic-
ited a testy response from the composer.

Dear Wendelin,

What are you thinking of, that there should be changes in
the instrumentation of Rheingold? Certainly not! Everything
stays just as it is; [ have found the tubas everywhere—espe-
cially in Vienna—with the military, though to be sure under
different names. Leave well enough alone!'®

Despite his assurances, adequate players (or budgets for
them) were apparently not always to be had. Wagner even-
tually wrote Weiffheimer that concert realities were “turn-
ing the final scene of Rheingold into a horrible lot of work. If
I only had the score: I have to rearrange the harps [originally
six] for four, and much the same for the exfra brass instru-
ments.”'® WeiBheimer dutifully returned the score via ex-
press mail, but could not resist an aside: “As far as the extra
brass instruments, he [Wagner] was forced to do what I had
suggested long before, at which he had come close to being
extremely angry—he had to rearrange the parts.”’** Some-
times things went more smoothly. Wagner wrote to Heinrich
Porges about a Prague concert in September 1863: “We need
four supplementary horns for the Nibelung pieces, which in
Budapest we simply took from the military, and they were
adequate.”*®

Adequate, but not yet what he wanted. The tenor and
baritone bugle horns provided roughly the right weight of
sound and served as a necessary stopgap, but their tone ul-
timately lacked refinement (the influential academic Hugo
Riemann would dismiss the sound of the entire family as
“coarse, hollow, and dull”).®® Though Wagner composed
four works for military band, he included alto, tenor, and
baritone horns only once (the Huldigungsmarsch of 1864).1”
To Ludwig II, Wagner wrote:

I have hitherto employed several instruments in the or-
chestration of the Nibelungen that I became familiar with in
Paris at the instrument-maker Sax (they were of his invention).
Neither here [Munich], nor previously in Vienna, where I lo-
cated these instruments with the military or attempted to sub-
stitute them with those correspondingly suitable, have I been

able to uphold any kind of standard. In fact, I now doubt
whether any of the Sax-type instruments could be really prac-
tical and adequate for my purposes. As I am continuing to or-
chestrate further, I am in a real dilemma, and a precise investi-
gation of these Sax-type instruments on the spot is essential,
posthaste, in order to come to a decision.!®

The ideal of primitive horn sound absorbed him still.
Wagner wrote Ludwig at year’s end, 1865, recasting the myth
of Roland with himself as the hero, Ludwig as Charlemagne,
and Wagner's collective enemies as Ganelon:

In great distress he [Roland] blew into Olifant, his magic
horn. The Emperor Charlemagne heard his call. ‘Roland is in
danger!” ‘No!” soothed Ganelon, the traitor. ‘Roland is well.
He is merely hunting.” The hero bleeds from ten fatal wounds.
Again he blows a call to his friend. Charlemagne is worried,
‘Roland is in mortal danger!” ‘Not so!’ swears Ganelon. ‘Roland
told me himself, do not be misled if you should hear his horn
call. He is sporting in the mountains, on my oath.” And the
Emperor was again quieted. Now Roland was dying, his head
lay on the rocky scree of the valley of Ronceveaux...Once more
he blew into his magic horn with all his dying strength—it
resounded tremendously, and then burst apart.'®

Ludwig, deeply moved, telegraphed immediately, “I
hear the horn’s mighty sound. There is yet time. Here, to
me!”"® Eager and impatient to hear Das Rheingold, the King
recognized the urgency of a solution to the horn-tuba quan-
dary, and inquired of Wagner when was he “considering
undertaking his trip to Vienna and Paris, and what is the
situation with the new instruments?”"™ Wagner, however,
found Sax the salesman distasteful. The utter failure of the
Paris version of Tannhiuser in 1861 still rankled, and Sax had
been a part of the memory:

In vast Paris it was not possible to bring together twelve
horns, which in Dresden had so boldly resounded in the hunt-
ing call in the first act. Here I had to deal with a dreadful per-
son, the famous instrument-maker Sax, who insisted on help-
ing me with all sorts of surrogate saxophones and saxhorns.
Moreover he was officially in charge of directing the backstage
music. It was never possible to get the music played properly.!2

Wagner never made a second investigative journey to
Sax’s workshop. Yet, the technical expertise necessary to con-
struct his new instruments was still missing. A clue to where
Wagner found this assistance can be found by looking at the
tuba parts themselves. As fifth through eighth horns did
eventually inherit the instruments, the hand of a hornist may
be discerned in their development.

Much of the literature asserts that Wagner consulted
Munich solo hornist Franz Strauss on the matter, “and to-
gether they evolved the instruments which became known
as the Wagner tubas.”"® This idea has a certain circumstan-
tial appeal—Strauss played the world premieres of four of
Wagner’s operas within a five-year period, and was often in
Wagner’s proximity during the latter’s residence in Munich.
Yet not one piece of documentary evidence has yet been pro-
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duced to show that Strauss had a hand in designing the new
tenor and bass tubas for the Das Rheingold and Die Walkiire
performances in Munich in 1869 and 1870. Richard Strauss
made no such claim for his father,"™* writing simply (though
not quite accurately) that Wagner had “invented a quartet of
tubas.” In fact, personal relations between Wagner and the
hornist were execrable, as many accounts testify, and help-
ing Wagner develop a pet project would have been a ludi-
crous suggestion to Strauss (nor was it in character for
Wagner to have approached the hornist for a favor). As Kurt
Janetzky, disagreeing with the majority of chroniclers, wrote:
“Franz Strauss, who certainly could have given good ad-
vice, would not do so, as he categorically refused to speak to
Wagner.”!¢ The person who helped Wagner develop the idea
into a workable reality was another hornist altogether.

To be continued...
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navian Bronze Lur in the Bronze and Iron Ages. Acta Archaeologica, vol.
18 (Copenhagen, 1948), 82.

*%Maurice Faulkner, “The Drone Sound—A Basis for Cult and
Emotional Activities in Primitive Societies: A Possibility for the Use
of the Bronze Lur,” The Bronze Lurs, 222.

4C. J. Thomsen, Ledetraad til Nordisk Oldkyndighet (Stockholm,
1836).

®The signal example is Frangois-Joseph Fétis, Histoire générale
de la musigque, vols. 1-4 (Paris, 1869-1876).

“An early example of Wagner’s fascination with powerful horn
sound is his arrangement of the Hunting Chorus from Weber’s
Euryanthe (WWYV 46C) for his hornists in Riga, who he described as
“superb.” Letter to Louis Schindelmeisser, September 17, 1837, in:
Simtliche Briefe, vol. 1, 1830-1842, ed. Gertrud Strobel and Werner
Wolf (Leipzig, 1979), 335. Wagner expanded Weber’s original four
horns and bass trombone to twelve horns (nine in E-flat and three
in B-flat basso).

¥Wagner’s Dresden library contained a large number of Ger-
man translations of Norse sagas. For a listing, see: Richard Wagner,
Dokumente zur Entstehungsgesichte des Biihnenfestpiels Der Ring des
Nibelungen, ed. Werner Breig and Harmut Fladt. Samtliche Werke,
vol. 29, I (Mainz, 1976), 17-18.

S'Fritz Volbach, Das moderne Orchester. 1. Die Instrumente des
Orchesters. Ihr Wesen und ihre Entwicklung (Leipzig and Berlin, 1921),
106; Janetzky and Briichle, 82; Millington, 221; Raymond Bryant
and Anthony C. Baines, “Wagner Tuba,” The New Grove Dictionary
of Musical Instruments, ed. Stanley Sadie (London, 1984), vol. 3, 831.

*Engelbert Humperdinck. Instrumentationslehre, ed. Hans-Josef
Irmen. Beitriige zur rheinischen Musikgeschichte 128 (Cologne, 1981),
130. Or, as put by Cecil Forsyth, “In particular they were to be strong
enough to support and contrast with the Trombones and Trum-
pets...” (151).

%The horn is so effective at this task that lesser composers of-
ten overuse it. A student remembered Richard Strauss saying sar-
castically: “Nothing gets old as quickly as continuous four-voiced
chords in the horns! He calls this ‘horn paste.”” Kurt Stiebitz, “Ri-
chard Strauss als Lehrer,” Musik im Unterricht 43, no. 2 (1952): 46.
Elsewhere Strauss deprecated what he called the “4 horn organ
sound.” Richard Strauss and Joseph Gregor, Briefwechsel (Salzburg,
1955), 274.

¥Richard Hofmann, Praktische Instrumentationslehre, vol. 4: Die
Trompeten, Cornette, Posaunen, Tuben und Schlaginstrumente (Leipzig,
1893), 58.

®Curt Sachs, Handbuch der Musikinstrumentenkunde (Leipzig,
1930), 280.

%Wagner designated the instrument the “contrabass trom-
bone.” Paul Bekker went even further in separating Wagner’s brass,
finding four distinct, autonomous groups (horns, trumpets, trom-
bones, and tubas): “...all four different brass groups, each of them
four-voiced, providing, in other words, four choirs which may be
employed singly or, for special purposes, together.” The Orchestra
(New York, 1963), 185.

%Alfred Lorenz, “Das ‘Gruppenprinzip’ in der Instrumenta-
tion des ‘Ring.”” Bayreuther Festpielfiihrer, 1937: 112. In the long pause
between Lohengrin and Das Rheingold, Wagner addressed the inter-
relation of instrumental groups in part three of the essay Oper und
Drama. Gesammelte Schriften und Dichtungen, vol. 4 (Leipzig, 1907),
165-168.

58Bessaraboff, 140.

*Herbert Heyde, Das Ventilblasinstrument. Seine Entwicklung
im deutschsprachigen Raum von den Anfingen bis zur Gegenwart
(Wiesbaden, 1987), 21.

®August Kalkbrenner, Die Organisation der Militirmusikchire
aller Linder: Mittheilungen iiber die dienstlichen und socialen Verhiiltnisse
der Musiker und Dirigenten simmtlicher Militirmusik-Kapellen aus 16
verschiedenen Lindern. Louis Oertel’s Musikbibliothek no. 6 (Hanover,
1884), 193-194.

“’Among the judges were Hans von Biilow, Leo Delibes,
Eduard Hanslick, and Ambroise Thomas. Prussian Kapellmeister
Wilhelm Wieprecht grumbled that the Austrians may have been
good at drill, and the French manner virtuosic, but his “Prussians
possessed the best balance of training, understanding, and tech-

56 The Hom Call / August 2001



nique.” August Kalkbrenner, Wilhelm Wieprecht. Sein Leben und sein
Wirken nebst einem Auszug seiner Schriften (Berlin, 1882), 63.

62(1802-1872).

8(1777-1840).

“Josef Eckhardt, Zivil- und Militdrmusiker im Wilhelminischen
Reich. Studien zur Musikgeschichte des 19. Jahrhunderts, vol. 49
(Regensburg, 1978), 48. Naturally, the amount of paying jobs on
the side was finite, and according to the Deutsche Musiker-Zeitung,
“Thousands of trained civilian musicians are being forced out of
their profession by moonlighting army musicians.” Ibid., 96. The
military bands’ stylish uniforms added greatly to their appeal, and
because they were already on salary they could work extra jobs for
less than their civilian counterparts. A Berlin garrison tariff table
from 1902 showed that a bandsman earned only 7.5 Reichsmarks
for playing a nine-hour service, though earnings were slightly
higher on weekends. Ibid., 116.

€(1811-1855).

6(1837-1872).

67(1839-1897).

%A knighthood either posthumous (Carl Wilhelm had died in
1855) or collective (his initials were still inscribed on all of the firm’s
products), as the King decreed in 1888: “Know Ye, that We have
appointed and Commissioned, and by these presents We appoint
and Commission C. W. Moritz be Knight Commander of our Royal
Order of The Star of Oceania, to exercise and enjoy all the Rights,
Pre-eminences and Privileges to the same of right appertaining,
and to wear the Insignia as by Decree created.” Anon., Zur
Hundertjahrfeier der Musikinstrumenten-Fabrik C. W. Moritz,
Hoflieferant, Berlin: 1. April 1908 (Berlin, 1908), 13.

®“Nachrichten: Dresden,” Aligemeine musikalische Zeitung 39,
no. 47 (November, 1837): 764.

"There were so many valved bugle horns in the tenor-bari-
tone range, the contemporary observer Heinrich Welcker von
Gontershausen was moved to comment: “Almost every maker is
working on a different model. Even worse, most bestow a new name
on every instrument on which they make even a small modifica-
tion. We are so unusually rich in instrument names that musicians
themselves often do not know which instrument is meant when
they hear of a new one.” Neu erdffnetes Magazin musikalischer
Tonwerkzeuge: dargestellt in technischen Zeichnungen aller Saiten-,
Blas-, Schlag- & Friktionsinstrumente; unter Aufnahme der neuesten
Verbesserungen und darauf beziiglichen statistischen Notizen (Frank-
furt, 1855), 410. Some of the more colorfully named examples were
the Glycleide, Amateur Voice Horn, Ballad Horn, Euphonic horn,
Phonikon, Bassoon Horn, Herculesophone, Bassalt, Neophon,
Orpheon, Sediphon, Sudraphon, and Hell’'s Horn (named for its
Viennese inventor, Ferdinand Hell).

“Industrielles: Der Instrumentenmacher Schréder in Kéln...,”
Wiener aligemeine Musik-Zeitung 7 (1847): 326.

Ferdinand Rahles, “Deutsches Horn (Cor allemand), das von
Hrn. L. A. Schrdder in K6ln neu erfundene Blech-Instrument,” Neue
Zeitschrift fiir Musik 15, vol. 1 (January 11, 1848): 23.

“Born Antoine-Joseph Sax in Dinant in 1814, he learned the
instrument trade from his father, and studied flute and clarinet at
the Brussels Conservatory.

