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From the Editor

Hei Kaikka!

As I write my message to you for this issue, I am still riding a crest of excitement follow-
ing our wonderful symposium in Lahti. It was truly a wonderful kaleidoscope of sounds
and styles of horn playing. The consistent excellence of performances left listeners breath-
less, and the feelings of sincere warmth and welcome left us all satisfied that we made the
trip. You will read all about it in February, but let me offer once again my congratulations to
hosts Esa Tapani and the Horn Club of Finland. Kiitos!!!

In this issue of The Horn Call, we continue with Michel Garcin-Marrou'’s cor ascendant
article, which takes us all the way to the 1970s. We receive some interesting insights into
Strauss’ second horn concerto from an interview with Bill VerMeulen, who played the piece
this summer at the Round Top Festival in Texas. A variety of topics are covered in our Clinics
this time: an update on audition repertoire, a unique jazz solo, ideas for imagery in perfor-
mance, and the results of the first annual Corno Pazzo Contest, plus more of our usual offer-
ings. Some IHS business rounds out a very full October issue.

Finally, you will notice an announcement in our President’s Corner and in the News
section regarding the end of my tenure as Editor. This volume year (October to May) marks
my fifth as your Editor. It is a job that [ have come to love very much—even the less pleasant
aspects haven’t been so bad. I have found, however, that to do this job well is requiring more
and more time that really needs to be directed to my family, especially my two energetic,
growing boys (now 5 and 2 years old). I am very sad about having to make this decision, but
Iam proud of how things have gone, and now is as good a time as any to step aside (BEFORE
burnout sets in) and let someone else have a turn, someone whose talents and circumstances
can support the 15-20 hours a week this job averages. So much for my immediate explana-
tion—I'll say more good-byes in May, which will be my last issue as Editor, providing a
suitable successor is found.

In the meantime, I hope you all enjoy the upcoming season, and wish you well into the
New Year.

Wishing you good chops,

S

Guidelines for Contributors: The Horn Callis published three times annually in October, February, and May. Submission deadlines for
articles are August 1, December 1, and March 1. Submission deadlines for IHS News items are August 10, December 10, and March 10. Inquiries and
materials intended for The Horn Calf 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 Horn Gall 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

e 3
Editor should be consulted in every case). Submit graphics and musical examples in ————————
hard copy (suitable for scanning) as well as on disc, i possible. e & . —
The octave designation system used in The Horn Call is the one preferred by 2
The New Harvard Dictionary of Music, edited by Don Randel (1986), as follows: o c ¢ ¢ & e
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 President's C

Greetings to All Hornists,

Even though you are reading this letter in October, I am composing it in mid-August, struggling through a jet-lag-
induced stupor and suffering from the usual post-horn workshop sensory overload. Still, there is much to announce, and I
am pleased to prepare my first report as president of the International Horn Society.

First, I would like to thank Esa Tapani for hosting a superb international workshop in Lahti, Finland this past August. I
am sure I speak for everyone who attended when I say that Esa assembled a marvelous roster of artists and repertoire in a
beautiful setting in the lakes region of Finland.

Kudos also to outgoing Advisory Council members: Virginia Thompson, past president; Esa Tapani, past vice-president;
Marilyn Bone Kloss; and Hans Pizka. All these individuals have served the IHS faithfully and tirelessly, and we shall miss
them. At the same time, please welcome the new AC members: Shirley Hopkins-Civil, Javier Bonet, Bruno Schneider, and
Peter Steidle. Michel Garcin-Marrou has been elected vice-president, and Nancy Jordan Fako has been re-elected secretary-
treasurer.

It is with considerable ambivalence that I tell you that Jeff Snedeker has announced his desire to step down as Editor of
The Horn Call after the May 2003 issue. I am ambivalent because Jeff has served The Horn Call faithfully these past four years,
and it will be difficult to find a new editor who has his skills, knowledge, and dedication. On the other hand, I know from
personal experience how difficult it is to give the job the time and energy it requires to do it well while maintaining some
balance with one’s other professional and personal responsibilities, and I fully understand the thought he put into this
decision. I wish to thank Jeff publicly and personally for his faithful service to The Horn Call and wish him the best of luck in
his plans for the future.

With Jeff’s impending departure we must start a search for a new Editor of The Horn Call. Interested individuals should
contact me no later than January 15, 2003, for more information and a position description. The new editor will assume his or
her duties on or after June 1, 2003, depending upon availability.

Also, Karen Robertson Smith has decided to step down as IHS Composition Contest Coordinator. I thank her for her
service with this important project and invite applications for the position. Please see the announcement for this position
elsewhere in this issue.

Thanks to concerted cost-cutting measures by the Advisory Council, the financial situation of the society has improved
considerably from two years ago. The Advisory Council is dedicated to providing the highest level of service to members at
the lowest possible cost. Still, membership dues barely cover the cost of producing and mailing The Horn Call and providing
basic administrative services. Many exciting ideas and new services are on hold because of budget restrictions, and the
Advisory Council has approved a new contributions program to encourage individuals to contribute to the society to sup-
port these special projects. More information will be forthcoming, but the aim is to encourage contributions at whatever
level you can afford. I hope many of you will contribute, and I thank you for your help and support.

Finally, I wish to thank my Advisory Council colleagues for their confidence and trust in electing me to serve as IHS
president for the next two years. I am honored and humbled and will do my best to prove worthy this trust. Over the past
thirteen years, I have been privileged to serve the JHS in many capacities: as Newsletter Editor, Advisory Council member,
Horn Call Editor, and international workshop host. I have always found it to be joyful service, and the hours of work have
been more than compensated for by the opportunity to meet hornists from all over the world and share our mutual love and
enthusiasm for the horn, while at the same time establishing many new and lasting friendships. The society is in continual
need of people to serve in many areas, and I especially encourage the younger generation of hornists to consider offering
your time and talent in service to the ITHS. The time and energy you put into the society will be returned many times by the
comradery and the knowledge you are participating in a worthwhile cause.

I hope to see many of you in Bloomington, Indiana USA, for the 2003 international symposium and in Valencia, Spain,
for the international workshop in 2004. Meanwhile, I wish happy, clam-free horn playing to all.

A
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order directly from our website. Check out our
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Are You a Brass Player?
What Can the Historic Brass Society Offer You?

Here’s what some of the top players have to say:

“The days of playing in an uninformed way are over. |
encourage all my students to learn as much as possible
about historically informed performance practice and the
Historic Brass Society is the best source of that information.”
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“After being introduced to some early instruments years ago, my
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Both my playing and my teaching have never been the same.”
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Join the HBS today. Members receive the HBS Journal, HBS Newsletter,
HBS Membership Directory, reduced rate for the HBS book series, Bucina,
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Order your copy today!

Price
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Shipping
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Dear Editor,

Last year I attended the IHS Horn Symposium at West-
ern Michigan University. I went to as many events possible
that week, and I still couldn’t get quite enough.

[ planned to pass by the alphorn’s first rehearsal and
snap a few photos, and someone asked if I'd play. I quickly
and gratefully obliged. Much to my surprise, [ saw my pic-
ture with my two daughters on the front cover and on page
43 of the August 2001 edition of The Horn Call XXXI, No. 4.
Katrina, who was playing “my” alphorn in the picture, would
have been so excited to see it. Tragically, she was run over
on September 14 while riding a tandem bicycle with me when
we were hit from behind. I'm still recovering. Both of the
girls, Katrina who was 5, and Lies], 3, loved to toot on my
makeshift “alphorn” made of a garden hose, funnel, and
mouthpiece. These are memories I'll always treasure.

Thank you for including us pictorially in The Horn Call.
It is such an honor.

Sincerely,
Jeff Mom
Kalamazoo, Michigan

On behalf of IHS, I extend our sincere condolences and wishes for
peace and healing to you and your family. Ed.

©

MercilThanks

Dear Editor,

Praise is due for the dual-language tribute to Edmond
Leloir in the May issue of The Horn Call, in which a distin-
guished career was admirably documented by Nancy Jor-
dan Fako and Daniel Bourgue. I can attest that Mr. Leloir is
as gentlemanly in private correspondence as he was in the
interview (where he remained so even when asked the puz-
zling question of whether he had known Henri Kling, who
died in Geneva on May 2, 1918, a day before young Edmond’s
6' birthday in Belgium). Please keep the dual-language ar-
ticles coming!

This may be my oversight, but was the occasion associ-
ated with the tribute mentioned anywhere in the issue?
Edmond Leloir celebrated his 90* birthday on May 3 of this
year. Joyeux anniversaire!

William Melton

Hauset, Belgium
Sinfonie Orchester Aachen, Germany

©

Hyde’s Side of the Story

Dear Editor,

Please use this in your letter column. Below is George
Hyde's view of the tribute to him upon his retirement from the
Pasadena Symphony. I read about it in the Los Angeles Times.

Jim Decker

Saturday night's final concert of the season had a few surprises.

L was through at intermission (not having to play Beethoven's
7"), and was getting ready to leave when Jim Thatcher suggested I
wait a moment. Then he handed me an 8 x 10 framed snapshot of
our section which Phil Yao had taken that morning on his digital
camera. Phil handed me a nice "'thank you” card, and I noticed that
Rick Todd, Steve Becknell (1% Horn at the Opera), and Brian
O’Connor were all backstage in tuxedos. There were hugs and hand-
shakes as word got around that I was retiring.