™Sax’s Belgian biographer Malou Haine detailed forty-eight
different court cases involving Sax from 1847 to 1876, in Adolphe
Sax [1814-1894]. Sa vie, son ceuvre et ses instruments de musique (Brus-
sels, 1980), 207-217. Clifford Bevan related wryly that French ac-
counts “tend to show Sax in the same light as American writers
show George Washington—although if Sax had chopped down the
cherry tree he would have patented his axe.” Bevan, The Tuba Fam-
ily (London, 1978), 104.

Greetings From Heaven, or Demonic Noise? (}’

Wilhelm Altenburg, “Adolphe Sax und seine Verdienste um
den Instrumentenbau,” Holz- und Metallblasinstrumente, 66.

76Christian Ahrens, Eine Erfindung und ihre Folgen.
Blechblasinstrumente mit Ventilen (Kassel, 1986), 97.

To his credit, Sax is known to have been financially generous
with Berlioz. Considering his poverty at the end, it is somewhat
ironic that his image presently graces the Belgian 200 franc bill (his
phenomenally successful saxophone is depicted on the reverse side).

Wally Horwood, Adolphe Sax 1814-1894. His Life and Legacy
(Baldock, Herts, 1983), 144.

" A chapter is devoted to each in Emil Rameis’ Die dsterreichische
Militirmusik von ihren Anfiingen bis zum Jahre 1918 (Tutzing, 1976).
This list was augmented by bands of garrisons, militia, corps of
engineers, firemen, and bombadiers, and the navy, each of which
had different instrumental configurations than the infantry.

%Rameis, 44-45, 199.

$1Wilhelm Altmann, “Die Umgestaltung des Metall-
Blasinstrumentenbaues durch F. V. Cerveny in Koniggritz,”
Zeitschrift fiir Instrumentenbau 12, no. 4 (November 1, 1891): 45.

#Eduard Hanslick, “Osterreichische Militirmusik,” Aus dem
Concertsaal. Kritiken und Schilderungen aus den letzten 20 Jahren des
Wiener Musiklebens (Vienna, 1870), 52.

%(1819-1896).

8Wilhelm Altmann, “Die Umgestaltung des Metall-
Blasinstrumentenbaues durch F. V. Cerveny in Kéniggrétz
(Fortsetzung),” Zeitschrift fiir Instrumentenbau 12, no. 5 (November
11, 1891): 63.

$Giinter Dullat, V. F. Cerveny & Sohne 1842-1992 (Nauheim,
1992), 25.

%Ibid., 8.

¥Christian Stefan, Seine kaiserliche und koniglich apostolische
Majestit Franz Josef 1. In der Musikinstrumentenfabrik von V. F. Cerveny
& Sohne zu Koniggritz am 9. Juni 1880 (Prague, 1880), caption of
illustration between pages 10-11. Stefan was a schoolmaster in
Koniggratz, and his account lovingly details every aspect of the
Kaiser’s visit from 7:00 a.m. arrival until 9:30 p.m. departure.

#Jbid., 18-19.

#The date of the visit is unknown, a Wagner biographer sur-
mising: “The undetermined date of his [Wagners] visit to Sax could
only have fallen during the short Paris stay from 9 until 28 October
1853...” Westernhagen, Die Entstehung des “Ring,” 46. Wagner’s own
chronicle of that Parisian trip records personal (Berlioz among them)
and theatrical visits, but nothing about a visit to Sax’s shop. Rich-
ard Wagner, Das braune Buch (Zurich, 1975), 122-123.

%Robert Bailey, “The Method of Composition,” in: The Wagner
Companion, ed. Peter Burbidge and Richard Sutton (New York, 1979),
294.

"Hans Kunitz proposed Dresden, Vienna, and Switzerland as
likely venues for Wagner to have heard the band instruments (Die
Instrumentation, 886). Eugen Brixel traced Wagner’s personal in-
volvement with military bands from 1840 until 1882 in “Richard
Wagners Beziehung zur Militarmusik,” in: Bliserklang und
Blasinstrumente im Schaffen Richard Wagners, ed. Wolfgang Suppan
(Tutzing, 1985), 177-187.

*Edgar Istel, “Wie Wagner am ‘Ring’ arbeitete,” 74.

%Eckstein, 154-155. Wagner resided in Venice from August 29,
1858, to March 24, 1859, and did indeed hear and praise a concert
of an Austrian Navy band on October 23, 1858.

*Ahrens, Eine Erfindung und ihre Folgen, 50. One might well
add Moritz and Sax to this list.

*Wagner also repeatedly pestered Schott for more advance
funds. He did not receive them.

%Wilhelm Altenburg, “Die Wagnertuben und ihre Einfiihrung
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in die Militarmusik,” Zeitschrift fiir Instrumentenbau 31, no. 30 (1910/
11): 1106.

971753-1802.

%1803-1872. Kaspar Anton Alexander was born 18 January
1803; his father Franz Ambros had died six weeks earlier on De-
cember 1, 1802.

$1843-1897.

1001838-1926.

1"Wendelin WeiSheimer, Erlebnisse mit Richard Wagner, Franz
Liszt und vielen anderen Zeitgenossen nebst deren Briefen (Stuttgart and
Leipzig, 1898), 181.

102 etter from Richard Wagner to Wendelin WeiSheimer, un-
dated (October 17 or 18, 18627?), in: Ibid., 182.

193] etter from Richard Wagner to Wendelin WeifSheimer, un-
dated, in: Ibid., 216.

™bid., 217. What “rearrange” meant in this case is not exactly
clear, though retransposition, redistribution, and possibly reduc-
tion were involved.

105 etter from Richard Wagner to Heinrich Porges, September
27, 1863, in: Hans Kunitz, “Die Herkunft der Wagnertube,”
Instrumentenbau-Zeitschrift 18, no. 9 (1964): 310.

16Hugo Riemann, Allgemeine Musiklehre (Berlin, 1922), 154.

WWWYV 97. A later version for full orchestra (1871) jettisons
the bugle horns.

18] etter from Richard Wagner to King Ludwig II, September
16, 1865, in: Richard Wagner und Konig Ludwig II., Briefwechsel, vol.
1, ed. Otto Strobel (Karlsruhe, 1936), 184. The phrase “Sax-type in-
struments” has often been quoted out of context, as proof that
Wagner was still planning to employ a full set of Sax-made instru-
ments to play the Wagner tuba parts. But the balance of the letter
makes Wagner’s intention clear—he was interested in Sax’s ideas,
but was already in doubt about Sax’s instruments. In any case, his
use of the term “Sax-type” had become generic (Sax was after all
the best-known brand in Europe), and referred to any and all of the
military instruments that might serve his purpose.

W Richard Wagner und Konig Ludwig II. von Bayern: Briefwechsel,
ed. Kurt Wolfel (Stuttgart, 1993), 62.

1[5rg Riedlbauer, “Konig Ludwig II. und Richard Wagner—
Das Politikum einer Kiinstlerfreundschaft,” Musik in Bayern 51
(1995): 63.

M etter from King Ludwig II to Richard Wagner, September
26, 1865, in: Richard Wagner und Konig Ludwig 1., Briefwechsel, vol.
1,189.

1ZRichard Wagner, Mein Leben, vol. 2 (Munich, 1911), 747.

Bryant, “The Wagner Tubas,” 151. Other writers that repeat
this claim are Bobo (5), Hans Pizka (Hornlexikon [Kirchheim, 1986],
460), and the present author (“Franz Strauss: A Hero’s Life,” The
Horn Call XXIX, no. 2 [February, 1999]: 26).

4Richard Strauss, “Erinnerungen an meinen Vater,”
Betrachtungen und Erinnerungen, ed. Willi Schuh (Zurich, 1981).

SHector Berlioz, Instrumentationslehre, enlarged and edited by
Richard Strauss (Frankfurt, 1905), 354.

usKurt Janetzky, Aus der Werkstatt eines Hornisten (Vienna, 1993),
69, also in: Bliserklang und Blasinstrumente im Schaffen Richard
Wagners, 113. James Keays also rejected the idea of Franz Strauss
helping Wagner in this way in his An Investigation into the Origins of
the Wagner Tuba (DMA Thesis, University of Illinois at Urbana-
Champaign, 1977), 3-4.

The author would like to extend thanks to Gudrun Fottinger
and Giinter Fischer of the Richard-Wagner-Museum, Haus
Wahnfried, Bayreuth, Paul Needham of the Scheide Library,

Princeton, Helga Schiitze of the National Museum of Denmark,
and Johan Eeckeloo of the Royal Conservatory of Brussels. Thanks
are also due to Hans Pizka for sharing the products of his research,
and to Charles Putnam for his sage advice.

William Melton studied horn with Sinclair Lott, and was a
graduate student in historical musicology at UCLA. He has been
a member of the Sinfonie Orchester Aachen (Aix-la-chapelle) since
1982, of * Die Aachener Hornisten’ since 1990, and of ‘The Rhenish
Horns' since 1997. Melton’s Engelbert Humperdinck: A Musi-
cal Odyssey through Wilhelmine Germany will be published
by Toccata Press, London, to coincide with the 150* anniversary
of the composer’s birth.

IHS SALE ITEMS |
IHS Sweat Shirts (M-L-XL-XXL) $30.00 |
Blue Multi-Colored Horn T-Shirt (M-L-XL-XXL) ......... $18.00 |
Black Polo Shirt (S-M—L-XL-XXL) ....ccervrennne $22.00 |
Antique Horn Zippered Tote Bag.......cocccocuvimivnciiicncnnce $10.00 |
Reflective Decals (Blue IHS logo on gold background) I

one decal $1.00 I

three decals $2.50 I
IHS Logo Pin ... $3.50
THS Drink Bottles with foam cooler $4.00
IHS Key Tags .. $1.00

Send check or money order with order (or VISA/Mastercard number with
expiration date). USA shipping included in price. Non-USA Shipping

Charges: under $5 no extra charge. $5-$15 add $5, over $16 add $10.

I

I

|

I

I

I

Quantity Item Size/Style| Price :

I

I

I

I

Shipping I

Total |

Ship To: :
I

I

Send Order To:  Heidi Vogel, Executive Secretary I
International Horn Society |

8180 Thunder St. I
L gt patvii o a
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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,
music education, and theory/composition

Bachelor of Arts degree in more than 30
academic disciplines

Bachelor of Arts/Bachelor of Music five-
year double-degree program

Performance Awards up to $10,000 per year

Brass Faculty

Trumpet: Robert Levy

Horn: James DeCorsey

Trombone: Nicholas Keelan

Tuba and euphonium: Charles Guy

For further information, please contact:
Conservatory Admissions

Lawrence University

P.O. Box 599

Appleton, Wisconsin 54912-0599 « 800-227-0982
www.lawrence.edu e excel@lawrence.edu
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What do you get when four
horn players advance the
interests of a revolution in

chamber music?

QUADRE's first album has

captivated audiences and
critics alike with its fusion of
repertoire, original works, and
patented QUADRE quirk. To

order the CD, please refer to

The Voice of Four Horns

the information below.

Booking :

Residency :

Album Sales :

570 Bush Street
Mountain View, CA 94041
650.969.4242 Vox

650.969.4227 Fax

www.quadrepoint.com
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The Voice of Four Horns

Awarded a Chamber Music
America Rural Residency grant
last year (sponsored in part by the
National Endowment for the

Arts), QUADRE presented
concerts, workshops, and
interactive educational and
community outreach for 36,000
people in the 1999-2000 season.
Currently in residence with the
San Francisco Symphony’s
Adventures in Music program, the
quartet offers subscription
chamber concerts with guest
artists and ensembles. QUADRE
also continues to commission
new works, record, and tour

across the United States.



ATKINSON BRASS & COMPANY
PROUDLY INTRODUCES

THREE NEW MODELS OF DOUBLE HORNS

e H-300 Full Double Horn - Student Model
e H-400 Full Double Horn - Professional Model
e A-102 Full Double Horn - Custom Model

* Contact us for more information and a dealer nearest you to try these fine instruments.

We also offer these fine services!

» Manufacturing new custom valves to replace old Elkhart 8-D valves

* Detachable bell conversions

» Complete overhauls including dent work and cleaning

* Two custom bell flares, five leadpipe tapers and twelve mouthpiece styles
e Straight and flat cases reasonably priced

~ 2

30

ATKINSON BRASS & COMPANY
825 NORTH LAKE STREET “D”
BURBANK, CA. 91502 U.S.A.

PHONE: 818-526-7790 19.5 19.5 19.5
FAX: 818-526-7792

Toll Free: 1-877-291-4198
E-mail: Sales al102 @aol.com
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1

E.M.WINSTON:"

Band Instruments of Boston

Qualit
[ ANCH.

Selection

Affordable /77

A67" Bore 12.2" Bell, rotary valves, with mechanical linkage,
nickel-silver sides, comfortable hand position, deluxe case.
101L: F Single lacquer finish

104L: F/Bb Double, lacquer finish

rofessi
467" Bore 12.2 Bell, rotary valves, with mechanical linkage,
nickel-silver sides, Geyer style wrap, deluxe case, Lacquer finish.
206L: F/Bb Double fixed bell
206LD: F/Bb Double detachable

E.M. Winston = 263 Huntington Ave, Boston, MA 02115
Fax: 617-266-1973 e info@emwinston.com

www.emwinston.com

u:\. b S

KENDALL BETTS HORN CAMP'S
CAMP OGONTZ
LYMAN, NEW HAMPSHIRE

JUNE 15-30, 2002

EIGHTH 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 TAILORED 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

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

ALL HORN PLAYERS AGE 15 AND OLDER ARE WELCOME TO APPLY:
STUDENTS, AMATEURS, PROFESSIONALS, EDUCATORS

PLEASE VISIT OUR WEBSITE FOR DETAILED INFORMATION:
www.iaxs.net /~cormont /KBHC

or contack:
KENDALL BETTS, 4011 ROANOKE CIRCLE, GOLDEN VALLEY, MN 55422-5313
TEL: (763) 377-6095 FAX: (763) 377-9706 E-MAIL: HORNCAMP@uol.com

under the cuspices of CORMONT MUSIC, o New Hompshire nonprofit corporation

96 PAGE CATALOG!

We Stock Hard-to-Find Brass Recordings.
*More Than 3400 Titles on CD, LP, Video or Cassette.
sJazz Recordings Featuring Brass Soloists.
*Classical Brass Recordings.

*Many Imported Titles Not Found in Stores.

We Also Publish Sheet Music for Brass.
*More than 700 Pieces Available.
*Solos, Duets, Trios, Quartets, and more.
sEnsemble Works for Like & Unlike Instruments.
*Brass Choir & Big Band Compositions.

See our Complete Catalog Online
at our Website at tapmusic.com or
Send $4 for Our Latest Catalog*

Tap Music Sales, 1992 Hunter Avenue

Newton, IA 50208 USA
Phone: 515-792-0352 or Fax: 515-792-1361
Email: tapmusic @tapmusic.com

«Catalogs sent 1st Class Maill. Yes, we accept Discover, VISA and Mastercard.
Overseas customers please send $5.
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n the preceding column, “Quick Study,” Tip No. 4 sug-

gested that looking for familiar patterns within strings

of notes is one way to solve certain technical problems
very quickly. You may have caught the important qualify-
ing phrase concluding this tip: “Assuming these scales have
been previously practiced, you can sail through the complex
licks....”

There’s the rub, previously practiced. We all know our
scales, or we did at one time; very likely we still review them
occasionally if not practice them exactly as we did in days of
yore. Um, what scales, exactly? Probably most of us, when
we practice scales at all, practice major scales and possibly a
chromatic scale now and then. Up an octave (or perhaps two
or even three), and down again.

This is certainly something we should know how to do,
but doing only major scales and only in this way builds lim-
its into our technique. What we know then is just octave
scales, always starting on the same note, the tonic. How of-
ten do we encounter scales of one and two octaves?

Mostly—as in the Shostakovich examples presented in
the last issue—we encounter parts of scales. We will, of
course, have some familiarity with these parts from our oc-
tave scale practice, but we could acquire much stronger scale
technique by breaking the long scales into shorter sections
and then working for technical levels much higher than those
we are accustomed to with one- or two-octave scales. By prac-
ticing smaller sections, we can repeat sections of the scale
many more times than we normally do when we practice
“long” scales, thus elevating technique by building “auto-
matic” patterns into the fingers. When the shorter patterns
are thus learned, they are much more useful in building the
“long” scales than vice-versa.

We also tend to practice only major scales (does anyone
except jazz players really practice harmonic and melodic
minor scales once they’ve passed their scale proficiency
exam?). The Shostakovich example last issue demanded parts
of major, minor, chromatic, and modal (especially Locrian)
scales in various keys and registers in quick succession. By
practicing “power scales”—parts of scales honed to a high
technical level—the difficulty of such passages is greatly re-
duced, and, for lagniappe, sightreading abilities are delight-
fully and noticeably thereby enhanced.

The most basic power scale is a major pattern, scale steps

start very slowly to give the fingers lots of drill in perfectly
coordinated and clean repetitions. Gradually crank up the
metronome marking, repeating many times in each key un-
til half note = 120 (for example). Then, go back to about half
note = 100 and use the second articulation pattern. When a
maximum tempo has been reached (i.e., the fastest tempo
that can be played perfectly), repeat the process using the
final articulation (all slurred) up to your maximum (e.g., half
note = 144 or 152). Never let yourself get away with the slight-
est sloppiness in articulation. As soon as you start to make
mistakes, stop or slow down. Practice does not make per-
fect; perfect practice makes perfect. Speed is a natural and
effortless product of slowly-acquired fluency, quality + quan-
tity. It is important to use a variety of dynamics as well, from
pp to ff, as well as with crescendo-decrescendo “hairpins”.

To aid practice in all keys, construct one or more orders
of keys, e.g., the circle of fifths, chromatically, go backward,
or improvise a random succession of keys. All power scales
can be practiced in several registers as well. Start on a differ-
ent key each new session. Repeat, lowering the third scale
step (i.e., making the scale minor). Spend at least 50% of your
time working on a new scale and the rest of the time review-
ing the power scales you have already worked up.

Great additional tonguing benefits may be had by re-
peating (or perhaps beginning) the entire series using double-
and/or triple-tonguing, e.g., playing two or four per note.
Advanced players may double-tongue one syllable per note.

The choice of playing from scale steps 1-5 is somewhat
arbitrary. Using the range of a fourth (i.e., scale steps 1-4 and
back) is also advisable.

At this point, when your major and minor power scales
1-5 are fluent, you will find that you can manage octave scales
much more easily by conjoining two of the shorter power
scales that you have learned with a high degree of facility. As
a matter of fact, nearly all scalar passages you will encounter
are analyzable into power scales that you already know.

Since some scales have awkward fingerings within 1-4
or 1-5 scales, smaller patterns should also be isolated. Work-
ing up speed and fluency of all combinations of half steps,
whole steps, and thirds (1-2-3; 1-2-b3; 1-b2-b3; 1-b2-3) will
even out the continuity between the difficult and the easy
intervals, and prepare the way for the 1-4 and 1-5 power
scales in the same way that the latter build the basis of auto-
matic fluency in the longer scales.

Here is an example of power scale practice: begin using
staccato articulation as indicated, quarter = 60. Deliberately
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It goes without saying that maximum benefit is obtained
when the exercises are done in all keys and registers with
varying dynamics, tempos, tonguing patterns, and articula-
tions.

As long as we're at it, let’s be thorough and write out a
few more variations on the power scales that come to mind:

e Modes. Starting a major scale on a different scale
degree will give you the scale patterns known as the
modes, namely: starting on C (Ionian), D (Dorian),
E (Phrygian), F (Lydian), G (Mixolydian), A
(Aeolian), B (Locrian). Ionian and Mixolydian use
the major power scale 5 (i.e., up to the fifth degree);
Dorian and Aeolian use the minor power scale 5.
Learning the rest of each scale is then not a big
stretch. Three scales are have variations on major
and minor in their lower parts: Phrygian (1-b2-b3-
4-5), Lydian (1-2-3-#4-5), and Locrian (1-b2-b3-4-b5).

Plrygian Lydian Loerian

tional material so that, unlike Alexander the Great,
you will not have to weep that there are no more
worlds to conquer.

When the shorter power scales up to step 5 are fast,
clean, and automatic, add the sixth scale degree for
all combinations. Repeat using b6. Extend them one
more time using b7 and natural 7.

Yet another scale: the diminished scale. Like the di-
minished arpeggio, there are only three (being sym-
metrical, they repeat; e.g., the C diminished scale has
the same notes in it that the Eb, F#, or A diminished
scale does), spelled 12b3 4 b5 b6 bb7 7 (e.g., C D Eb
F Gb Ab Bbb[A] B). It is less tricky than it seems at
first—since you know your minor third power
scales, it is no problem, just make a string of them.

e And one more: the whole tone—just
like the Lydian 1-#4, but continue up us-
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When you have mastered your major and mi-
nor power scales in all keys, articulations, registers,
and tempos, the modes will provide you with addi-
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Jeffrey Agrell teaches horn at the University of Iowa.
He is a big fan of ideas. Send in your wildest and
craziest today: jeffrey-agrell@uiowa.edu

! ing #5 and #6 (b7).
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McCoy’s Horn Library Huffing & Puffing?

Over 100 Exciting Works listed for Horn Solos, Am

Horn Ensembles, Horn in Chamber Music, Alphorn, and More! A c o U ST I co ’ L *

NEW OWNER, NEW ADDRESS
can make tt eascer!

Browse our online catalog .
. Better response on
at www.mccoyshornlibrary.com | high B-flat"....

o ; _ Charles Kavalovski
Descriptions of all our music make ordering easy.

Check out IN THE SPOTLIGHT “Your ‘Gizmo’ really
for a closer look at a selected work works!”....

from our catalog. Ethel Merker
*An insert to the bore that fits inside your
tuning slide........ only $35.00

Call or Write for your FREE Catalog For “more than you ever wanted to know”

@0~y s LT i b : about AcoustiCoils visit our Web-site at:
M cLoy s orn Liorary www.dmamusic.org/acousticoils/
PO.Box 907 Houston, MN 55943-0907 USA AAIIRR- < Acoustics - Ph/Fax: 303-751-0673

Phone 507-896-4441  Fax 507-896-4442 1234S. Quince Wy., Denver, CO 80231 USA

Rauch Horns

Daniel Rauch, Horn Maker

Rauch Double Horns - hand-crafted horns in
the tradition of Carl Geyer and C.F. Schmidt

Rauch Horns

Prof. Kohts vei 77

N-1368 Stabekk, Norway

TIf. (47) 67121199, Fax: (47) 67121599
e-mail: norhorn@online.no

McCoy’s Horns

3204 W. 44th Street

Minneapolis, MN 55410, USA

Ph. (612) 927-6021, Fax: (612) 929-6236
e-mail: mcalphorn@juno.com

Sole agent for North America
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We’re listening to you. Every player’s dream is to own a horn that ‘plays by
itself”. What does that mean? Most horns amplify the energy of your lip vibrations
most strongly in the mid range of the instrument, not where you need help the
most; the upper and lower registers. We’ve finally discovered a way around this.
Our new double venturi leadpipe system, partially cross-sectioned above, amplifies
more strongly than any current design above and below the mid range. The graph
above illustrates this phenomenon clearly. It represents a measure of impedance
(Z), or ‘resistance’, of the open horn; the characteristic acoustic signature of any
musical instrument. You can easily see the ‘boost” in the amplification above and
below the mid range. This is just one of many innovations available exclusively on
Lawson horns.

Forging technology into sound

P.O. Box 38, Boonsboro, Md 2171
d Wéon 301-733-6393 Email - 76462.1343 @ compuserve.com
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Collected Thoughts on Teaching and Learning, Creativity,
and Horn Performance by Douglas Hill. Warner Bros. Pub-
lications, 15800 NW 48 Avenue, Miami, FL 33014, 2001. 207
pages. $39.95 hard cover; $29.95 soft cover.

For 30 years, Douglas Hill has very quietly and mod-
estly put together a very impressive career as a performer,
teacher, scholar, and composer. One of the more interesting
aspects of Mr. Hill as a person (and, as a former student, I
know whereof I speak) is his wide range of interests that he
approaches with almost child-like wonder. There are some
people who, by virtue of their experiences and knowledge,
become quite full of themselves and tend to pontificate from
“on high.” Others, like Mr. Hill, find the acquisition of infor-
mation and experience to be quite humbling, i.e., the more
they know, the more they realize they don’t know. To these
people, this is actually a wonderful thing, and they enjoy
observing and sharing this amazement of the world and how
things transpire. Mr. Hill’s reputation in all areas of music-
making is built primarily on his excellent teaching record,
but his work as a whole reflects a true sensitivity and re-
spect for the individual who wants to learn and the music
that is to be created, whether in composing or in performance.
In his words, “I can imagine no loftier purpose in life than to
be an active participant in the powerful and positive evolu-
tionary process of learning... To dedicate oneself to the con-
tinuation of such a process is a wonderful opportunity and
an awesome responsibility.”

Collected Thoughts is exactly what it sounds like—a com-
pendium of work done previously, including articles and
reviews that have appeared in The Horn Call and other places,
that has subsequently been updated or revised to reflect Mr.
Hill’s current ideas, some useful hindsight, and new thoughts
and ideas on subjects about which he had not previously
written. It is divided into four large sections: “The Craft and
Techniques of Performance”, “The Process of Teaching and
Learning”, “Creativity and the Complete Musical Self”, and
“Literature and Repertoire: The Means and the End.”

The first section begins with a primer for beginning play-
ers and moves through subjects of warm-up and practice
routines, extended techniques, auditioning, and relaxation
techniques, to a unique conclusion—in the end, we discover
that this is all about developing not just a horn player but a
whole musician, a whole person who understands what is
expected in the profession yet is also able to take care of his
personal needs.

The second section is generally directed at teachers (and
thus, should be read by students!), discussing expectations,
improving section playing, stages in musical development,
preparation for college (and career), the role of performing,
as well as the respective roles of teacher and student in the
learning process. The most interesting part of this section is

the discussion of roles of the “Respond-able Teacher” and
the “Responsible Student”—the teacher empowers the stu-
dent to learn on her own, yet must be able to respond spon-
taneously and effectively in the teaching environment. The
student, on the other hand, must willingly assume primary
responsibility for learning and become an active partner in
the process of assigning work to be done and assessing what
is accomplished. This allows learning to take place with more
“real life” relevance.

The third section is devoted to the creative process, in-
cluding encouragement to compose etudes to address indi-
vidual needs, to explore jazz and improvisation as a means
of developing self-expression, and to compose music as a
means of completing musical maturity and self-discovery.
In the end, what really matters is what you think (or is it
what you think? Or what you think?...).

Finally, Mr. Hill provides us with list after list of differ-
ent types of music and other resources that he has found
useful for developing musicians and teachers. Many of the
lists are annotated, with full descriptions and recommenda-
tions for practice and performance. Included are sections on
solo repertoire, chamber music, etudes, orchestral excerpt
collections, duets, music for and because of Barry Tuckwell,
and books (and more books) on a range of pedagogical, his-
torical, and other practical subjects.