Then the orchestra filed back on stage for the Beethoven, and Jorge
Mester came on stage to say a few words. I again attempted to leave,
and Bob Dolan, our librarian/stage manager, asked me to stay for an-
other moment. I then heard my name, and realized that Mester was
asking for me to come on stage.

I did so, and realized the entire audience (the place was filled!)
was clapping wildly. I had no idea what Mester must have told them,
and I wondered why everyone was so glad to see me go. Then they all
came to their feet for a standing ovation—even the orchestra—and a
few moments later, Mester introduced the 8 horns and Rick Todd,
their conductor, who were to play something called “Color Contrasts”
in my honor. It was well played and the audience seemed to like it. (I
had stopped liking it years ago!) I then took a final bow and left.

It turned out that Jim Thatcher had set this all up, getting the
extra guys, the rehearsal, and of course Mester’s permission to upset
an otherwise well-organized final concert.

I understand there will be a CD made of the occasion, and I'll be
anxious to thus re-live the experience. It was quite a highlight to an
otherwise hum-drum career, and certainly will be un-forgettable...

Now I'm trying to figure out a way to do it every year....

©

Is TU.B.A. By Any Other Name Still TU.B.A.?

What’s in a name? Almost everyone, including
Shakespeare, has given some thought to this seemingly simple
question; a question that history shows is not easily answered
nor one to be taken lightly. Last winter, the membership of the
Tubists Universal Brotherhood Association (TUBA) put that
very question to test.

Over twenty-five years ago, the founders of TUBA created
an organization to foster inclusiveness, encouragement, enlight-
enment, and promotion: a worldwide organization of musi-
cians whose purpose is to maintain a significant interest in
the instruments of the tuba and euphonium family, their
development, literature, pedagogy, and performance.
TUBA became all that. Its accomplishments are impres-
sive. Literature has boomed, membership grows, and per-
formance opportunities expand. In short, the organization s
sophistication matured. Its name had not. Indeed, that name,
designed to be inviting and catchy, was an affront to many.

So, what is in a name? A lot, apparently. While much of
TUBA's membership and many outside of the association

George Hyde
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{ Correspondence

looked warmly at our name, it is understandable how Tubists
Universal Brotherhood Association could cause some bad feel-
ings, especially when examined in the present climate of po-
litical awareness. Clearly, no one wishes to be exclusionary,
hurtful, or discriminatory. Euphoniums are an integral part
of the organization. Almost all tuba ensembles and tuba stu-
dios are half euphoniums. Yet they shared none of the name.
Brotherhood is a nice, warm, supportive, inviting word. If,
that is, you are a guy. TUBA membership boasts several all-
female ensembles and a quickly growing presence in both
tuba and euphonium.

Skip Gray, then TUBA’s president-elect, wrote “...the pur-
pose of the association is to bring together all those who take
an interest in the euphonium and/or tuba. The name of the
association must accurately reflect its mission, membership,
and activities.” (T.U.B.A. Journal, Fall 2001). Apparently, the
membership took heed. Last winter, TUBA quietly took a step
forward. Votes were tallied and the change was affected amid
cheers, sighs of relief, feelings of vindication, and some sad-
ness. The new name may lack the cleverness of the old but it
embraces us all. As the new International Tuba-Euphonium
Association (ITEA) we found that the heart of the association
did not change with the name. The support we have for each
other, the respect we have for both instruments, and the ad-
miration we show for the men and women who teach and
perform on these instruments go way beyond a name. Please
visit our website at <www.iteaonline.org>.

For ITEA membership information, please contact
Kathy Aylsworth Brantigan, The Denver Brass/Denver
University, 2253 Downing St., Denver, CO, 80205; Email
Kathy@DenverBrass.org.

Thomas G. Stein

Public Relations and Grant Coordinator, ITEA
Assistant Professor of Tuba and Euphonium

UMKC Conservatory of Music, Kansas City, Missouri

©

In response to John Cerminaro’s letter in The Horn Call of
February 2002, let me remind our members that this contro-
versy concerning Ethel Merker’s association with the Chicago
Symphony Orchestra began innocently enough by my attempt
to correct certain inaccuracies in James Janega’s obituary of
Helen Kotas Hirsch, which was reprinted in the February 2001
issue of our journal. I appreciate accurate reporting of facts
and hope that our readership does likewise.

Recently, during a visit to the Chicago Symphony Ar-
chives, I had an opportunity to have Ms. Merker'’s file re-
viewed in my presence. While not able to examine it myself, I
was assured by the Archivist that both the managerial and
union documents in that file unquestionably confirm the fact
that she was hired as a substitute musician and not a con-
tracted member with the various benefits and privileges that
accompany full membership. I am sorry if stating the truth
may seem ungracious to some, but what is to be said about
those who misrepresent themselves?

As for a sense of belonging, it will never be denied that
Ethel substituted as assistant first horn for the 1968-69 sea-

Dear Editor,

son, which has already been stated in Dale Clevenger’s ear-
lier response [see The Horn Call, November 2001, p. 8], and she
isincluded in the complete roster of CSO musicians as having
done so, as a temporary replacement musician. She will al-
ways be part of the greater Chicago Symphony Orchestra fam-
ily, and she is, in fact, a member of the Chicago Symphony
Orchestra Alumni Association, an organization open to cur-
rent orchestra members, former members, retirees, and extra/
substitute musicians. I know that she has attended at least one
of the Association’s reunions, because I have a photograph
which was taken of all the horn players at the October 19, 1996,
gathering. The photo includes Rudy Macciocchi (long-time
extra/substitute), Louis Stout, Nancy Fako, Frank Brouk, and
Helen Kotas Hirsch, as well as Ethel and me. Let us hope that
this puts the matter to rest.

It was curious that the name of Henry Schmitz (1823-1914)
was brought up by Mr. Cerminaro, and if I had known that
the longevity of New York Philharmonic principal hornists
was the topic under discussion I could have indeed dug deep
into the facts, since I have been gathering information on horn
players in major U.S. orchestras for more than 40 years.

Let me begin by explaining that from 1842 to 1909 the
Philharmonic Society of New York was a self-governing orga-
nization, new members being elected by the existing mem-
bership of the time. Schmitz’s name initially appears on the
orchestra roster for the first concert of the 1848-49 season and
in the Annual Report for that season as an Actual Member,
signifying that he had been elected by the membership. How
members were assigned the various positions within sections
is not entirely known. Perhaps reputation was the deciding
factor. According to the 1900 Federal Census for the State of
New York, Schmitz arrived in the U.S. in 1845, so there were
perhaps three years for his reputation to have been established
before his election to the Society.

In both the orchestra roster and that of the Annual Re-
port, the horns, as well as other sections, are listed alphabeti-
cally, a practice that continued until the 1860-61 season. Al-
though his name appears third in the listing, it seems likely
that he served as principal since the concert of March 17, 1849,
included a “Solo (with echo), for French horn (performed and
composed by Mr. H. Schmitz).” He also appeared as a soloist
during seasons 1849-52, 1853-54, and 1855-56. The Minutes of
the Board of Directors of the Society gave the actual seating of
the orchestra for seasons 1850-53 and 1859-60, placing Schmitz
in the principal position except for 1852-53 when he was listed
as second horn. As the foregoing would suggest, he was the
principal horn during this period of alphabetical listing, with
the exception of 1852-53 which seems in doubt.

Actual Members and extra/substitute musicians signed
their names in respective roll books for every business meeting,
rehearsal, and concert, and the printed orchestra roster accom-
panying each concert reflected quite accurately those who were
performing. Unfortunately, roll books before November 10, 1871,
have not survived. Those that follow, however, confirm the ac-
curacy of the printed roster when comparing it with the signa-
tures in the two roll books for the same concert evening. Only
last minute illnesses or emergencies caused a discrepancy. There-
fore, we can be reasonably sure that Schmitz performed when

(continued on page 112)
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35th International Horn Symposium

June 2-7, 2003

Indiana University

School of Music
Bloomington, Indiana

Hosts

Myron Bloom
Michael Hatfield
Richard Seraphinoff

For additional information,
including information about being
an exhibitor or presenter at the
symposium, contact:

Richard Seraphinoff

35th International Horn Symposium
IU School of Music

1201 East Third St.

Bloomington, IN 47405

E-mail: seraphin@indiana.edu

Registration available online
beginning October |, 2002

http://www.hornsociety.org

For Information contact:
IU Office of Special Programs
E-mail: musicsp@indiana.edu
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Symphony 10DS CONNstellation 8D Symphony 11DR
Symphony 10D CONNstellation 9DR CONNstellation 8DS

WRAPS: CONNGstellation” (Kruspe) or Symphony (Geyer)
MATERIALS: Rose Brass, Yellow Brass, Nickel Silver RANGE: E/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 Crattsmanship, Tradition and Technology

United Musical Instruments U.S.A., Inc. » PO. Box 727 » Elkhart, IN 46515
Telephone: (219) 295-0079 « FAX: (219) 293-8613 « www.unitedmusical.com » email@ unitedmusical.com

MOVING FORWARD
AT THE SPEED OF SOUND

Made in U.S.A.




ew Classical & Jazz Releases

rom Richard Todd

few solo hornists have managed to preserve the beautiful, full, singing
tone for which the French Horn is so justly famous. Todd’s tone, and his
extraordinary versatility in articulation — from the cleanest classical
tonguing to the funkiest jazz phrasing — are what makes his playing
so special.