Physically, this book has an attractive cover, decent-sized
type, and a workbook-like feel which will encourage frequent
use. Itincludes an excellent index and testimonials from sev-
eral players and teachers in support of the book. It is not an
elegant volume, but has no such pretense in its subject mat-
ter and presentation. What it is about is the subject matter,
the thoughts, the person offering the thoughts, and this comes
ringing through like a gorgeous horn sound that you always
hear no matter what else is going on. If you know Doug,
you will always hear his voice. The lists of materials,
sprinkled throughout virtually every chapter, are worth the
price alone. I must confess that there is one aspect that people
may find objectionable, but I find it to be a strength: since
this is a collection of essays that were written at different
times and for different reasons, it does not read as one con-
tinuous, smooth flow, which some may prefer. I must say,
however, that I think this is a strength in many more ways
because it encourages the reader to consider each subject
individually, and actually serves more of a reference role for
people to return to, as needed. This reflects Doug’s teaching
style in a very important way—his desire to be a resource,
not a dictator.

Jeff Agrell, in his review of Doug’s recent CD release
(Thoughtful Wanderings, reviewed in this issue), describes his
compositions has having “soul.” This book has “soul” as well,
the kind that results from true love and respect for music
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and learning. It is an inspiration for positive action, a call for
empowerment and responsibility, a thought-provoking col-
lection of ideas and perspectives built on years of serious
thought and all the relevant experience you could ever want
in a musician and teacher. It is a book that I expect to return
to many times, and will be required reading for all my stu-
dents. Jeffrey Snedeker, Central Washington University

©

Meet the Great Masters! 18 Favorite Classics for Young Play-
ers, arranged by James Curnow. Curnow Music Press, Inc.,
P. O. Box 142, Wilmore, K 40390, distributed by Hal Leonard,
2000. $12.95.

James Curnow is an important brass educator who is
best known for over one hundred compositions and arrange-
ments for band and various ensembles. This set of “classic”
solos has been arranged for the young hornist at the grade
1-2 (first year) level. The written range of the entire collec-
tion is b-flat just below middle ¢' to d" (with one optional e-
flat"). The solos are printed first for F horn, then for E-flat
horn, the instrument often used by beginners in British band
curriculum. Of course, for the teacher of either instrument,
this also offers a valuable opportunity to learn transposition
during the first year!

ACD, in a plastic envelope glued to the back cover, con-
tains digitally created accompaniments to the solos. Although
one can immediately hear that these accompaniments were
created electronically, the results are appropriately varied,
colorful, and interesting. After two tuning pitches, the hornist
hears a brief introduction, cued in the part, before each solo.
The titles include: Ode to Joy by Beethoven, Schumann’s The
Happy Farmer, The Harmonious Blacksmith by Handel, Brahms’
Hungarian Dance No. 5, The Great Gate of Kiev by Mussorgsky,
Onward Christian Soldiers by Sullivan, Dvorak’s Largo from
the “New World” Symphony, Clark’s Trumpet Voluntary,
Theme from the “Emperor” Quartet by Haydn, Theme from
Don Giovanni by Mozart, Purcell’s Trumpet Voluntary, Hark!
The Herald Angels Sing by Mendelssohn, Verdi’s “Triumphal
March” from Aida, Minuet by Bach, Grieg’s Sailor’s Song,
Rondoby Susato, “Toreador Song” from Carmen by Bizet, and
Wagner’s “Pilgrim’s Chorus” from Tannhauser.

This collection is highly recommended for teachers and
students searching for good beginning literature, with the
added incentive of colorful accompaniments only a CD
player away. W. S.

Great Orchestral Solos for Horn, arranged by Gordon Carr.
Kevin Mayhew Ltd., Rattlesden, Bury St. Edmunds, Suffolk
IP300SZ, UK, distributed by Mel Bay Publications, Inc., 1998.
$13.95.

Gordon Carr has performed with every major orchestra
in London, has taught for twenty-five years at the Centre for
Young Musicians, and is Professor of Horn at Trinity Col-
lege of Music. He selected eight solos from the orchestral

literature and created a piano accompaniment to each. A fine
page of notes, addressing each solo in its orchestral context,
is added as a preface and the solos themselves include sug-
gested phrasing/breathing. The solos are: Tchaikovsky’s
Symphony No. 5 (Andante cantabile), Beethoven'’s Sixth Sym-
phony (third and fifth movement solos), the opening to
Bruckner’s Fourth Symphony, Capriccio Espagnol by Rimsky-
Korsakov, Der Freischiitz Overture (third and first parts) by
von Weber, the “Quoniam” solo from Bach’s Mass in B mi-
not, the Overture to Prince Igor by Borodin, and the “Noc-
turne” from Mendelssohn’s A Midsummer Night’s Dream.

This edition offers the hornist an excellent alternative to
playing with a recording for the purpose of learning each
solo’s environment. Of course, a sensitive pianist who knows
the traditional gestures attached to some of these solos is
critical. A highlight of the edition could be Beethoven’s “Pas-
toral” Symphony, where it is very difficult for many students
to play accurate, steady rhythms without a metronome.
While this publication is definitely useful and recommended,
it seems odd that, with the large number of horn solos from
which to choose, the arranger should select the Overture to
Der Freischiitz and the solo from Prince Igor. In the first case,
the lower parts are of equally importance and the Prince Igor
solo rarely, if ever, makes an audition list. Hopefully, Profes-
sor Carr will continue to produce more accompaniments to
our standard orchestral solos. W. S.

©

Scherzo Brillante, op. 96, for Horn and Piano, by Jan
Koetsier. Donemus Amsterdam/Theodore Presser Com-
pany, 1983. $12.

If you like to end on a high note, this is the piece for you!
Written for Marie-Luise Neunecker, this “brilliant” two-and-
a-half-minute encore piece incorporates a multitude of tech-
niques. The Presto section encompasses a range from ftoc™,
with wide leaps and fast arpeggios. The trio section slows
down a bit and features subtle stopped notes and triple-
tonguing. A return to the Presto rounds off the piece for a
real crowd-pleaser. A good pianist is a must! Marcia Spence,
University of Missouri-Columbia (M. S.)

Marche Réligieuse (1822) and Andante (1843) pour Cor et
Orgue, by Sigismund von Neukomm. Rare Brass Series,
London Gabrieli Brass Edition, Sarastro Music, P.O. Box
17096, London, SW15 17T, UK, 2000.

The editor of the Rare Brass Series, Christopher Larkin,
offers a page-long preface that includes a brief biography of
the composer and information about the two works for horn
and organ, which are bound together. Sigismund von
Neukomm (1778-1858) was a fascinating person: he was born
in Salzburg where he studied music with Michael Haydn
and later worked with Joseph Haydn in Vienna. He was first
appointed Kapellmeister of the German Theatre in St. Peters-
burg, then became the private pianist for Talleyrand in Paris,
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and later music teacher in the court of John VI of Portugal in
Rio de Janeiro. Fluent in Greek, Latin, German, French, En-
glish, Portuguese, Italian, and Russian, he kept a meticulous
diary of his travels throughout Africa and Europe, especially
England.

It is documented that the Marche Réligieuse was per-
formed for the distribution of prizes in Prince of Talleyrand’s
hospital chapel. The circumstances surrounding the compo-
sition of the Andante are unknown and whether either work
was written for hand or valved horn is unclear. It is recorded
that the Andante was composed for horn and orgue expressif,
an instrument now called the harmonium, for which
Neukomm also arranged many works of Mozart and Haydn.

The brief Marche is relatively simple, with a written range
of g to g". However, if it is performed on hand horn, there
are more hand-tempered notes than one would expect from
a work of this era. Oddly, the horn part is notated in F but
with a key signature of G major. The Andante includes sev-
eral melodies which follow traditional paths until the last
two measures, where the horn part works it way up to three
quartet notes: ¢ ¢" ', ending on a dotted-half note c (fermata),
all at a piano dynamic level. Of course, this parting gesture
dramatically alters the solo’s degree of difficulty. While the
Marche remains suitable for a ceremony, the Andante is sim-
ply a pleasant 19*-century curiosity. W. S.

©

Chorale with Variations for Horn Quartet, by Mario
Castelnuovo-Tedesco. The Los Angeles Horn Club Editions,
c/oJames Decker, 1 Sicilian Walk, Long Beach, CA 90803, 1998.

The Los Angeles Horn Club was an organization of
mostly studio players, who met regularly during the second
half of the 20* century to keep their lips in shape while not
working. The ensemble made two excellent recordings and
was able to persuade several important Hollywood compos-
ers to write works for them. On behalf of Jim Decker, the
agent for Los Angeles Horn Club Editions, Marcia Spence,
horn professor at the University of Missouri-Columbia, gra-
ciously agreed to republish several editions using Finale soft-
ware. The result is easy to read, offering a new life to these
wonderful works. In this case, Henri Elkan of Philadelphia
published Mario Castelnuovo-Tedesco’s quartet in 1956 but
it is no longer in print.

Studio composer Mario Castelnuovo-Tedesco, reputedly
a teacher of film composer John Williams, wrote a modal, cho-
rale-like theme, then treated it to seven variations. While not
particularly idiomatic for horn, the parts span A to a" and each
of the voices has an opportunity to perform brief solos, par-
ticularly the fourth horn, which is notated mostly in bass clef.
The colorful quartet was quite popular when it first appeared
in the late 1950s and early 1960s, then its appeal seemed to
wane. It was recorded in 1995 by the American Horn Quartet
and can be heard on their Im Herbst (In Autumn) CD. Both
the recording and this republication should serve to re-
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awaken interest in this fine horn quartet. W. S.

Bachianas Brasilieras No. 5 for Soprano and Horn Octet, by
Heitor Villa-Lobos. The Los Angeles Horn Club Editions, ¢/
o James Decker, 1 Sicilian Walk, Long Beach, CA 90803, 1997.

This transcription has been available for a number of
years, although there is no date on the manuscript. Hornists
can now purchase a Finale-generated publication, through
the efforts of Marcia Spence. Transcribed by an anonymous
individual, the two movements that comprise Villa-Lobos’
Bachianas Brasilieras No. 5, originally for soprano and strings,
work very well with horns if the soprano has a huge voice
encompassing d' to b-flat". The first movement, Aria
(Cantilena), is in an ABA form with the first horn doubling
the soprano (simply vocalizing “ah”) at the octave in the “A”
(aria) section. The third horn doubles the soprano at the oc-
tave in the “B” (recitative) section, depicting the moonlight
joyously banishing darkness only to reveal bitter dejection.
Due to this doubling, the movement has most often been
performed as a horn octet at regional and international gath-
erings, with the first horn ascending to a written e™ at the
end. It is quite a difficult movement: the seventh and eighth
parts are in the muddy low register, and the third and fourth
parts play the first nineteen measures of sixteenth notes with
a brass mute, before changing to a straight mute. Without
the soprano, the melody in the first and third parts is often
written lower than the accompaniment. Here either doubling
those parts or performing them an octave higher in the so-
prano range will help the balance.

The second movement must be performed with soprano
(or perhaps another soprano instrument) as the vocal line is
not mirrored in the horns. Obviously, balance between the
voice and eight horns is a problem. The arranger has liber-
ally requested mutes and one would hope the hornists would
also be sensitive to the solo voice. The text is typically Bra-
zilian in its blend of joy and nostalgia: the soprano sings of a
songbird who visits her island annually to offer its beauti-
ful, sad song. The horn parts range from G in the eighth part
to d™ in the first. The rhythmic intricacies and thick texture
are problematic, particularly at soft dynamic levels. Due to
its overall complexity, it is predicted that, even with this ex-
cellent new publication, the first movement in its horn octet
version will remain the most often performed. W. S.

©

Due to popular demand, composer Simon Sargon has just released
newly engraved editions of two of his horn works: Trio for Vio-
lin, Horn, and Piano “The Legacy” and Questings for Horn
and Chamber Orchestra. Either can be obtained by writing to
him at: 3308 Dartmouth, Dallas, TX 75205 or ssargon@aol.com.

Akin to Brahms composing his Horn Trio after his
mother’s death, Sargon composed his “Legacy” Trio during
the grievous period of his father’s illness and death in 1993.
The composer notes that he was overwhelmed by a “legacy”
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of powerful feelings, including sorrow, pain, anger, and loss.
After the broad and expansive first movement, these con-
flicted feelings erupt in the middle movements. The third
movement is the focus of mourning, with the main theme in
the nature of a funeral march. The intensity of expression in
the inner movements is only consoled by the concluding lyri-
cal phrasing of the violin in the final moments of the third
movement. The immediate pain is transcended in the final
movement, which is a set of variations on a quietly lyrical
theme. The composition ends with a sense of acceptance. The
writing is in neo-romantic style and the horn part encom-
passes a range from A to ¢ It is emotional music, requiring
the highest degree of expression through tone, phrasing,
dynamics and ensemble. At $30 it is a bargain for the plea-
sure it will bring to the performers and audience alike! Du-
ration ca. 26 minutes.