— Gunther Schuller

GM2070CD
Horn Sonatas of Three Centuries

Ludwig van Beethoven / Sonata in F, Op. 17 (1799) ESKSERGMEUIN
Josef Rheinberger | Sonata in E Flat, Op. 178 (1894) N 4
Gunther Schuller / Sonata for Horn & Piano (1988)

Richard Todd, Horn
Kevin Fitz-Gerald & Jon Sakata, Piano

‘ ‘ Visit GMRecordings.com for more details.
tonishing clarity and accuracy o | fforn Sonatas
— LA Times e
RCM]azz12005

With A Twist

T

Accompanied by a cast of terrific jazz
musicians and featuring music by film score
legends David Raksin, Johnny Mandel,
Henry Mancini and Johnny Mercer,

jazz giants Duke Ellington and

) -
e _ 3 Q¢ormer wunderkind hornist
A who literally wrote the book
on horn technique,

Thelonious Monlk, plus three Todd Gunther Schuller,
original compositions. Guses hisintimate
Visit RCMUSA.com for more details. knowledge of the

horn to construct

the virtuosic Sonata”
San Luis Obispo Symphony 5 3

The Music of Craig Russell (]V ewﬂiusich;lx. ;I‘g‘)i
through which Todd
- ‘ HHHDSHUY Michael Nowak, Conductor here dlSpIayS‘ Hie

SN Rrapsody for Horn and Orchestra incredible talent.
IRCHESTH R N
Gate City

Composes

Visit slosymphony.com for more details.

Richard Todd
Fre

€6 4 sonic treat...above and beyond anything else that is in the 9
recorded repertoire...I was simply blown away. Get this CD!

— Calvin Smith, The Horn Call

Complete information and CDs also available @ RichardToddMusic.com
Jor Booking: chlArtists.com (310) 247-2248
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A Practical Guide to French Horn Playing
by Milan Yancich

“Listening to these CD'’s is like taking your own
private horn lessons from this master educator.”

Hardcover book - $20.00 * Double CD set - $23.00

Only $35.00 if purchased as a set spec"a‘

Classic French Horn Methods & Etudes

Yancich, Schantl, Kling, Robinson, Farkas
Kopprasch, de Grave, Cugnot

General Musical Interest

The Art of Brass — Philip Farkas
The Art of Musicianship — Philip Farkas
An Orchestra Musician’s Odyssey - Milan Yancich

Winp Music PUBLICATIONS
974 Berkshire Rd. NE, Atlanta, GA 30324 USA
Phone or FAX (404) 874-7662
www.windmusicyancich.com

- See our full-page ad for more details -

®
Emerson Horn Editions

o
w Sacred Music Arrangements
by
Don A. Abermathy

Horn Quartets

Amazing Grace $5.00
Come, Come Ye Saints 6.00
More Holiness Give Me 4.00
We Thank Thee, O God, For a Prophet 6.00
The Spirit of God 6.00

Available now

P.O. Box 101466, Denver CO 80250 USA
on the web at: emersonhorneditions.com
e-mail: emersonhorn@earthlink.net

P.O. Box 18964
Cleveland Hts., OH 44118
USA ;
216-382-8383
info@clebschstrap.com

st PAT. PEND. "
...Ergonomic Leather
Support/Grip for Horn
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The United States Army S

Premier Touring

Concert Band
Jazz Orchestra
Show Band
Mixed Chorus
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The United States
Army Field Band

The Musical Ambassadors of the Army
Washington, DC

Career Opportunities

Starting salary is $32,714—35,750 annually
at the military rank of Staff Sergeant;
o plu@ all military benefits including the

0, W
college !oWayment program up to $65,000.
Final candnd‘ltes mll_gg invited to travel to Fort Meade,
Maryland, for a personal interview and audition

at government expense.

For Information

About Current Vacancies:
Call: (301) 677-6587/6231

Fax: (301) 677-7980

E-mail: schultzs@emh1.ftmeade.army.mil

www.army.mil/fieldband

The Military’s
Most Traveled Musicians
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' The Alpflyinghorn is an extraordinary carbon fibre alphorn of
’ particular class: it is a lightweight - no more than a superlight note-
book and is easy to transport because of its compactness. You can
bring it aboard an aircraft, you take it with you on a stroll, a bicy-
cle ride or skiing. It is washable and can be entirely fold up and
transformed into different instruments such as into a didjeridoo.
Execution kit in six tonalities each tunable: G/Fsharp/F/E/Eflat/D

Swiss carbon alphorn

Alpflyinghorn Factory, Roger Zanetti, Inventeur & Facteur de cors des Alpes, rue des Cygnes 30, CH-1400 Yverdon, Tél.: +41 24 425 89 25, zaneth@bluewin.ch

. Sole agent for North America: McCoy’s Horns, 3204 W 44th Street, Minneapolis, MN 55410 USA
Phone: (612) 927-6021, Fax: (612) 929-6236, e-mail: mcalphorn@juno.com




“I wanted a powerful horn that
was also responsive and sensitive,

and Holton did it.”

Ethel Merker
Holton "Merker-Matic" French horn
Holton's feisty diva of the horn

Leblanc@®

G. Leblanc Corporation * www.gleblanc.com




IHS News and Reports

Heather Pettit, Editor

Call for Nominations

to the IHS Adyvisory Council

According to the IHS Bylaws, the Advisory Council (AC)
is “responsible for carrying out the aims and purposes of
the Society and for determining Society policy.” It has “ulti-
mate and final charge in management of Society affairs.”
Most of the members (nine of fifteen) of the AC are nomi-
nated and elected by the members of the IHS and, therefore,
represent their interests.

As you think of individuals to nominate for the next elec-
tion, please consider the duties and responsibilities of the po-
sition. The AC determines (through discussion and vote) the
policies and budget allocations for IHS programs such as the
Composition Contest, the Meir Rimon Commissioning Assis-
tance Program, the large [HS commissions, scholarships, work-
shops, archives, and honorary memberships and other awards.
AC members work in sub-committees, prepare for the annual
meetings by studying the agenda book, and attend the an-
nual meetings, which start immediately before the annual in-
ternational workshop and continue throughout the entire
week. AC members also

sponsibilities of the position if elected. Nominations must
include the nominee’s name, full address, telephone num-
ber, written consent, and a biographical statement of no more
than 150 words concerning the nominee’s qualifications. In-
complete nominations cannot be accepted. Nominations by
fax and email are acceptable; written consent must originate
from the nominee.

Terms of the following Advisory Council members ex-
pire in August of 2003: Paul Meng is completing a second
term of office and is therefore ineligible for reelection at
this time. Frank Lloyd, Richard Seraphinoff, and Arkady
Shilkloper are completing a first term of office and are eli-
gible for re-nomination.

Nominations should be sent to Heidi Vogel, IHS Execu-
tive Secretary, 8180 Thunder Street, Juneau, AK 99801 USA.
Fax: 907-790-4066; Email: exec-secretary@hornsociety. org.

News

Willie Ruff, teacher, composer, musician, filmmaker and
writer, and IHS Honorary Member addressed more than 600
graduates at the 79" commencement exercises of Albertus
Magnus College, Sunday,

nominate and vote for

May 19. In lieu of the tra-

the remaining AC mem-
bers not elected by the
[HS members (six of fif-
teen), the AC officers,
and any vacancies in un-
expired terms. Lastly, AC
members must respond
to queries, calls for ac-
tion, and votes through-
out the year between
workshops.
Nominations for
election to the Advisory
Council three-year term
of office beginning after
the 2003 international
workshop and ending
after the 2006 interna-
tional workshop, should
be sent to Executive
Secretary Heidi Vogel
by December 1, 2002.
Nominees must be
members of the Interna-
tional Horn Society in
good standing and be
willing to accept the re-

Congratulations to our New IHS Officers:

President: Johnny Pherigo
Vive-President: Michel Garcin-Marrou
Secretary/Treasurer: Nancy Jordan Fako

|l
"

v

L]

Michel Garcin-Marrout, Johnny Pherigo, Nancy Jordan Fako

and to our newest Advisory Council Members, terms beginning

in August 2002, ending after the international workshop in 2005:

Elected by the General Membership (listed alphabetically):
Michael Hatfield, Shirley Hopkins-Civil, William Scharnberg

Appointed by the Advisory Council in Lahti, Finland,
August 2002 (listed alphabetically):
Javier Bonet, Bruno Schneider, Peter Steidle

ditional commencement
address, Ruff offered a
musical interlude on bass
and horn in memory of
those who perished on
September 11,2001, and in
honor of the spirit, dedi-
cation and courage of all
rescue workers. He re-
ceived an honorary de-
gree from the College for
his dedication to teaching
and music, and especially
for his work as the found-
ing director of the Duke
Ellington Fellowship, a
program that for 30 years
has brought legendary
jazz musicians into New
Haven schools to teach
more than 150,000 chil-
dren. Ruff was joined in
his musical memorial by
Dwike Mitchell, his col-
laborator and pianist in
the Mitchell-Ruff Duo
since 1955.
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@ IHS News and Reports

Greg Hustis and the Dallas Symphony Orchestra have an-
nounced plans to record Joseph Schwantmer’s Poer for Horn and
Orchestra, which was commissioned by the IHS and premiered
by them in 1999.

Spain has been buzzing with horn activity this year.
Stefan Dohr played Concerto No. 1 by Richard Strauss with
the Municipal Orchestra of Valencia and Radovan Vlatkovic
followed, performing the Strauss Second Concerto accom-
panied by the Orchestra of Spanish Radio Television in
Madrid. In addition, Javier Bonet gave the Spanish premiere
of Ligeti’s Horn Concerto in Barcelona several months after
its world premiere in Germany. Mr. Bonet also plans to cre-
ate a chair for Natural Horn at the Escuela Superior de Musica
in Barcelona, a first in Spain, as more Spanish horn players
are participating in international competitions and are now
members of European orchestras (e.g., David Fernandez,
Bayerisches Rundfunk, and Tomas Gallart, Opera of
Zurich).

Barry Tuckwell continues his “retirement” as Distin-
guished Visiting Professor at the Peabody Conservatory of
Music, but the big news is that in May 2002 he returned to
the concert stage as a horn player. After four years of not
playing, Mr. Tuckwell had started again at home in Novem-
ber 2001. David Bakkegard quickly took advantage of the
opportunity, inviting him to play as an extra with the Balti-
more Symphony. Mr. Tuckwell played 7" horn and 1* Wagner
tuba in two performances of The Rite of Spring conducted by
Marin Alsop. May was a busy month as he was also in Trieste
for the annual chamber music competition sponsored by the
Trio di Trieste and followed that in June with a return to Le
Domaine Forget in Canada and the Tanglewood Institute
where he conducted a pre-concert performance of two of
Oliver Knussen’s fanfares. Mr. Tuckwell ended the summer
with a stint in Durango, Colorado, at the Music in the Moun-
tains Festival where he conducted Greg Hustis in the Gliere
Concerto, and spent August in Columbus, Georgia, for the
first Barry Tuckwell Institute.

Karen McGale Fiehler presented a recital Friday April
19, 2002, in Ardrey Auditorium on the campus of Northern
Arizona University. The program included Bernstein’s Elegy
for Mippy I, Dreams and Drolleries by Malcolm Forsyth, Legende
by Marcel Poot, Strauss’s

featured a variety of different musical styles including jazz
swing. The world premiere of the seven movement Stanzas,
Book XV for horn and bass clarinet was performed by Ms.
Krubsack and Mr. Thimmig at a recital of world premieres
on March 17, 2002 at UW-Madison Morphy Hall. On the same
recital, they also performed the world premiere of Michael
Paré’s Too Halves of a Hole for horn and B-flat clarinet. Michael
Paré is a native of Madison, a prolific composer, and an arts
administrator.

Keith Brion brought his New Sousa Band to Lake
Geneva, Wisconsin, on July 27, 2002, and invited Steven
Ovitsky, Kathryn Krubsack, Karin Berkley, and Brian Kilp
to oom-pah along.

(I-r): Steven Ovitsky, Kathryn Krubsack,
Karin Berkley, and Brian Kilp

From Germany, we hear that Will Sanders has left his
position in Bayerischer Rundfunk, to become the new pro-
fessor of horn in Karlsruhe, complimenting his teaching in
Maastricht, Belgium, and Samuel Seidenberg is the new
principal horn in Nuernberg. Michael Holtzel, who retired
last year from his professorship in Detmold, is now teach-
ing in Hamburg and Bologna, Italy. He is also devoting more
and more time to conducting. The famous “Stapelfelder
Horntage” has been succeeded by the newly established
“Hiller Horntage”, which took place April 1, 2002, in Hille,
Nordrhein-Westfalen, artistic director Michael Holtzel. Check
their website <www.hille.de>. Sibylle Mahni will leave the
Frankfurt Opera to become the new principal horn of the
Stidwestdeutschen Rundfunk Orchestra in Stuttgart. (The
former principal horn, Achim Reuss, has emigrated to the
USA and started a fast-

Nocturno and the Sonata
for Horn, Tuba, and Piano
by Gary Kulesha with
guest artist Sam Pilafian

Kathryn Krubsack,
Milwaukee horn free-
lancer and horn profes-
sor at UW-Green Bay and
Wisconsin Lutheran
College, commissioned
Les Thimmig, professor
of composition, wood-
winds, and jazz at UW-
Madison, to compose a
new piece for horn that

IHS Position Open: Publications Editor

The IHS Publications Editor position will open as of June 1, 2003,
with the resignation of Jeffrey Snedeker who has served in that posi-
tion since 1998. Duties include preparation and supervision of all
IHS publications, including The Horn Call and the IHS website
<www.hornsociety.org>, supervision of design and production of
other IHS materials such as brochures, supervision of editorial staff,
and making reports to the Advisory Council. The IHS Publications
Editor receives a stipend and international workshop attendance
benefits. [HS members interested in this position should contact IHS
President Johnny Pherigo for a complete job description and other
application details (including deadlines) at: School of Music, West-
ern Michigan University, Kalamazoo, MI 49008; Tel: 269-387-4692;
Email: president@hornsociety.org.

food restaurant.)

The Liege Horn
Quartet (Marc Bouchard,
Nico DeMarchi, Bruce
Richards, and Carlo
Pettinger) joined forces
with MirrorImage (Lisa
O. Bontrager and Mich-
elle Stebleton) for con-
certs in Europe in May
2002. The first perfor-
mance at the Musik
Hochschule Horn Work-
shop in Trossingen, Ger-

many, hosted by Profes-
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sor Francis Orval, also included André Cazalet. The LHQ
provided a masterclass and an evening concert, joined by
Bontrager and Stebleton. Additionally, Bontrager presented
a lecture about aspects of chamber music. The LHQ,
Bontrager, and Stebleton later collaborated for a concert in
picturesque Chateau de la Bois in Villers-le-Temple, Belgium.
Later, the LHQ and MirrorImage brought their performance
to America of April 21, 2003, at the Penn State School of
Music, as part of the LHQ's eastern US tour.

h' = .' --. _- .

(I-r): Lisa O. Bontrager, Carlo Pettinger, Marc Bouchard,
Nico DeMarchi, Bruce Richards, Michelle Stebleton

William VerMeulen paid performing visits to seven dif-
ferent music festivals and kept up his regular gig with the
Houston Symphony. His musical odyssey began at the Maui
Music Festival where he performed the Brahms Trio, the
Mozart Quintet, and was featured in a solo recital. Then it was
off to the Round Top Festival for some Strauss (No. 2), some
Poulenc in Steamboat Springs, masterclasses in Breckenridge,
meetings in Aspen, a bit more Strauss in Sun Valley, and a
grand finish with some Mozart, Beethoven, and Strauss at the
Orcas Island Chamber Music Festival. Mr. VerMuelen finally
made it back to Houston in early September to start another
year at Rice and another orchestral season.

David Uber, Professor Emeritus of Music, The College
of New Jersey, has an updated catalog of his music now avail-
able. For information, contact Dr. Uber at 283 Mountain View
Rd., Tinmouth, VT, 05773, 802-446-2630.

The Louisiana Brass Quintet, Catherine Roche-Wallace,
horn, presented a benefit concert April 14, 2002, in Burke
Hall on the University of Louisiana campus. All proceeds of

UL Horn Studio with Dr. Roche-Wallace and Dr. Scharnberg

IHS News and Reports @

the performance were donated to the school’s scholarship
brass quintet. Catherine’s University of Louisiana, Lafayette
horn studio participated in McNeese Brass Day, hosted by
Rod Lauderdale in March, 2002. William Scharnberg, horn
professor at The University of North Texas, presented a re-
cital and master classes for high school and college horn stu-
dents. This spring, Catherine was also granted tenure by the
University of Louisiana, Lafayette.

William Scharnberg will perform Bach’s Brandenburg
Concerto No. 2 on natural horn with the Atlanta Baroque
Orchestra on October 25 and present a performance that will
be recorded of Daniel Godfrey’s Shindig for Horn and Wind
Ensemble with the University of North Texas Wind Symphony
on October 31.

Thirty-four members of the West Michigan Horn Choir
performed on February 24, 2002, at Hope College in Hol-
land, Michigan. The concert featured students from Hope
College and Grand Valley State University, Allen Beck on
alphorn and soloist Thom Working, horn instructor at Hope
College. The Hope College Horn Choir also performed a
program of pieces ranging from classical to jazz, including
Eric Ewazen'’s Legend of the Sleeping Bear.

Hector McDonald, solo horn of the Vienna Symphony
Orchestra, was part of an original-instrument, staged presen-
tation of Handel’s Julius Caesar in September and will con-
tinue to perform that demanding part in concert performances
through November in Munich, Spain, Brussels, Lausanne,
Paris, and Vienna. In between, he will be on a fifteen-concert
tour with the Vienna Symphony as a featured performer on
Strauss Concerto No. 1, many on a Vienna F horn.