Questings, written for Greg Hustis and premiered by him
in 1991, is a tonal three-movement work that demands a ma-
ture soloist with a range of E-flat to d"'. The orchestral writing
is predominantly transparent, often leaving the solo line ex-
posed over string tremolos or alternating rhythmic passages
with the winds and brass. There is a certain “filmscore” qual-
ity to the orchestration with which Sargon embodies both the
sentimental and heroic qualities of the horn. The title refers to
the quest throughout the composition to regain the mood of
peace and serenity with which it opens. The horn begins with
a slow, expressive introduction which is shattered by the on-
set of the dynamic first movement, entitled “Concertato” (Ital-
ian for “struggle”). The soloist not only “struggles” for domi-
nance over the orchestra, but also with an array of emotions.
At the end, there is a brief attempt to reassert the visionary
calm of the beginning, but it cannot be sustained and the
movement comes to a rapid and forceful conclusion. The sec-
ond movement, “Pastorale”, is a quest for the serenity found
in the beauty of nature and begins with a meditative, mourn-
ful melody, performed by the unaccompanied horn. This is
then countered by a series of happier, lyrical themes. Nature
eventually wins, evoking a mood of serene acceptance and a
recapitulation of the movement’s opening theme leads to a
quiet conclusion. The world intrudes once again as the “Bur-
lesque/Finale” begins with a raucous outburst. The horn
bravely attempts to present a march-like, tonal tune, but is
constantly forced into bitonality and dissonance by the or-
chestra. Reminiscences of previous lyrical themes are likewise
driven off. After the movement’s climax, the quest is finally
fulfilled with the reappearance of the opening theme from
the first movement, upon which Sargon builds his final dra-
matic conclusion. A sixteen-minute work, it is well worth the
$15 for a horn and piano reduction. The full orchestral score
can be purchased for $25 and orchestra parts can be obtained
on a rental basis. M. S.

Scherzo Concertante for Oboe, Horn, and Piano, by John
Cheetham. CheethamJ@missouri.edu, 1994. $12.

Scherzo Concertante is a seven-minute, light-hearted jaunt
in ABA form. Written for hornist Peter Kurau in 1980, it in-

corporates Cheetham’s best musical language, both rhyth-
mically and harmonically. The horn encompasses a range
from d to b-flat" and plays an equal role with the other in-
struments. The outer sections are multi-metric, with empha-
sis on fast scalar passages and odd accents. The music quickly
alternates between a jazzy feel and a more traditional style.
Entrances can be quite tricky and balancing with the oboe
requires a most refined approach. The middle section has
some of Cheetham’s most expressive writing and the horn
must perform very angular lines in the highest register at
very soft dynamics. After a return to the A section, the piece
ends with a rip-roaring coda. This is a fun piece to play, but
requires excellent ensemble precision, balance, and intona-
tion. M. S.

Quintet for Winds No. 3, by David Maslanka.
david@davidmaslanka.com, 2001. $35.

Completed in 1999, this quintet is a departure from
Maslanka’s previous woodwind quintets. The composer ad-
mits to returning to his compositional roots through the use
of hymn tunes, which are prominent throughout the entire
work. The first movement should be approached with wry
humor. Showcased is Maslanka’s ability to write original melo-
dies which are somehow evocative of the heart of American
culture. The second movement could well be called “profane
vs. sacred.” The flute (profane) performs a series of outbursts
against the rest of the instruments, who carry about their busi-
ness of a hymn tune. The third movement is classic Maslanka—
writing for the possibilities rather than the limitations of in-
struments. It will challenge the best of performers with a tempo
marking of quarter note = 184. The performers find themselves
alternating between passion, poignancy, and utter pandemo-
nium! Every movement demands exceptional control from
all of the performers and the hornist is particularly called upon
for blend, intonation (better be able to place those thirds!),
and the softer side of the dynamic spectrum. The horn’s over-
all range is B-flat to b-flat". While the horn writing isn't as
difficult as can be found in Maslanka’s other two quintets, it
still offers a high level of challenge and gratification. This piece
will appeal to those who seek something outside of the nor-

mal quintet fare. M. S.

Entertainment-Sets (Chamber Music X) for Brass Quintet,
by Robert Suderburg. Theodore Presser Co., 2000,
www.presser.com. $35.

This quintet was published in 2000 but was commis-
sioned by the New Mexico Brass Quintet years ago when
Ellen Campbell was the hornist. There are four movements,
each with a subtitle. The first movement, “Fanfare-antique,”
is footnoted, “Homage to Monteverdi's Orfeo.” It is based
on Monteverdi’s famous Toccata, reputedly the earliest ap-
pearances of brass instruments in an opera score. While the
ending of the brief movement is tonal, the remainder can
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best be described as bitonal: two chords, usually with one
pitch in common, are sounded simultaneously. This har-
monic language is maintained throughout the composition.
The second movement, “Dances-blue,” is divided into three
sections subtitled: “Waltz (Horn solo),” “Fox-trot/Swing
(Trombone solo),” and “Tango (Trumpet 1 solo).” The third
and fourth movements are labeled “Lament (tuba solo)” and
“Finale (motivic variations),” respectively.

One can both hear and see compositional cleverness at
work in the music and titles: this is a well-crafted eighteen-
minute set of movements, featuring each of the performers.
The only reservation one might have about such a composi-
tion is that its form seems to outweigh its substance. For ex-
ample, it does not seem necessary or logical to notate the
horn waltz in the second movement in 3/2 meter. The colors
and rhythmic energy are attractive and the writing is within
accepted range and technical perimeters for a professional
ensemble. The publisher has carefully avoided difficult page
turns and generally produced music that is easy to read.
While definitely a strong and quite programmable quintet, I
do not believe it would serve as the featured work on a brass
quintet recital. W. S.

Exsultate Jubilate pour Quintette de cuivres, by Régis
Campo. Alphonse Leduc, Editions Musicales, 175, rue Saint-
Honoré, 75040 Paris cedex 01, 1999.

Régis Campo, born in 1968, is considered to be among
the current group of dominant French composers. His gal-
lery of influences includes Stravinsky, Mozart, Rameau,
Messiaen, Lutoslawski, and Dutilleux. This eleven-minute
brass quintet won the 1996 first prize in a young composers
competition and the Prix du Public in the third International
Henri Dutilleux Competition.

The composition is very complex for the individual play-
ers and thus for the ensemble as well. The good news is that
there are only two tempi (eighth note=108 and eighth
note=80) in its ABAB form, therefore the ensemble’s rehearsal
time is somewhat diminished: a metronome can initially
guide the group through the maze. The individual parts have
very reasonable range demands, for example the horn part
only encompasses written e to f#", a little over two octaves.
However, the part also includes enough stopped passages,
trills, flutter-tonguing, and complex rhythms to give it a “dif-
ficult” rating. The trumpet tessitura is generally low, with
the highest pitch for the first C trumpet being written a".
The trombone part is generally higher, written in tenor clef,
and the tuba part has the widest range of the ensemble: C to
f#. The ending is very soft, with the tuba sustaining an e'.
Although the trumpet parts have complicated “wah-wah”
mute indications, due to the lack of balance problems and
tempo nuances, five advanced performers with excellent
personal practice habits and solid rhythmic training could
assemble a strong performance of this quintet rather quickly.
During the performance, the audience will likely hear an
intense and complex work that remains interesting from a
sonic point of view but is less emotionally rewarding. The

Book and Music Reviews é

composer could have saved some ink and made the quintet
visually less complicated by using 4/4 meter instead of 4/8
meter. The publisher also might have simplified the nota-
tion by using, for example, a dotted-eighth rest rather than
an eighth rest and sixteenth rest. W. S.

The Bluegrass Sketches for Brass Quintet, by William D.
Pardus. Creation Station, P.O. Box 675, Marlborough, New
Hampshire 03455-0675, 2000. $25.

In his retirement, Professor Emeritus Pardus has created
and published a series of works for brass, many of which
have been reviewed in previous issues of The Horn Call. Here
he sets four “bluegrass” tunes for brass quintet: “Wabash
Canonball,” “Barbara Allen,” “House of the Rising Sun,” and
“Blue Eyes.” The two slow middle movements are originally
from the British Isles but came to the Smoky Mountains in
the 18* century and were assimilated into that culture. This
is a fine arrangement for a high-school-level ensemble, with
awritten g" as the highest trumpet note. The somewhat gym-
nastic tuba part is a bit more difficult than the others, with
the final note an A-flat. The technical challenges are not com-
plicated and, with a bit of coaching, the jazz rhythms and
mixed meter variations are not particularly difficult. This was
not meant to be a great arrangement for a professional en-
semble, just a solid one for younger brass players who will
hopefully be entertained in the process of giving some plea-
sure to an audience. The arrangement is successful at that
level and is therefore heartily recommended. W. S.

Rigaudon from Idomenée by Andre Campra, arranged for
Brass Choir by William Pardus. Creation Station, P.O. Box
675, Marlborough, New Hampshire 03455-0675, 2000. $25.

Andre Campra (1660-1774), often described as the com-
positional link between Lully and Rameau, was best known
for his Parisian operas. This processional, Rigaudon, has been
available for years in its brass quintet transcription, published
by PP Music. It is comprised of eleven eight-measure phrases
in an AABBACDCDAA form. This is as perfect an arrange-
ment as one can find for a pre-high school ensemble and as
such should be in public school music libraries everywhere!
Set in the key of F major, the first trumpet performs no higher
than written g" in an ensemble that consists of three trum-
pets, four horns, three trombones, euphonium, tuba, and tim-
pani. Both bass and treble clef euphonium parts are provided
and the only small regret is that alternate parts are not in-
cluded for the odd combinations of instruments that often
occur at that level. While the players are enjoying the en-
semble experience, there is enough doubling of inner voices
that parts will not be missed and weaker players can be hid-
den in the texture. This is an excellent, practical new publi-
cation that should quickly make its way to approved lists of
brass chamber music! W. S.

G
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FACULTY

Ranier Delntinis, Horn
David Jolley, Horn

Eric Ralske, Horn

Mel Broiles, Trumpet

Chris Gekker, Trumpet
Vincent Penzarella, Trunzpet
Robert Sullivan, Trumpet
Per Brevig, Trombone
David Finlayson, Trombone
David Taylor, Bass Trombone
Stephen Johns, Tuba

Orchestra

_ Samuel Wong,
Music Director

David Hayes,

Chamber Music and Assoctate Music Director

Ensemble Faculty

Alvin Brehm
Per Brevig
Terry Champlin
Ranier Delntinis
Timothy Eddy
David Finlayson

Ensemble-in-Residence
Areopagitica

Chris Gekker, Trampet
David Jolley, Horn
David Taylor, Trombone

Chris Gekker
Harris Goldsmith
Leonard Hindell
David Jolley

Wind/Brass Repertory
Ensemble

Sue Ann Kahn
Chin Kim
David Krakauer
Joel Lester
Julius Levine

Programs of Study
Bachelor of Music
Bachelor of Science
Undergraduate Diploma

Judith Mendenhall Master of Music
Homer Mensch Professional Studies
Edna Michell Diploma

Daniel Phillips

Todd Phillips

Scholarships are
available.

Leon Pommers
Jim Preiss

Peter Prosser
Karen Ritscher
Charles Russo
Carl Schachter
Ann Setzer
Madeleine Shapiro
Thomas Stacy
David Taylor
Keith Underwood
Diane Walsh
Nancy Wilson
Hiroko Yajima

Small classes
Personal attention

MASTER CLASSES WITH DISTINGUISHED ARTISTS

For additional information
write or call

Office of Admissions
Mannes College of Music
150 West 85th Street

New York, N.Y. 10024
800-292-3040 or
212-580-0210, %246, 247

mannesadmissions@newschool.edu
www.mannes.edu

* New School University
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ALPHORNS: Traditional appearance with high tech de-
sign and improved performance. For info, call
607-569-2495 or e-mail littletonplus2@juno.com.

Complete set of Horn Calls. 82 items: first issue-2001
including special annuals and THS directories. Excellent
condition. $385 plus shipping. Kathy Teck 914-949-5629
or e-mail kathyteck@aol.com
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Horn For Sale: Alexander 103 — Cabin Case. Excellent
condition. Purchased 5/98. Price $5420. Negotiable!!!! Call:
718-652-6420

"Thoughts on Playing the Horn well" by Freydis Ree
Wekre can be ordered through NORHORNPRESS, fax +47
67 1215 99 or e-mail: norhorn@online.no for US $ 20.
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Performers who wish their discs to be reviewed should send
them to John Dressler, Department of Music, Murray State Uni-
versity, Murray KY 42071-3342 USA. Readers interested in ob-
taining discs from this column are urged to place orders with deal-
ers or stores in your area. Should none of those dealers be able to
assist you, readers may contact one of several reputable USA sup-
pliers: MusicSource, www.prms.org; Compact Disc World, Tel.
1-800-836-8742; H&B Recordings Direct, Tel. 1-800-222-6872;
or the distributors, themselves.