Hip Bone music announces New Brass, the follow-up CD
to Brass Nation. Michael Davis" dynamic compositions are
performed by Phil Myers, Phil Smith, Ray Mase, Joe Alessi,
Gene Pokorny, and Bill Reichenbach. The CD is available
from Hip Bone Music at <www.hip-bonemusic.com>.

Front (I-r): Bill Reichenbach, Michael Davis
Back (I-r): Phil Myers, Ray Mase, Gene Pokorny, Phil Smith,
Joe Alessi

The spring 2002 Dayton Philharmonic Orchestra horn
auditions brought over 80 horn players to central Ohio, to
audition for three positions: second horn, fourth horn, and
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@ IHS News and Reports

assistant/utility. After two days of highly competitive audi-
tions, the winners were: Elisa Belck, second horn, Amy
Lassiter, fourth horn, and Nancy Cahall, assistant/utility.

Robert McDowell, adjunct horn instructor at Augustana
College in Sioux Falls, South Dakota, received the Distin-
guished Service Award for 2002 from Phi Beta Mu, Sigma
Chapter. The award was presented at the South Dakota All-
State Band concert in March and recognized McDowell’s
contributions to South Dakota music as a horn instructor.

The Mosaic Horn Quartet (Becky Dammers, Debbie
Jahr, Chris Michaelsen, and Lorraine Sharp) presented a
performance/clinic entitled “Tips and Tricks for Teaching
Horn Players” at the 2002 Missouri Music Educators Con-
ference and performed as part of The Gift of Music concert
series at St. Paul’s Evangelical Church in Creve Coeur, Mis-
souri. All of Mosaic’s members are active performers in the
St. Louis area.

Rob Danforth, principal horn with the Indianapolis
Symphony and horn professor at DePauw University, per-
formed James Beckel’s horn concerto The Glass Bead Game
with the Indianapolis Symphony at Clowes Hall on May 23,
2002. The piano reduction of this horn concerto, published
by Hal Leonard, was also performed on a faculty recital at
DePauw University on April 22, 2002, with Sylvia Patterson-
Scott playing piano.

The Mediterranean Brass Quintet (Charles Abela, horn)
was formed in August 2001 and is now firmly established as
one of Malta’s leading chamber ensembles. The quintet per-
forms in a variety of settings, and has received unanimous
appreciation and enjoyment.

The Mediterranean Brass Quintet

Atkinson horns introduces the new A-900 prototype
model with an ultra thin bell and honed rotors. Trying to
answer a demand for a lighter instrument with quicker re-
sponse, the A-900 has incorporated the warmth and tradi-

tion of a Kruspe with thinner tubing and bell and weighing
only 5Ibs., 30z.. Visit <www.atkinsonhorns.com> for further
information.

Cincinnati College Conservatory of Music horn profes-
sor Randy Gardner announces two new publications, Mas-
tering the Horn's Low Register and WHY?! Published by In-
ternational Opus <www.internationalopus.com>, Mastering
the Horn's Low Register is a 101-page method book written
for all horn players who wish to enjoy the benefits of low
register proficiency. It offers comprehensive and systematic
examination of production and technique, gives detailed
insights into the preparation of 25 commonly required audi-
tion excerpts and presents effective practice and performance
techniques transferable to any arena. WHY?/, an eight-
minute unaccompanied horn solo premiered at the 2000
Beijing Symposium and recently released by Thompson
Edition <www.thompsonedition.com>, gives musical
voice to the universal human experience of the struggle
to answer unanswerable questions.

The Cincinnati Horn Connection, a group of profession-
als, amateurs, and advanced students, performed at the Co-
lumbus Horn Day in May 2002. The 16-piece ensemble, con-
ducted and organized by Karen Schneider and assisted by
Greg Phillips, played works including the majestic Glori-
ous Fanfare, by Raymond Chase, and Water Music Suite,
Malagueiia, a US patriotic medley, and Tequila, all arranged
by retired former West Point hornist and jazz specialist, Dick
Meyer. The CHC has an informational Internet mailing list
of over 100 area members and meets twice a month. For in-
formation, email Karen Schneider at ksshorn@aol.com.

Cincinnati IHS member Robert Johnson, a student of
Karen Schneider, was the only undergraduate student ac-
cepted into the horn studio of William VerMeulen at Rice
University this fall.

Anna Marie Dodd, a tenth-grader at North Cobb Hi gh
School (Kennesaw, Georgia) and student of Richard Deane,
won Top Honors in the Music Teachers National Associa-
tion High School Brass Competition, held March 17, 2002, in
Cincinnati, Ohio. First Prize included $1000 and a winner’s
recital during the conference.

Richard Chenoweth completed his 30" consecutive sum-
mer as second horn in the orchestra of the Santa Fe Opera
and was presented him with a beautiful commemorative
Nambe platter from his colleagues in the brass and percus-

the Directory in these ways:

Notice to All Members: Membership Directory Update
- The IHS Membership Directory still exists, but in a different form than previously published. As in the past, only
names and mailing addresses are listed, however, no copies will be printed and bound. Members may have access to

* PDEF files are available on the IHS website for viewing and printing.

* PDF files may also be obtained directly from Heidi Vogel (please provide member number)

* Paper photocopies will be available upon written request to the Editor. This will be free to members (postage
included), but library subscribers must pay $10 US to receive this printed version.

‘Any questions? Contact Heidi Vogel at exec-secretary@hornsociety. org.
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Address Corrections and Lost Sheep

Please send address corrections directly to the IHS Executive 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” (current IHS members who have not submitted address corrections or updates, and are no longer receiving IHS
mailings): Kenji Aiba, Hyun-seok Shin, Didac Monjo, Helena Giammarco, Lynn Deyoung, Christian A. Haumesser,
Jacquie Shinkewski, Sachiko Ueda, Richard King, Margo Reinwein, Robert, R. Mayes, Erik Kofoed, Bob Edwards,
Susan M. Hess, Gary A. Bailey, Emmanuel Beneche, Gaelle Claudin, Markku Kolehmainen, Gabriela Fernandez.

sion sections. Mr. Chenoweth also received his second artis-
tic achievement award from the Montgomery County (Day-
ton, Ohio) Cultural Arts District with an Artist’s Fellowship
as a Master Interpreter and presented a masterclass for over
150 high school horn players at the Bands of America Na-
tional Concert Band Festival in Indianapolis in late March.
A Yamaha Performing Artist, Dr. Chenoweth will present a
masterclass and recital at Grand Valley State University in
Grand Rapids, Michigan, on October 28, 2002.

Chinese horn teacher Zi Cai Liu of the China Tianjin
Conservatory of Music, held a natural horn concert at end of
June in the school’s concert hall. It was a unique concert as
this was the first natural horn concert to be performed in
China. Mr. Liu plans to require all of his students to study
and learn the history of the natural horn at the Conserva-
tory. Mr. Liu performed two solo pieces, a Chinese folk song
arranged by Rong Li Xiong on a sea snail shell horn he made
and the Mozart Horn Concerto No. 1 in D on natural horn.
His students played some ensemble pieces to round out the
performance. Mr. Liu is seeking for more material for natu-
ral horn teaching and playing as well as to exchange experi-
ences with those interested from Western countries. Please
correspond with Mr. Liu at Mr. Liu, Zi Cai, Tinajin Conser-
vatory of Music, Tianjin, China.

New Mexico State University horn professor Nancy Joy
presented a faculty recital of American 20"-century works
Sunday, September 8, 2002. The program included Little Suite
for Horn and Piano by Samuel Hollomon, Duo for Horn and Cello
by Warner Hutchison, The Glass Bead Game (chamber version)
by James A. Beckel, Jr., and Joy Spring by Clifford Brown.

The Chautauqua Symphony performed Mahler’s Sixth
Symphony on July 18, 2002. The CSO Horn section is com-
prised of Roger Kaza, Principal, Bill Bernatis, Assistant,
Donna Dolson, Charles Waddell, and Mark Robbins. Ex-
tra players were Marc Guy, Mary Bisson, Richard Nichols,
and Lisa Bontrager.

(I-r): Mark Robbins, Lisa Bontrager, Charles Waddell,
Richard Nichols, Donna Dolson, Mary Bisson,
Bill Bernatis, Roger Kaza, Marc Guy

QUADRE, the California-based horn quartet, welcomes
new member, Meredith Brown. Having performed regularly
with the ensemble since August, 2001, Meredith comes on
board with an extensive background in symphony, opera,
and musical theater. A graduate of the Peabody and San Fran-
cisco Conservatories where she studied with Peter Landgren
and David Krehbiel respectively, she embarks on her second
year with QUADRE as they begin their residency with the
San Francisco Symphony’s Adventures in Music program,
presenting over 140 concerts in the San Francisco public
schools between November and May. Recent performances
include a stop at the Mozart Festival in San Luis Obispo in
July where they met the local horn club, and then presented
their newest program Song: Freedom of Expression at the
Herberger Theatre in Phoenix in August. For a season sched-
ule, recordings, and information about the group or its mem-
bers, check out their website at <www.quadre.org>.

On May 10,2002, Kent Leslie premiered Chiasmus: Cham-
ber Concerto for Horn by composer and horn player Michelle
McQuade Dewhirst. The performance was part of the annual
Young Composers Concert presented by the University of

president@hornsociety.org.

IHS Position Open: Composition Contest Coordinator

The IHS Composition Contest Coordinator position is open with the resignation of Karen Robertson Smith who has
served in that position since 1998. This volunteer coordinator’s duties include promoting the contest (which occurs
every other year), processing entries, engaging the judges, announcing the winners, and making reports to the Advisory
Council. IHS members interested in this position should send a letter of application by December 15, 2002, to THS
President Johnny Pherigo, School of Music, Western Michigan University, Kalamazoo, MI 49008. Inquiries regarding the
position and application process may be directed to Johnny at the address above or by Tel: 269-367-4692, Email:
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Chicago Department of Music. Joining Mr. Leslie was the con-
temporary sextet eighth blackbird, currently in residence at the
University of Chicago, and Carmen Tellez, resident conduc-
tor of the Contemporary Chamber Players for the 2001-2002
season. The concerto, scored for horn with flute, clarinet, vio-
lin, cello, piano and percussion, is available by writing the
composer at <mmcquade@alumni. uchicago.edu>.

News from Arkansas: William VerMeulen and Tom
Hundemer performed with the Shreveport Symphony Or-
chestra on March 28, 2002, in a program entitled “A Fair Wind
from Houston”. Mr. VerMeulen performed the Strauss Con-
certo No. 1 and together they played the Haydn Concerto for
Two Horns in E-flat. On July 13, the Hot Springs Music Festi-

Tom Hundemer and Bill VerMeuilen

val presented a program featuring Chavez’s Concerto for Four
Horns and Orchestra with hornists Christopher Smith, Erin
Futterer, Jennifer Sholtis, and Lowell Greer, and later in
the summer on August 9, Caroline Kinsey performed the
Mozart Sinfonia Concertante for Oboe, Clarinet, Horn, Bas-
soon and Orchestra with the Pinnacle Players Chamber Or-
chestra. Finally, Nic Balu, a student of Robin Dauer at Ar-

kansas State University, won the fourth horn position with
the Arkansas Symphony Orchestra.

Lin Foulk and Richard Tremarello performed with the
twelve-member Wisconsin Wind Orchestra on their May 2002
tour of Holland. An ensemble composed of faculty from
Carroll College and freelancers from the Chicago, Milwau-
kee, and Madison areas, the group performed in the towns
of Muiden, Zutphen, Hattem, and Waspik, and one concert
was broadcast live from the Hall of Mirrors at the
Concertgebouw in Amsterdam.

Lin Foulk and Richard Tremarello

In Memoriam

Horn player, publisher and IHS-member Manfred
Fensterer died December 1, 2001, in his 56™ year. His edi-
tions in the mf-Verlag were of beautiful quality, for example
the Quartets by Oesterreich.

2002 Barry Tuckwell Scholarship — Nicholas Caluori

Nicholas Caluori of Springfield, Virginia, is the inaugural winner of the Barry Tuckwell Scholarship. Nicholas will
be a junior at Florida State University this fall. He is a Horn performance major and is studying horn with Dr. William
Capps. He attended both the Kendall Betts Horn Camp and the Eastern Music Festival this past summer, using his

Nicholas Caluori

Tuckwell Scholarship award primarily to support his attendance at EMF. At KBHC, Nicholas
particularly enjoyed working with Hermann Baumann, Mike Hatfield, Marty Hackleman,
Roger Kaza, and Kendall. This was his second KBHC, and he can’t wait to attend next
year. He also had a great time working with the professional horn section down at EMF—
great players who were very encouraging, supportive, and generous with their time and
comments. Nicholas’ father, Marco Caluori, is a Horn Section Leader for The United States
Army Band “Pershing’s Own” in Washington, DC.

The International Horn Society established the Barry Tuckwell Scholarship Fund in
2001 to honor its Founding President and his contributions as performer, conductor, teacher,
and author, upon his retirement from his solo career in 1997. The Tuckwell Scholarship is
designed to encourage and support worthy horn students to pursue education and perfor-
mance by attending and participating in masterclasses and workshops throughout the
world. For information on the 2003 Tuckwell Scholarship, see the “2003 IHS Scholarship
Programs” article in this issue.
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Miguel Angel Colmenero Garrido, teacher at the Real
Conservatorio and longtime member of the Orquesta
Nacional de Madrid, passed away recently.

Upcoming Events
(listed chronologically)

Find Updated Event Information at
<www.hornsociety.org/NEWS/index.html>

Fourth International Women'’s Brass Conference

The fourth International Women'’s Brass Conference,
co-hosted by Dr. Sharon Huff and Dr. Amy Gilreath, will
take place June 17-21, 2003, at Illinois State University in
Normal, Illinois. The conference is open to all women and
men performers, composers,

IHS News and Reports @

the University of Nevada, Las Vegas in the new Beam Music
Center and the UNLV Performing Arts Center.

The three-day symposium will feature a wide variety
of offerings, targeting horn players of all levels and inter-
ests, including performances and master classes by ac-
claimed professional players, as well as lectures and dem-
onstrations specifically selected to challenge conventional
thinking about the instrument. Featured guest artists in-
clude John Clark, an internationally noted jazz hornist, and
Jim Thatcher, a Los Angeles studio hornist who is consid-
ered the “first call” horn of the film industry. Additional
professional players and lecturers scheduled to appear are
Bruce Atwell, Sandra Clark, Steve Durnin, John Ericson,
Karen McGale Fiehler, Steven Gross, Scott Hartman, Brian
T. Kilp, Laurence Lowe, Jim Patterson, David Pinkow,
Michael Thornton, and Ken Wiley. Aspiring professional

educators, conductors, stu-

players are invited to partici-
pate in a concerto competition,

dents, amateurs, and music
lovers. Highlights of the con-
ference include solo competi-
tions on each of the six brass
instruments (trumpet, horn,
trombone, bass trombone, eu-
phonium, and tuba), as well as
lectures, master classes, exhib-
its, and performances by inter-
nationally recognized brass
artists. Invited artists/clini-
cians at this time include:
Linda Brown, Lauraine Car-
penter, Judy Saxton, Laurie
Frink, Ingrid Jensen, Marvin
Stamm, Lies] Whitaker, Lisa
Bontrager, Froydis Ree Wekre,
Marie Luise Neunecker,
Rebecca Root, Gail Williams,
Jeannie Little, Julia McIntyre,
Audrey Morrison, Angela
Wellman, Brian Bowman,

Looking for a New Way to help IHS?
The IHS Advisory Council has created new
opportunity for interested individuals to help
the society via donations. The new donor

“clubs” and associated annual amounts
(in US$) are:

Hampel Club: $25-49
Punto Club: $50-99
Leutgeb Club: $100-249
Duvernoy Club: $250-499
Dauprat Club: $500-999
Gallay Club: $1000+

For more information, contact Executive
Secretary Heidi Vogel, 8180 Thunder Street,
Juneau, AK 99801 USA. Tel/Fax: 907-789-5477;
Email: exec-secretary@hornsociety. org.

A list of donors will be published annually
in The Horn Call.

offering a cash award first
prize and mock auditions will
be conducted featuring a
panel of symphonic players
with experience on both sides
of the audition curtain. Exhib-
its by manufacturers and sup-
pliers will continue through-
out the workshop. Time will
also be available for partici-
pants to see the world-re-
nowned attractions of Las Ve-
gas; the symposium has ar-
ranged for special discounted
rates with a variety of Las Ve-
gas hotels and resorts.
Among the highlights of
the symposium will be a world
premiere of a horn octet, High
Desert Octet, inspired by Las
Vegas and its surroundings, by
Eric Ewazen. Mr. Ewazen will

Helen Tyler, Velvet Brown,
Jane Maness Noyes, Dan Perantoni, and Sam Pilafian. Also
invited to perform are Monarch Brass, the Saint Louis Sym-
phony Orchestra Trumpet section, the Army Blues, the
Athena Brass Band, Junction, Bones Apart, and the Illinois
Symphony Orchestra. The conference is sure to offer a
wealth of opportunities for students, amateurs, and pro-
fessionals alike. For more information, check out the con-
ference website at: <www.iwbc2003.ilstu.edu>, or contact
conference coordinator Kelly Watkins at Email:
kwatkin@ilstu.edu.

Western U.S. Horn Symposium
The latest attraction to hit Las Vegas isn’t a casino. It
isn’t a hotel. [t isn’t a new volcano or more white tigers. It's
the Western U.S. Horn Symposium, hosted by Bill Bernatis,
professor of horn at UNLV to be held October 23-27, 2002, at

act as composer-in-residence
throughout the event and will present a seminar on compo-
sition for the horn. A faculty member at the Juilliard School,
Mr. Ewazen’s music has been performed by many major U.S.
festivals and major orchestral soloists.

Registration in advance is $115 and $125 at the door. Reg-
istration covers access to all seminars, lectures and perfor-
mances. For information on registration, hotels, the concerto
competition and mock auditions, visit the symposium
website at <www.unlv.edu/faculty /unlvhorns>. E-mail cor-
respondence may be sent to horn.symposium@
ccmail.nevada.edu and the symposium phone number is 702-
895-1844.