Distributors

aca digital

distributed by Albany
Albany Music Distributors
P.O. Box 5011

Albany NY 12205 USA

tel. 1-800-752-1951

Allegro Imports

14134 NE Airport Way
Portland OR 97230-3443 USA
tel. 1-800-288-2007
Arabesque

distributed by Allegro
Boston Skyline

¢/ o www.bostonskylinerecords.com
Jase CD

¢/ o Jasemusikki Oy

PL 136

FIN-13101

Hameenlinna FINLAND
Keynote Brass

¢/o golandod@msn.com
MILS

¢/o MILS Musikki Oy
Vaskisnenantie 49

FIN-21500

Piikkio FINLAND

Musicians Showcase Recordings
c/o www.msrcd.com; 1-888-859-9229
SoSoSol Records

c/o www.chlartists.com
Verso

¢/o www.jbonet.cjb.net

O

An American and Paris. New York Woodwind Quintet,
John Barrows, horn. Boston Skyline BSD-141. Timing: 75:48.
A 1996 reissue of recordings made in 1961 and 1962 and origi-
nally released on the Concert-Disc label.
Contents: Alec Wilder: Woodwind Quintet No. 3, Woodwind
Quintet No. 4, Woodwind Quintet No. 6
Francis Poulenc: Sextet (with Frank Glazer, piano)
Jean Frangaix: Quintet for Winds

Not everything old is irrelevant in today’s performing
venues, and there is no better confirmation of this than the
disc at hand. Billed collectively with other similar Boston Sky-
line discs, it is subtitled “From the Vault.” This CD was re-
mastered from the actual first-generation 15 and 30 ips studio
master tapes, preserved all these years and generously loaned
to Boston Skyline by George Sopkin of The Fine Arts Quartet,
which founded and owned the Concert-Disc label. The Wilder
quintets were issued in 1962 on Concert-Disc LP CS-223; the
Poulenc and Francaix were issued in 1961 as CS-221 and 222
respectively. The New York Woodwind Quintet of this era was
the model for many other USA wind quintets to follow. Like-
wise, John Barrows, an important free-lance performer in New
York and later professor of horn at the University of Wiscon-
sin, was the inspiration for nearly all of Alec Wilder’s horn
writing. These recordings, then, are actually historical docu-
ments of timeless value. There are a few glitches hereand there,
a couple of intonation inconsistencies, but this is “real” mu-
sic. This is “take charge”, “music of and for the moment” play-
ing. In an age of takes and retakes in the recording industry,
these performances are truer to the moment in which they
were originally performed. If you haven't played Wilder’s 22
horn duets, try them out—they make a nice introduction to
his music. You'll quickly come to expect the unexpected; you'll
relish the humor; you'll find the technical challenges. I have
studied the first two quintets, and this is the first time ] have
heard these later pieces. I found delightful harmonic and rhyth-
mic play at every turn. The horn parts are most idiomatic uti-
lizing a little bit of muted sections but no other contemporary
techniques we expect nowadays. Each of these works is about
eleven minutes long and consists of four movements. They
are masterpieces and should be just as much a part of the regu-
lar woodwind quintet repertoire as the works of Reicha, Danzi,
Ibert, and Arnold.

If you are not familiar with the Poulenc Sextet, this is your
opportunity. It is a bit like Debussy’s Afternoon of a Faun,
Brahms’ Horn Trio, etc.: there is nothing else quite like it. This
performance really moves along in every movement, moreso
than what I have heard in live performances over the past
several years. It needs to be programmed more often, but have
a fine pianist in mind. In particular, the slow section of the
first movement is so sensual in this recording: beautifully ren-
dered here. And the articulation by all (and especially Mr.
Barrows) in the third movement is remarkable. Challenges
abound for all players, and this recording is proof that musi-
cianship is key to selling the work to the audience, not just
notes and rhythm! The Francaix quintet is another work that
needs to be programmed more often. It is a delightful and
sometimes off-balanced piece that catches and sustains the
listener’s attention right from the start. The hornist even gets
to use some flutter-tonguing in the first movement. The sec-
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ond movement in this recording is probably my favorite of
the entire disc: it demonstrates blend, chords, intonation,
moving together, releases in excellent fashion. All these traits
are paramount in a wind quintet. My only disappointment
is that the miking does not favor the horn, but all the more
reason to listen closely to Barrows as he maneuvers skill-
fully. Watch for other Boston Skyline “From the Vault” discs
as the producer of this disc has alerted me that others are in
the making. J. D.

A Schubert Celebration. New York Woodwind Quintet, John

Barrows, horn. Boston Skyline Records BSD-143. Timing:

56:53. A 1997 reissue of the 1962 recording originally released

on the Concert-Disc label.

Contents: Franz Schubert: Octet in F for Strings and Winds
(with the Fine Arts Quartet)

Here is another in Boston Skyline’s “From the Vault” se-
ries of discs. This time, it’s the Schubert Octet. The unusual
instrumentation calls for string quartet plus horn, clarinet, and
bassoon. It is a late work of Schubert, modeled after
Beethoven’s Septet in E-flat and commissioned by Count
Ferdinand von Troyer, chief steward to the Archduke Rud-
olph, one of Beethoven’s patrons. The work has a very cheer-
ful nature, consisting of six movements and lasting nearly an
hour. Sadly, this last detail prevents the work from getting
performed more often, both in public and on radio. While this
may not be a major technical feat for the horn player, there are
many subtleties which display the performer’s musicianship.
Barrows performs the sustained c"s at the beginning in a beau-
tiful, unwavering manner, totally alone, allowing the melody
to pause then re-enter several times. His octave leaps (g"-g")
are equally lovely. Barrows also matches both clarinet and
bassoon in their various couplings throughout the work.
Again, for my taste, the horn is understated in this recording,
perhaps a problem of miking. Similarly, the clarinet seems al-
most too present. But the work is a masterpiece of timeless
beauty. If you are unfamiliar with this work, you’ll be well-
rewarded by adding this disc to your collection. J. D.

©

Thoughtful Wanderings: Compositions by Douglas Hill.

Available from Musician Showcase Recordings

(www.msrcd.com; 1-888-859-9229) or the UW School of

Music (1-608-263-1900). Two-CD set, total timing: 145:32.

Contents: Works of Douglas Hill: Intrada for Brass Choir; The
Glorious Privilege of Being; Elegy for Violin and Horn; A
Place for Hawks; Reflections for Horn Alone; Song Suite in
Jazz Style; Jazz Set for Solo Horn; Homage to Thoreau; El-
egy for Horn Alone; Thoughtful Wanderings; Americana
Variations; To the Winter Sun; Jazz Soliloguies for Horn;
Timepieces for Brass Quintet.

Though long well-known as one of the finest teachers
and performers of his generation, Douglas Hill has quietly
and steadily amassed a sizable body of work, both in his
writings and in his compositions for horn. Some of his early

pieces were published decades ago by The Hornists’ Nest
and are now part of the standard repertoire. Many of his
later pieces, as this recording makes abundantly clear, de-
serve to be at the center of the new repertoire for horn that
has developed in the latter part of the 20" century.

I can capture this 2-CD set of performances of selected
music by Douglas Hill in one word, but I can’t do it in En-
glish. The word is German, and it works wonderfully:
Ohrenschmaus, meaning “a feast for the ears.” The flavor of
the music, however, is strictly American. The pieces could
be said to fall roughly into five types: celebratory, reflective,
nature-oriented, jazzy, and good fun, though there is some
overlapping. The language is tonal, but enlivened with a
certain amount of ‘crunch’ and rhythmic play. Ironically, the
most atonal flavorings are to be found in some of the jazz
numbers (Jazz Set, Jazz Soliloquies).

The musical smorgasbord aspect is two-fold: the pieces
are in themselves very diverse in instrumentation and style,
and the horn parts are performed by a number of hornists,
all former Hill students who are now performing artists in
their own right, many of whom returned to the University
of Wisconsin during the fall of 2000 to make the recordings.
It is so refreshing to hear a number of different hornists on
one recording that it makes one wonder why it is not done
more often. It is interesting to hear, for example, the differ-
ent interpretations of the two elegies by Patrick Hughes and
John Zirbel. The two solo horn jazz pieces—both very chal-
lenging—are even more different in approach, with Steven
Becknell impeccably capturing every nuance of the Jazz So-
liloquies like the virtuoso LA studio musician he is; then there
is Adam Unsworth (Philadelphia Orchestra), whose rollick-
ing performance of Jazz Set brings to mind the character of
Sesame Street’s wild, neck-shackled “Animal.” Unsworth
rips into the piece like a ravenous Doberman into a chunk of
meat; it is a wild, rollercoaster ride that boggles mind and
ear and leaves us blinking and breathless—did we even sus-
pect that the horn could be played like this? Jeffrey Snedeker
brings yet a third flavor of jazz, delighting with his tasty
and swinging renditions of the Song Suite in Jazz Style (with
piano). The Song Suite is fairly long all together—20' 30"—
but the individually-titled movements would be attractive
and useful on their own in the appropriate spot in a recital.

Hill is nothing if not eclectic. One of my favorites is the
strikingly original, eponymous Thoughiful Wanderings with
Kristin Thelander on natural horn, accompanied by percus-
sion and nature sounds inspired by Native American music.
It is hard to believe that you can actually do some of those
things on natural horn, and the tunes are infectious and
catchy. Other unusual combinations include To the Winter Sun
featuring Peggy DeMers on alphorn (with Prof. Hill on wind
chimes and cow bell), and Homage to Thoreau for chorus, nar-
rator, flute, and drum. Standard instrumentations are not
neglected: horn quartet (Americana Variations), brass quintet
(Timepieces), and brass choir (Intrada); all of these should be
a part of every quartet, quintet, and choir’s repertoire.

If I were forced at gunpoint to pick a favorite, I might
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choose A Place for Hawks for mezzo-soprano, horn, and
strings. There are hints of Mahler here, but the text and ef-
fect are purely American and the sound is pure delight. In
short, this is great music, and excellently played. If you are
looking for a real breath of fresh air and not just another
recording of old warhorses, look no further.

Wait. Maybe I can characterize the music of Douglas Hill
in one English word, and that word would have to be “soul.”
There is warmth and emotion in Hill’s music, as much as is
to be found in any contemporary music for the horn. When
I hear, for instance, the Persichetti Parable for solo horn, I
hear a well-constructed catalogue of contemporary tech-
niques that moves me not. The building blocks of a Hill piece
are raw emotion; it is unlikely that you would come away
from either playing or hearing one without being touched
by it. That alone makes this music special and highly recom-
mended. Jeffrey Agrell, University of lowa

©

A Litany for the 21 Century. Javier Bonet, horn, with Anibal
Banados, piano. Verso VRS-2003. Timing: 69:22. Recorded in
La Sala de Conciertos de Hazen September 23-25, 1999.
Contents: Volker David Kirchner: Tre Poemi

Wolfgang Plagge: A Litany for the 21¢ Century (Sonata No.

1,0p.39)

Willy Burkhard: Romanze

Edgar Cosma: Sonatine

José Vicente Egea: Sonata

Ernst Mahle: Sonatina

Javier Bonet, currently with the Spanish National Or-

chestra and an American Hormn Competition prize-winner,
has brought out a disc of repertoire completely new to me.
The majority of these works were composed within the last
15 years by composers of Germany, Norway, Switzerland,
Hungary, Spain, and Austria. The artistry displayed by both
Mr. Bonet and Mr. Banados is top-rate. This is intense, dra-
matic, full-bodied literature demanding a full compass of
register, frequent abrupt shifts in style, technique, and
stamina, all of which is accomplished by Bonet in excellent
fashion. The Kirchner work grips the listener from the be-
ginning with a striking sonority, relaxing after a bit into a
much more ethereal quality. It is a motivic work with many
ostinato and repetitive patterns throughout. The artists dis-
play a careful control of dynamic contrasts. The horn begins
by playing towards the inside of the opened piano lid, di-
recting the bell towards the strings so that they vibrate sym-
pathetically and freely. A passive dialogue of sorts is then
created. The echo effects are extremely convincing and play
an important part in the canonical nature of the motives,
which are easily heard, again in the ensuing variations. The
third movement is particularly noteworthy as the horn en-
ters with a melancholy line following the piano has set up
an almost eerie presence with slowly moving notes at both

Recording Reviews Q

ends of the keyboard: truly characteristic of the movement’s
subtitle, “La géndola fiinebre.” Plagge’s sonata was written
in Berlin and directly characterizes the ugliness of The Wall
that was starting to crumble at the time. The work focuses
on the tragedy and absurdity of a divided city, bringing for-
ward feelings of both anguish and hope. The first movement
opens with a chant-like melody moving quickly into a pas-
sage with a very wide range for the horn. A dramatic ca-
denza up to ¢, then down to the lowest register ensues. A
feeling of sleepless energy seeking for rest brings with it a
sudden drop to the final cadence. The second movement is
less hectic and opens rather quietly. The reflective horn line
over an ostinato pattern of octaves in the piano is followed
by a return of the relentless surging feel of the middle sec-
tion. The work by Burkhard, full of repose after having heard
the first two pieces on the disc, is a short but nevertheless
intense piece with three well-defined and connected sections
(fast-slow-fast). With just a few elements and an extremely
simple accompaniment, the composer takes us from a po-
etic realm to a romantic setting for the horn to hunting songs
and finally allows the work to die away sweetly, accompa-
nied by a rhythmic ostinato.

Cosma’s Sonatine is probably the least intense piece on
the disc. It features large intervals well-balanced against
stepwise motion in the horn; open fourths and fifths perme-
ate the piano accompaniment. The second movement contains
a beautifully lyric theme in the horn against quarter-note
chords in the piano, lending a nostalgic feeling. The last move-
ment is more jaunty and up-beat, the happiest music yet en-
countered on the disc. Again, ostinato and repetitive patterns
in both the piano and the horn parts return. A short cadenza-
like passage near the end consisting of fanfare-type figures
brings the work to a very solid and convincing end. The So-
nata by Egea opens with a moderately-paced glissando in the
horn from the pedal register to a note as high as possible. Very
angular lines in the horn are followed by a heavily-accented
section in the music: very pointillistic in general. After a pause
to clear the air, a reflective more passionate section occurs;
then, a return to a faster tempo with disjunct intervals switch-
ing quickly back to a slower more legato section. The listener
is very aware of the three-note motive, which returns often.
The movement ends quietly. The second movement features
multiphonics in the lowest register of the horn. The third
movement begins with a dramatic sweep to ¢" on the homn
followed by several rips and then repeated notes in the lower
register. Mahle’s Sonatine is an excellent first-hearing piece for
audiences of all types: a more light-hearted almost jazzy/
rumba tune. The range covers g to g". It is technically chal-
lenging, but not particularly intense or driving and certainly
not foreboding in style. It is steeped in tonality yet adven-
turesome. It is straightforward structurally and melodically
with many singable melodic figures, a most convincing piece.
This is an important disc as it brings together several new
works utilizing an extreme variety of techniques. As an en-
tity itself, the disc is difficult to listen to all the way through,
and, as such, it would probably not be wise to program more
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than one of these at a time on any recital. But these provide a
super challenge to players and listeners and should be ex-
amined closely. Most of the works accentuate the tritone,
which may be a reason why 65 minutes of intensity is stress-
ful. However, Mr. Bonet is to be commended for his dili-
gence and stamina, which is required of all of these pieces. A
hearty “bravo” to both artists here. J. D.