The Art of Auditioning
The University of Dayton and the Carillon Brass will host
“The Art of Auditioning” in January 17-19, 2003. Featured art-
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ists include Bill Barnewitz (Principal Horn, Milwaukee Sym-
phony), James Jenkins (tuba, Jackonsville symphony), Bill
Williams (trumpet, former San Diego Symphony, Bern Sym-
phony, now teaching at Juilliard) and Doug Yeo (Bass Trom-
bone, Boston Symphony). All participants will attend concerts,
recitals, master-classes and perform in ensembles and the Mass
Brass Choir on the Festival Concert. In addition, participants
will receive tickets to the Dayton Philharmonic Orchestra con-
certs that weekend. There will also be panel discussion about
audition techniques and stress management as well as exten-
sive instrument and music displays. For more information,
email: Brass.Festival@notes.udayton.edu. The website
<www.academic.udayton.edu/brassfestival> for this event
will be on-line by September, and will include more detailed
information and schedules.

2003 Northwest Horn Workshop

The next Northwest Horn Society Workshop will be held
at Central Washington University, January 31-February 2 (Fri-
day-Sunday), 2003. The featured guest(s) will be the Ameri-
can Horn Quartet, who will perform a full recital and a sec-
ond performance with either the CWU Orchestra or Wind
Ensemble TBA. Members of the AHQ will also give presenta-
tions and participate as judges for competitions. Among many
different activities, this workshop will feature solo and quar-
tet competitions, each at three levels (pre-college, college level,
adult/non-professional), regional artist performances, and
other special events. There is also a composition contest such
that the winning piece will be premiered at the workshop.
For more information, consult the workshop website at
<www.cwu.edu/~music/nwhorns/>, or contact Jeff
Snedeker at Email: snedeker@cwu.edu or Tel: 509-963-1226.

The Southeast Horn Workshop

Columbus (Georgia) State University will host the South-
east Horn Workshop from March 7-9, 2003. Featured artists
scheduled are Peter Kurau, Greg Hustis, and Jeff Agrell; Pe-
ter Kurau'’s solo recital will culminate with all the guest art-
ists and the CSU Wind Ensemble performing the Schumann
Konzertstiick. There will be regional artist recitals, collegiate
horn choir recitals, and seminars on various aspects of horn
playing, in addition to solo, high and low horn competitions.
A special seminar for high school players and band directors
will also be included in this workshop. For more information
visit the website <www.southeasthornworkshop.com>, or

contact Kristen Hansen at <hansen_kristen@colstate.edu> or
706-649-7271.

IHS 2003
The 35" THS conference will be held June 2-7, 2003 on the
Indiana University campus in Bloomington, Indiana. See ads
in this and future issues of The Horn Call or, for more infor-
mation, Email: musicsp@indiana.edu.

Ninth Annual Kendall Betts Horn Camp

The Ninth Annual Kendall Betts Horn Camp will take
place June 14-29, 2003 at Camp Ogontz in Lyman, New Hamp-
shire under the auspices of Cormont Music, a New Hamp-
shire nonprofit corporation. As in the past, Kendall is plan-
ning a unique seminar and retreat for hornists of all ages, abili-
ties and accomplishments to study, perform and have fun in
the beautiful White Mountains of New Hampshire under the
guidance of a world-class faculty. Enrollment is limited in or-
der to achieve a 4:1 participant to faculty ratio, ensuring per-
sonalized curricula and individual attention. Participants may
attend either or both weeks at very reasonable cost. Anumber
of scholarships and graduate fellowships will be awarded on
a competitive basis. Camp Ogontz is a magnificent 300-acre
facility that is famous for it’s hospitality and food. Kendall
Betts is principal horn of the Minnesota Orchestra and a former
member of the Advisory Council of the IHS. Please visit the
KBHC website <www.horncamp.org> for details regarding
the program, faculty, and scholarships or contact Anna Betts,
KBHC Participant Coordinator, 4011 Roanoke Circle, Minne-
apolis, MN 55422-5313, Tel: 612-377-6095, Fax: 612-377-9706,
E-mail: HORNCAMP®@aol.com.

IHS 2004
Mark your calendars and start saving your frequent flyer
miles! The 36" International Horn Symposium will be held in
Valencia, Spain, July 25-31, 2004, hosted by Javier Bonet.

Reports

2002, EN FRANCE, LE COR N’EN FINIT PLUS
DE SE FAIRE ENTENDRE

par Daniel Catalanotti

La France du troisieme millénaire semble s’ouvrir de plus
en plus au COR. Des initiatives privées ou institutionalisées
se font jour, et, il ne se passe plus deux mois, sans qu’il y ait

un Festival ou des rencontres a Paris et en régions.
Le Festival “Prestige du COR” a PARIS, organisé par
I’ Association Francaise du COR, et regroupant au total plus
de 200 artistes, tous genres confondus, vient a peine de fermer
ses portes ( décembre 2001 ), que

The IHS Friendship Fund

Please contribute to the IHS Friendship Fund, which provides IHS
memberships to hornists in countries where economic conditions or
currency restrictions make regular membership impossible.
Send contributions of any amount to Executive Secretary Heidi Vogel.

s’ouvrait en janvier le Festival Interna-
tional de VIRE, puis, quelques
semaines apres, les journées du COR
de DIJON, et en juin prochain, le Festi-
val du COR en AVIGNON.

C’est le bonheur pour les
amoureux du Cor en France, qui ne

savent plus ou tendre l'oreille, et, c’est
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tant mieux pour notre instrument qui se vulgarise de plus
en plus (il n’est que de voir tous ces nouveaux éléves qui se
pressent dans nos classes pour s’en rendre compte).

Le Festival International de Cor de VIRE (Calvados): Une
Réussite totale pour ce Festival Qui a fait le plein de
spectateurs, et, qui a surtout, dans cette région, vulgarisé le
COR qui reste un instrument trop peu connu du commun
des mortels. Ce succés amplement mEritE donne déja des
idées aux organisateurs, qui préparent pour 2004 une
deuxiéme édition de ce Festival avec comme théme “la
musique frangaise.”

2002 in France, The Horn

is Heard Everywhere
translated by
Nancy Jordan Fako

France in the third millenium seems to be more and more
interested in the horn. Private as well as institutional events
are taking place, and not a month goes by without a festival
or gathering of some sort in Paris or in the provinces.

In Paris, the festival “Prestige du COR,” organized by
the Association Francaise du Cor, bringing together more
than 200 artists of all levels, had scarcely ended (December
2001) when the International Festival of Vire began (Janu-
ary 2002), then a few weeks later Horn Days in Dijon, and in
June the Avignon Horn Festival.

Horn quartet in Vire (I-r): Nancy Jordan Fako, Pierre Dassonville,
Daniel Bourgue, Daniel Catalanotti

What a joy it is for the horn lovers of France who enthu-
siastically attend these events and prick up their ears at the
sound, and it is so good for our instrument which is becom-
ing more and more popular (as witnessed by all the new
students who hurry to enroll for horn study).

The festival of Vire was a total success, attracting a large
public, and helping to popularize the horn, which remains
an instrument too little known among mere mortals. This
well-deserved success has already prompted the organizers
to begin planning for 2004 a second edition of this festival
with the theme “French Music.”

IHS News and Reports @

Northeast Horn Workshop 2002
report by Mark Louttit

Boston Conservatory was the site of the Fifth Northeast
Horn Workshop held March 15-17, 2002. Hosted by Marilyn
Bone Kloss and David Ohanian, the workshop attracted horn
players from all over the Eastern United States and as far
away as Brazil. The opening concert put a spotlight on the
host institution with students from the Boston Conservatory
performing an opening fanfare arranged for the occasion by
David Ohanian, the Boston Horns (Jean Rife, Ken Pope,
Kevin Owen, and David Ohanian) performing works by Den-
nis Leclaire, Bach, and Ellington (arranged by Kevin Owen),
and the Boston Conservatory Faculty Wind Quintet (David
Ohanian, horn) featuring works by Zemlinsky, Ranki, and
Schifrin. Lectures and discussions included Dennis Leclaire
describing the genesis of his Quartet, “ Auditioning for Com-
munity Ensembles” (with a panel of conductors and teacher
Jean Rife), “Auditioning for Professional Orchestras” (David
Ohanian), “Performance Injuries” (Janine Gaboury-Sly),
“Composing for Horn” (Pamela Marshall, Dennis Leclaire,
Michael Weinstein, and Yehudi Wyner, with demonstrations
by Lydia Busler-Blais), and “Should All Horn Parts be Trans-
posed to F?” (John Boden and David Ohanian).