©

An Idyll for the Misbegotten. Esa Tapani, horn, with Kari
Tikkala, piano; Ik-Hwan Bae, violin; Sami Koskela, Antti
Rislakki, and Tim Ferchen, percussion. Jase CD-0032. Tim-
ing: 60:31. Recorded at the music studios of the Finnish
Broadcasting Company.
Contents: George Crumb: An Idyll for the Misbegotten

Esa-Pekka Salonen: Concert Etude

Esa-Pekka Salonen: Horn Music I

Jarmo Semila: Das Geblase

Peter Maxwell Davies: Sea Eagle

John Harbison: Twilight Music

This CD is a stunning presentation of horn playing. A

program of contemporary works is not always easy listening.
There are few moments on the CD that maintain a singular
emotion for very long. Harsh, angry moments precede placid,
lyrically beautiful ones, and then it’s off to lightly-spirited or
somber passages. The variety is striking and effective. George
Crumb’s work is an excellent example of this varijety. Origi-
nally for flute and percussion, it was adapted for horn and
percussion by Robert Patterson, a student of Crumb. Much of
Crumb’s music is tied to his concern for nature and its preser-
vation. Crumb also writes music that is intimately linked to
the character of each instrument. Crumb initially expressed
doubts about the horn taking the flute’s role in this piece.
However, after hearing the horn part played, he agreed that
the horn was well suited to express his feelings about the natu-
ral world. The two works by the Los Angeles Philharmonic’s
Music Director, Esa-Pekka Salonen, are going to become fre-
quently heard standards in the horn solo literature. I felt that
they were the two best compositions on this CD. Both are go-
ing to require much study and lots of practice from everyone
attempting them. I am sure that the effort will be well worth
it. The Concert Etude, written in memory of Salonen’s horn
teacher, Holger Fransman, is a powerful work that requires
almost a four-octave range, dynamic extremes, an abundance
of trills, glissandi, stopped and echo horn, mute, and
multiphonics. In certain passages, he requests specific finger-
ings that change at specific metric times. The player is in-
structed not to correct the pitch but to let the different tone
color and pitch of the various fingerings be heard. Another
section is to be played using the fingering F 23 to produce the
(concert) D-flat harmonic series, and the natural pitches of
the harmonic series are not to be corrected. I have heard and
performed similar works but not with the skill that Salonen
requires. What could easily descend into trivial display for

the sake of showing how much the composer “knows about
the horn” is not the case here. This is a first-rate work that
uses all of the colors on the composer’s palate. The works of
Jarmo Semila, Peter Maxwell Davies, and John Harbison also
draw upon some of the same compositional techniques. They
have written powerful and expressive music—powerful in the
sense that the full emotion of the music is obvious, not that
the music is loud and boisterous (even though it is sometimes).
The star of this show is Esa Tapani. Currently principal horn
of the Finnish Radio Symphony orchestra, all of his playing
on this CD is first-rate. He has a clear tone that sparkles at ff
and is tender and whispering at pp. His technique, flexibility,
and expressiveness are all amazing. The Salonen Concert Etude,
especially requires virtuosic stopped horn skill, and Esa Tapani
has it. In fact, as horn skills go, you name it, and Esa Tapani
has it, and then some! Calvin Smith, University of Tennessee-
Knoxville (C. S.)

Maestro del Corno: Holger Fransman conducts the Horn Club
of Finland. Eero Jantunen, Antero Kasper, Jukka Kasper,
Markus Maskuniitty, Markku Paalanen, Hannu Pajuoja,
Pasi Pihlaja, Timo Ronkainen, Esa Tapani, Esa Tukia,
Tommi Viertonen, Jorma Vuorenmaa, horns. Jase CD-0024.
Timing: 40:23. Recorded at the studios of the Finnish Broad-
casting Company.
Contents: Jean Sibelius/Fransman: Alkusoitto (Praeludium);
Andantino
Erkki Melartin: Pieni kvartetto (Small Quartet)
Richard Wagner/Fransman: Parsifal-Fantasie

It is hard to overstate the important role that a performer
and teacher such as Holger Fransman has had on the estab-
lishing, nurturing, and leading of a national school and style
of horn playing. While already a member of the Helsinki Phil-
harmonic Orchestra, he left to study in Vienna with Karl
Stiegler, a player and teacher of wide renown. He later re-
turned to the Philharmonic, and, in a few years, became the
horn professor at the Helsinki Conservatory, which shortly
thereafter became the Sibelius Academy. In addition to this,
he taught for over forty years in the Military Band School.
Today very few hornists in Finland are not first- or second-
generation Fransman students. His study in Vienna and his
many years as a performer, teacher, and arranger of music for
horns has made a strong and lasting impression on the Finn-
ish horn players and, indeed, all of Finland’s musical life. The
horn playing on this CD is splendid, and the Viennese influ-
ence is detectable. Fransman’s arrangements of Sibelius’
Praeludium and Andantino are well crafted for horn ensemble.
The Praeludium has a stately processional character with fes-
tive moments; the Andantino is richly sonorous with interwo-
ven parts blended beautifully into a luxurious, harmonious
work. It is beautiful music, beautifully played. The Small Quar-
tet of Melartin is a delightful work that should be on more
quartet programs. I never knew of its existence untilnow. The
three movements are lyrical with conservative harmonies with
active thythmic lines in each part that will keep each player
busy and interested. Fransman’s arrangement of music from
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Parsifal is a gift to all hornists who can’t get enough of Wagner’s
music-drama masterpiece. This is fine music conducted by
the teacher, mentor, and inspiration to twelve of Finland’s fin-
est horn players, a CD you're going to enjoy. I did. C. S.

Concertos for Tuba, French horn, and Trombone. Esa Tukia,
horn. MILS-9651. Timing: 44:41. Recorded November 20-21,
24-25,1995, in the Madetoja Hall, Oulu, Finland.
Contents: includes Harri Wessman: Concertino for French horn
and String Orchestra

On this CD, which premieres recordings of three excel-
lent and interesting concerti for brass, we hear some first-rate
horn playing by Esa Tukia, currently solo horn of the Finnish
Radio Symphony Orchestra. He performs the Wessman
Concertino with a rich full tone and with abundant expres-
sion. The Concertino is subtitled “In the Rain” and is comprised
of three movements titled “the sadness of rain,” “rain song,”
and “the joy of rain.” It is mildly dissonant, and in the first
two movements the soloist is given ample opportunity to de-
liver the melodic lines with a full rich sound and beautiful
lyric expressiveness. In the third movement, the soloist needs
to bring out the technical passages with flair and energy. Esa
Tukia does all of these very well. He has a tone that is warm
and clear. He has ample facility that allows him to sound as
though none of this were difficult. The end product of a well-
written piece and a performance by a soloist with a perfect
blend of technical skill and musicality which will make this
recording a highly-recommended addition to your CD col-

lection. C. S.

From the Forest. Stewart Rose, horn. Arabesque Z-6750. Tim-
ing: 55:06. Recorded January 29-30, February 10-11, 2000, at
the American Academy of Arts and Letters, New York City.
Contents: F. J. Haydn: Concerto No 1 in D

G. P. Telemann: Concerto for Horn (D)

L. Mozart: Concerto for Horn (D)

C. Foerster: Concerto for Horn (E-flat)

It was a pleasure to receive this CD. It contains four of
my favorite concerti. They are performed less frequently than
those by Mozart and Richard Strauss, but are worthy of far
more attention that they have received to date. The Leopold
Mozart work is the only one that I haven’t performed, but I
have enjoyed hearing it ever since I bought Barry Tuckwell’s
old Angel recording. In fact, except for my own performances
of the Telemann and Foerster, the Tuckwell recordings are
why I know these two quite well. The Haydn has been re-
corded several times, and it has become one of my personal
favorites. Now we have another presentation of these four
pieces by New York hornist Stewart Rose. He is joined by
the St. Luke’s Chamber Ensemble, which on this recording
consists of a very small string ensemble with harpsichord
for all of the concerti, plus oboes and bassoon for the Haydn
work. Rose’s recording is a fine addition to the previous re-
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cordings of these works. Rose’s playing is clean, clear, and
articulate at all tempi. His slow lyric playing has a light trans-
parency to the sound with a singing quality that makes these
beautiful melodies flow effortlessly. His technique has in-
tensity and fire. He has crisp articulation that make even the
busiest passages move with apparent ease. His lip trills are
impressive. The Haydn work gives the soloist the opportu-
nity and the obligation to perform a cadenza in each move-
ment; Mr. Rose’s cadenzas are beautifully crafted, simple in
design, effective and extremely well played. The second
movement is exceptionally lovely music. The low register is
exploited in a melodic way that is unusual in this period. It
is disappointing to hear horn players that have clear beauti-
ful sounds in the middle and upper registers, but whose
sounds often become unpleasant and hollow in the low reg-
ister. None of that disappointment is possible here. Rose’s
tone is very even throughout his entire impressive range.
An addition to the Mozart is given in the form of an added
Minuet that appears in a manuscript of this work, presented
here as a fourth movement. The liner notes state that Rose
uses two horns as his basic equipment: an N-series Conn 8D
and an Engelbert Schmid F-B-flat-High F triple. No indica-
tion is given as to when he uses each horn on this CD. I lis-
tened carefully just to see if I could tell. I think I can, but it
doesn’t really matter because whichever horn is in use, his
sound is excellent. Repeated hearings of this CD have in-
creased my enjoyment of these works, and I put Stewart Rose
high on my list of soloists who can perform this challenging
array of works with finesse, flair, beauty, and style. C. S.

O

2002: Chamber Music of Charles Knox. Brice Andrus, horn,

with Lisa Yancich, violin; Dorothy Lewis, cello; Cary Lewis,

piano. aca CM-20066. Timing: 72:44. Recorded in Atlanta,

Georgia c. 2000.

Contents include: Charles Knox: 2002: Semordnilap Number 2
(horn, cello, piano); The Framing of This Circle (horn,
violin, piano)

I had the opportunity of learning the brass ensemble
works of Charles Knox in both undergraduate and graduate
school thanks to Charles Gorham, Professor Emeritus of In-
diana University. Knox did his PhD degree under Bernhard
Heiden at IU and then taught at Georgia State University.
Two works on this all-Knox disc feature the horn, both of
which I highly recommend. After looking at the title of the
first work for a few minutes, I finally discovered its signifi-
cance by spelling it backward, and therein lay the key to the
piece. While I would not call Knox’s music carbon copies of
Heiden or Hindemith, he does share their neoclassic adher-
ence to structure and phrase groupings, which assist the lis-
tener in following the musical ideas and flow. The first move-
ment of this work is in 11/8 meter, grouped 2+2+2+2+3 in
rather regular fashion. It has rhythmic vitality, ostinato and
repetitive patterns, a tossing back and forth of ideas between
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horn and cello, at times angular lines but never atonal. Itisa
fresh work, one which rewards performers and listeners. The
second movement begins slowly but utilizes Elliott Carter’s
metric modulation idea most convincingly into the faster
section. The third movement has a 13/8 meter and, like the
first movement, features some quick open-stopped-open
activity for the horn. The whole piece comes in at about 10
minutes in length.

The Framing of This Circle was composed for Brice Andrus,
the Atlanta Symphony’s principal horn, and was premiered
by these same performers in May of 1999 at the IHS confer-
ence in Athens, Georgia. This is a four-movement (F-S-F-F)
scheme, the last of which again utilizes 13/8 meter. The open-
ing movement features an oscillating half-step relationship in
violin and horn, which breaks into a more lyric melody with
both instruments doubled at the octave (marvelously in tune
in this recording, I might add). There are brief moments of
dissonance but the listener is attracted almost at once by the
composer’s use of counterpoint and the juxtaposition of dis-
similar lines. The horn part is challenging but idiomatic. The
second movement has a gorgeous, melancholy horn line
against block chords moving in opposite direction in the pi-
ano part. The melodic line then continues in the violin then
finally to the piano right-hand against an ostinato left-hand
part. The movement ends rather deceptively in two eight-bar
(or so) phrases utilizing two simple ascending figures: 1) b—
c—e-flat—e—f#—g—b—"—d—e-flat; followed by a pause
in the horn part; then 2) ¢"—d-flat—e-flat—f—g-flat—a-flat—
b-flat—b—"". The entire figure decrescendos with a hold on
the high ¢™. This is stunning playing by Andrus; get this disc
for this passage alone. You will not hear finer playing any-
where. It is a captivating passage and virtually comes out of
nowhere to conclude the movement—absolutely brilliant plan-
ning by the composer. The third movement begins with vio-
lin and horn playing simultaneously an eighth-whole-quar-
ter-note figure against constant sixteenth notes in the piano.
A more lyric second theme area follows this section, then the
piano and violin/horn exchange those rhythmic ideas. The
fourth movement returns to the 13/8 ideas of the first move-
ment, rounding out the piece beautifully. Readers interested
in acquiring Knox’s music should address inquiries to the com-
poser at his home: 482 Page Avenue, Atlanta, GA 30307 USA;
E-mail: muscck@panther.gsu.edu. [As an aside, many will
appreciate the encompassing name of the group of musicians
on this disc: Eine Kleine Knox Musik.] J. D.

©

Reflections. Keynote Brass, Kent Leslie, horn. Private re-
lease. Timing: 48:24. Recorded in 1996 at The Lodge, India-
napolis, Indiana.
Contents: Beckel: Freedom’s Hope

Albinoni/Boone: Sonata in F

Rodgers/Cobine: Where or When

Bach/Mann: Praeludium

Ott: Suite for Brass
Alter/Rhodes: Do You Know What it Means to Miss New
Orleans?

Farrar/Rhodes: Bombasto

Jewell/Rhodes: The Screamer

arr. Rhodes: Medley of Indiana School Fight Songs

Hanley/Rhodes: Back Home Again in Indiana

At first, due to the last several works recorded here, I
thought this disc might be too narrow to review for the wide
international audience of this journal. But the other works are
well worth investigating, especially through the skill displayed
by the Keynote Brass. This is not typical brass quintet reper-
toire and many of the arrangements here utilize percussion as
well, so I hope to entice many of you to grab this up and be
adventuresome. Actually, the repertoire here could very well
be played at a public school concert as well as a more formal
public recital—there is something for everyone. James Beckel's
piece is a great program opener. It parallels the pomp of
William’s Olympic Fanfare at the beginning, but then breaks
into a jazzy second section to really capture the audience’s
attention. The percussion parts (timpani, cymbals, glocken-
spiel, and chimes) add great sparkle to the brass parts. Me-
lodic lines in the Albinoni transcription favors the two trum-
pets, but the horn has some fine harmonic filler moments
throughout. Some running sixteenth-note passages are well
executed by both the horn and tuba. The work is cast in typi-
cal Baroque suite design, slow-fast-slow-fast. What a great treat
to hear this arrangement of the Richard Rodgers tune! This
slow groove style fits all the instruments very well, indeed.
The harmonies are fresh and easy to listen to throughout. This
is a terrific addition to the quintet repertoire. In addition, the
arranger has chosen a particularly delightful Bach keyboard
prelude for brass; there is a fine balance of all the voices.
Ott’s Suite for Brass is perky and rhythmically alive. The

first movement will have the audience tapping their feet. All
the members of the group demonstrate superior articulation,
releases, and excellent contrasts in volume and lyric vs. tech-
nical playing. The second movement is very sensitive, a very
good balance of all the parts in the slow moving melodic lines.
There is a great deal of musical contrast in the third move-
ment; it is almost Cheetham-esque in its scherzo playfulness.
The arrangement of Do You Know... is a perfect Canadian
Brass-type of piece for recitals and concerts, a true delight to
hear and to play. I loved the additional “audience cheering”
track at the introduction to the circus marches transcribed for
the group. It lends a live-music venue to take the listener to
where this music was originally performed. They would make
greater openers or closers to any program! The last two items
are particularly pertinent to those who live in the state of In-
diana. One is a medley of fight songs for the three large uni-
versities, Indiana University, Notre Dame, and Purdue. Again,
the “cheering audience” track reaffirms these arrangements
will illicit great response from audiences. The disc closes with
a slow, schmaltzy, crowd-pleasing rendition of the state song,
reminding the listener of those turn-of-the-20*-century Sun-
day afternoon concerts at the bandstands all across the
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midwestern states. The Keynote Brass performs this music
with conviction, verve, and sparkle. . D.

L

Rhapsody for Horn and Orchestra: Music of Craig Russell.

Richard Todd, horn, with the San Luis Obispo Symphony,

Michael Nowak, conductor. SoSoSol Records. Timing: 69:19.

Recorded in March, 2000, in the Harman Hall at the Perform-

ing Arts Center, San Luis Obispo, California.

Contents: Craig Russell: Rhapsody for Horn and Orchestra;
Middle Earth; Gate City: A Methodist Hymn.

This CD contains three works by Craig Russell. Middle
Earth is a descriptive set of movements that draw their in-
spiration from Tolkein’s The Hobbit and The Lord of the Ring
trilogy. Gate City: A Methodist Hymn is the second movement
of Russell’s second symphony. Its inspiration is from his
parents and the Americana of Wesleyan hymns, country fid-
dling, and the beauty of small Appalachian villages. Russell
is a composer of excellent music that should be more widely
heard. Maybe this recording will help. The most impressive
portion of this CD is Rhapsody for Horn and Orchestra, an ex-
traordinary addition to our repertoire. However, it may be-
come a work that is infrequently performed in its entirety.
As a whole, it is an extended work of a little over forty min-
utes, which is likely to make programming a challenge. Or-
chestras seldom devote that amount of time on a program to
a single solo brass work even when it is an outstanding com-
position such as this. Another aspect of Rhapsody is that two
of its five movements require an orchestra to be very accom-
plished in playing jazz styles. This isn’t just a situation of an
orchestra backing up a jazz artist for a pops concert. The or-
chestra for this needs to be better at jazz than that. I don't
know if Craig Russell has any plans to do a keyboard reduc-
tion of this work. I doubt that he would because, to me, only
the fifth movement would translate to that medium well.
Perhaps I will be proven wrong, but most of Rhapsody would
be far less effective without all of the orchestral colors.

These considerations pale in comparison to the issue of
finding a soloist. Rhapsody requires a soloist of extraordinary
endurance plus one that has the range, control, flexibility, sty-
listic mastery, and power to present a successful performance.
I have seldom heard a work that was so well constructed spe-
cifically to fit the talent of the soloist. Richard Todd’s immense
talent is on awesome display in this recording. His skills in so
many stylistic areas are well known: as principal horn of the
Los Angeles Chamber Orchestra, he has performed and re-
corded for many years in one of the world’s finest chamber
orchestras; as a hornist who has been very active for years in
the LA recording studios, he has recorded for many record-
ings, television, and motion pictures; as a solo artist, he has
recorded numerous concertos, solo recital works, chamber
music, and jazz CDs. Each of the five movements of the Rhap-
sody is substantial and could stand on its own as a solo work,
but they are combined and paired in a very musically satisfy-
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ing way. The first (“Morning’s Decisions”) and third (“Wist-
ful Musing”) movements are filled with lyric melodies that
allow the soloist to display considerable range, flexibility, ex-
pression, and power. Moments of fine programmatic writing
abound as Aaron Copland, Leonard Bernstein, and several
excellent film composers are brought to mind. Movements
Two (“Dizzy Bird”) and Four (“Tito Machito”) form another
pairing, paying homage to Dizzy Gillespie, Charlie Parker,
Tito Puente, and Machito. Rick Todd'’s performance in these
movements is not only that of a great horn player playing
jazz; it is a great jazz player playing horn at the highest vir-
tuoso level. The fifth movement (“Flash”) is a wild ride to the
end. I really can’t imagine that upon hearing this CD you won't
marvel and completely enjoy every aspect of this piece. [ am
listening to it as I am writing these words. I have listened to it
many times already. This is superb music played very well by
an accomplished and versatile orchestra, and listening to the
horn playing of Richard Todd tops off the whole sonic treat.
He has really gone above and beyond anything else that is in
the recorded repertoire. I have heard him play on recordings
and live many times and have always had the highest admi-
ration for this abilities and musicianship. Then, this CD came
along and I was simply blown away. It is very unlikely that
you have ever heard anything like this. Get this CD! Then, it

will get you, too! C. S. @
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here are currently ninety-nine theses on horn and re

lated brass topics available to IHS members through

our lending library. The full list was last published in
The Horn Call in May 1999. This list is available on the IHS
website (URL: <www.hornsociety.org/FEATURES/
lendinglib.html>). Kristin Thelander houses the theses at the
University of Iowa. The IHS supports this project by paying
for the cost of mailing theses out upon request. Borrowers must
submit a refundable deposit with their requests ($45 per the-
sis) and return theses at their own expense. In addition, the
Advisory Council allocates funds for the annual purchase of
new theses, however contributions in the form of donations
are most welcome. If you have written or read a thesis that
should be in our collection, please contact Kristin Thelander.

Thesis Loan Request Form

Date

Name

Address

Thesis title

Thesis author

Date needed

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

Signed

Deposit Requirements: Loan requests must be accompanied
by a check made out to the “International Horn Society”
in the amount of $45.00 US (or equivalent funds) for each
thesis borrowed. 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 borrower.

P

IHS members wishing to borrow any of the theses listed
below should photocopy and send the loan request form
provided, along with the deposit fee, to:

Kristin Thelander
School of Music
University of Iowa

Iowa City, 1A 52242 USA

Donations (see *) and Purchases for the year 2001:

Atwell, Bruce. “History of the Natural Horn Quartet in Se-
lected Works from the Symphonic Literature, Chamber
Music, and Opera: from the Baroque to the Romantic
Period.” DMA thesis, University of Cincinnati College-
Conservatory of Music, 1999.

Hilliard, Howard, “The History of Horn Playing in Los An-
geles from 1920 to 1970.” DMA diss., University of North
Texas, 1999. UMI# 99-34665.

Horn, Geoffrey Clark. “Dual ‘Urlinien’ in the Concerto Prac-
tice of Wolfgang Amadeus Mozart, as Demonstrated in
the Three Concerti in E-flat for Horn and Orchestra: K.
417,K. 447, and K. 495.” PhD diss., University of Michi-
gan, 1989. UMI# 90-01642.

Horton, Cynthia. “The Identification of Idiomatic Writing
for the Horn.” DMA diss., University of Wisconsin-Madi-
son, 1986. UMI# 86-05693.

Kilp, Brian. “A Discussion of Selected Works of Bernhard
Krol featuring the Horn: Thoughts on Historical Lineage
and Performance.” DMA document, University of Ari-
zona, 1998. UMI # 99-06523.

Lankford, Heather. “Lowell Shaw (b. 1930): His Musical Ca-
reer and Contributions to Horn Ensemble Literature.” DMA
diss., University of North Carolina, 2000. UMBE# 99-74032.

Luedeke, Janiece. “Dame Ethel Smyth’s Concerto for Violin,
Horn and Orchestra: A Performance Guide for the
Hornist.” DMA monograph, Louisiana State University,
1998. UMI# 99-02649.

Millar, Michael W. “Los Angeles Studio Brass Players.” DMA
project, Claremont Graduate University, 1999. UMI# 99-
32573.

Roberts, Richard Lee. “Alec Wilder: Critical Editions of Un-
published Chamber Music for Multiple Horns.” DMA
diss., University of Maryland, 1999. UMI# 99-57110.

*Thompson, Virginia. “Comparison of Selected Writings on
Melodic Interpretation.” DMA thesis, University of Iowa,
1987.

*Walshe, Robert. “The Horn and Richard Strauss: Selected as-

pects of the horn concertos; the influence of the natural
horn.” DM diss., Fairfax University, 1988. UMI# LD01315.
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David Crites studied horn with Vince de Rosa and James Decker in Los Angeles, California, before going to Juilliard,
where he studied with James Chambers. Professor Crites has had a long and charmed career as principal horn with the
Xalapa Symphony in Mexico. He recently retired from his position as Professor of Horn at the University of Veracruz. When
asked why the tattoos, the Professor said, “Hey, the horn’s the greatest, and Dennis Brain was the greatest horn player!”
Photographer Carlberg Jones <carlbergjones@prodigy.net.mx> plays horn in the Quinteto Colima in Colima, Col., Mexico. Officially
known as the “Quinteto de Alientos de la Universidad de Colima,"” the quintet plays three seasons of five or six double concerts each year.
Photographs Copyright © 2001 by Carlberg Jones.

instrument and music-making. Those seeking similar “creative outlets” should forward suggestions or submissions to the Editor. Suggestion:

Ed. Note: “Out the Bell” is intended for readers to share stories, pictures, cartoons, poetry, etc., that explore the lighter side of our @
keep it to a page—there’s only so much we want to come out of the bell, and what does come out is the last thing we remember...
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| UV[OR@ Horn Mutes for the

Discerning Professional

TrumCormutes are carefully hand-crafted with wood and a specially

formulated resonant fiber material. They create a muted tone that is vibrant,

warm and responsive. These mutes are durable, and the wide selection of sizes

ensures a proper fit and excellent intonation. TrumCor mutes produce a
beautiful sound, and at the same time preserve the unique timbre of the horn in all
registersand atall dynamics.

Stealth
#4 Stealth #5

Stealth Simply the best practice mute available, the Stealth is a must for hotel rooms and late night

#4 & #5 Practicing. Pitchandarticulationare excellent. The Stealth comes in two sizes, the #5and the
slightlysmaller #4.

#45 While having a shape and feel similar to a "Rittich" style mute, the #45 retains the warm

sound associated with a TrumCor mute.

#44 With a relatively open muted sound, the #44 is capable of tremendous dynamic contrasts. It
is exceptionally responsive in all registers.

#24 Designed and shaped for large bore horns, especially the Conn 8-D, the #24 is in essence an
elongated #5.

) A remarkably versatile stopping mute that plays well in tune with a great sound, the Tri-
Tri-Stop Stop comes with three interchangeable bell flares, each uniquely sized to accommodate
repertoire, register and volume needs.

Patterned after the famous "DePolis" mute, the #5 sounds especially good in the upperregister.
#4 & #5 The #4, made for narrow bore horns, isaslightlysmallerversion of the #5.

The TrumCor Tri-Stop horn mute is priced at $100. All other horn mutes are priced at $90.
Shipping & handling - $6 within the continental US.

Owners Richard Giangiulio and Greg Hustis invite you to call or write for more information
on their full line of trumpet, horn, trombone, euphonium and tuba mutes.
Visit our web site and on—lme store at www. trumecor.com

TrumCor ® 3456 Mockingbird Lane ¢ Dallas, TX 75205
telephone: 214/521-0634 © fax: 214/ 521-1174 * e-mail: trumcor@aol.com
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absolute competence.
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Bahnhofstrasse 9« D-55116 Mainz - Germany
phone +49 (0)61 31/28 80 80 - fax +49 (0)61 31/22 42 48

mail@musik-alexander.de - www.musik-alexander.de