Performances featured
Janine Gaboury-Sly in the
premiere of Verne Rey-
nolds’ Sonata Concer-tante
and, with Laura Klock, Call
for Two Horns; John Boden
with works by Walter °
Mays and Scott Harris; the
NEC Horn Ensemble play-
ing Brahms, Humper-
dinck, and Beethoven; Wil-
liam Caballero performing
Beethoven, Messiaen, and
Reza Vali; Eric Ruske play-
ing Schubert, Schuller,
Saint-Saens, and Raphael
Mendez; James Sommer-
ville with Denis Gougeon
and Mozart; Gus Sebring
performing Dukas, and Laura Klock in a trio by Herzogenberg,.
Along with outstanding performances, audiences were treated
to a wide range of styles and an unusual number of unfamil-
iar but fascinating works. Jean Rife gave sessions in yoga, Lydia
Busler-Blais and Janine Gaboury-Sly led guided warm-ups,
and Margot Rowland conducted the massed choir. Victoria
Pazzato from Vernon, Connecticut, won the high school solo
competition and John Johnson, a student at the Cleveland In-
stitute of Music, won the college division. Jazz hornist Tom
Varner performed with his trio at a local pub. Vendors included
Holton, Osmun, Rayburn, Pope, Phoenix, and The Hornists’
Nest. The Boston Symphony Orchestra horn section provided
the participants with two extraordinary highlights. Earlier in
the year, they had performed the North American premiere
of the Hamburgisches Konzert by Gyorgy Ligeti, which is scored

|

Janine Gaboury-Sly at NHW 2002
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for solo horn utilizing both valve and natural horn, four natu-
ral horns, and chamber orchestra. Principal James Sommerville
described and demonstrated some of the challenges of the
unusual work, with Gus Sebring, John Menkis, Jay
Wadenpfuhl, and David Ohanian playing the section parts.
Ligeti specifies precise tuning of the natural horn notes, re-
sulting in unfamiliar, atmospheric sounds, sometimes with
"beats.” Later, Gus Sebring told the audience about having
the “greatest job in the world” as principal horn of the Boston
Pops and associate principal horn of the Boston Symphony.
He related what it has been like to work with some of the
greats in the music world, including his experiences in record-
ing and working with John Williams. Altogether, the week-
end was successful and satisfying. Next year we hope to meet
in northern New England.

Kendall Betts Horn Camp
reported by Erin and Gretchen Vork

This year’s Kendall Betts Horn Camp, held June 15-30
at Camp Ogontz in the White Mountains of New Hampshire,
provided even more “bang for the buck” than usual. Partici-
pants were treated to the trademark 4:1 student-to-instruc-
tor ratio, a faculty that was distinctly international, unfor-
gettable performances at the evening recitals, and, as always,
the fabulous meals prepared by Camp Ogontz staff.

Most memorable was the excellence of the faculty. Camp-
ers interacted with teachers who were not only knowledge-
able, exacting, and experienced, but gracious, encouraging,
and generous with their time. First week recitals included
“Natural Horn Nights,” which featured an informative and
entertaining brief history of the horn presented by Abby
Mayer, Hermann Baumann playing the Rondo from Mozart’s
first horn concerto, Michel Garcin-Marrou performing sev-
eral natural horn pieces, a natural horn quartet made up of
Michel Garcin-Marrou, Kendall Betts, Hermann Baumann,
and Lowell Greer performing the first movement of the
Gallay quartet, and a performance of the first movement of
the Beethoven Sonata, performed on alpenhorn (Dave
Krehbiel) with assistance by Michel Garcin-Marrou. Other
recitals featured Soren Hermansson performing I Am, Are
You? by Marie Samuelsson for horn and tape, Bobby Routch’s
stunning jazz performance full of brilliant soloing ideas and
virtuosic playing and, of course, the unique and unforget-
table horn stylings of the inimitable horn innovator, Profes-
sor I. M. Gestopftmit-scheist, who, in a daring move, per-
formed the first movement of the Hindemith Sonata on natu-
ral horn, as well as the recently discovered Kopprasch So-
nata and works by Milton Phibbs. “Prof G” provided a kind
of encouragement and inspiration to those struggling to make
music on the horn that only he could deliver.

Hermann Baumann began the second week, followed
by Lowell Greer performing his unaccompanied composi-
tion, The Death of Roland, and the evening concluded with a
show-stopping performance of the Strauss Second Horn
Concerto by Kendall Betts. A particularly memorable recital
featured a duet with Soren Hermansson and Michel Garcin-
Marrou, Marty Hackelman (assisted by pianist-wife Kelly)

performing his arrangement of seven songs by Samuel Bar-
ber, Roger Kaza (also with his wife-collaborative pianist, Patti
Wolf) playing the third movement of the Rachmaninoff Cello
Sonata, Lowell Greer contributing some Mozart, Hermann
Baumann performing Saint-Saéns’ The Swan and Kendall
Betts finishing the evening with the Forster Concerto No. 1.

Participants of all playing levels ranged in age from 14
to 75 (9 high school and 6 college students on full scholar-
ship courtesy of the KBHC scholarship fund) and came from
25 US states, Canada, and China. All campers received warm-
up sessions and orchestral excerpt instruction, were coached
in solo performance by Bobby Routch, Soren Hermansson,
Dave Krehbiel, Michel Garcin-Marrou, and Hermann
Baumann, and attended Kendall Betts’ “horn fundamentals”
classes daily. There were opportunities to try out Jim Decker’s
“virtual orchestra” IVASI system, study ear training, relax
in meditation and yoga sessions, discover jazz horn playing
with Bobby Routch, natural horn with Michel Garcin-Marrou
or Lowell Greer, and rehearse in ensembles. All participants
receive two one-hour private lessons with different faculty
each week and participate in a variety of performance op-
portunities.

TransAtlantic Horn Quartet Summer Seminar
reported by Skip Snead

The TransAtlantic Horn Quartet Summer Seminar 2002
was held on the campus of Mercer University in Macon,
Georgia, from June 2-8, 2002. Forty-four participants rang-
ing in age from 16 to 59 attended this year’s seminar and
attended daily masterclasses, lectures, reading sessions, horn
ensembles, and quartet rehearsals. Each participant received
an individual private lesson during the week and everyone
performed in quartets and large ensembles for the concerts
on the final two nights. It proved tobe a great week and many
participants commented that an intensive learning environ-
ment in a completely non-competitive atmosphere made the
experience more valuable.

The TAHQ presented two performances during the week,
one featured the quartet, and the other featured the TAHQ
members as soloists. The final Saturday night con-
cert included a variety of multiple horn works, some serious,
and some quite serious, such as an eight-part arrangement of
Boogie Woogie Bugle Boy featuring Richard Watkins as the
“Boogie Woogie Corno Boy.” The experience didn’t stop after
the final note was sounded each day. There were informal get-
togethers on the back porch of the dorm each night where
many great stories, words of wisdom, and great jokes were
exchanged—a relaxing and fun way to end a day of hard work.

The TAHQ Summer Seminar 2003 is planned for early
summer. If you would like more information please contact
Skip Snead at Email: ssnead@bama.ua.edu, call 205-348-4542,
or visit <www.music.ua.edu/TAHQ>.

First Barry Tuckwell Institute
reported by Kristen Hansen
The Barry Tuckwell Institute was held with great success
at Columbus State University, August 1-5, 2002. Faculty Barry
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Tuckwell, Jean Rife, and Mary Bisson were joined by pianist
Tomoko Kanamaru and host Kristen Hansen. Twelve partici-
pants attended, and included college educators, amateur play-
ers, orchestral musicians, and a few almost-graduate students.
Each day began with yoga and guided warm-ups, and later
included discussions on topics ranging from favorite recital
literature to horn playing in Europe, to tips for successful teach-
ing and auditioning. Masterclasses, a mock audition, and
evening recitals in the new RiverCenter Studio Theatre were
all a great success. Plans are underway for next year’s event,
and dates and venue will be determined by November 2002.
The organizers are pleased that the event succeeded in doing
what it was created to do, provide a stimulating forum for
serious study, practice, and performance—as well as a good
place to meet and make new friends.

Texas Horn Instructors, Students, and

Friends Celebrate the Career of Anthony Brittin

reported by Ron Boerger

For the second time in as many years, horn instructors
from across the state of Texas gathered to honor one of their
colleagues. Anthony Brittin of Texas Tech University was hon-
ored in a recital and discussion at the Texas Music Educators
Association on February 23, 2002, in San Antonio. Following
a delightful selection of works for horn choir that he conducted,
Brittin presided over an all-too-brief discussion, “Horn Basics
Revisited.” This presented not only basics such as posture and
hand position (of both the right and the left hand), but also
some of his objectives and goals in teaching horn for nearly
forty years at Texas Tech University. Many of his students were
in attendance at this celebration. Also provided to attendees
was a booklet containing methods, tips, and hints from some
of the state’s collegiate horn instructors, along with a direc-
tory of all full-time horn teachers state-wide.

Unfortunately, the session was only allotted 75 minutes
by TMEA. Even this short time, however, was enough to give

IHS News and Reports @

those in attendance who had not had the pleasure of study-
ing with Professor Brittin an idea of how much he will be
missed at Texas Tech next year.

Texas Horn Teachers Choir Recital
Conducted By Anthony Brittin
TMEA Annual Conference
San Antonio, Texas, February 23, 2002

Titanic Fantasy.. -...... Horner, arr. Bissell
Soio Hor n: William Schm nberg

In The Country...

O Rest in the Lord from E.’:;ah

. . arr. Pottag
Mendelssohn arr. Shaw

Siegfried’s Funeral Music( Gonerdammenmg} ..Wagner
Hénsel und Gretel: Prelude-Choral.................Humperdinck
Color Contrasts ... i amiunasiaHyde

Texas Horn Teachers Choir:

Anthony Brittin, Texas Tech University, Conductor; Ruth Brittan
(guest), University of the Pacific; Robert Culverson, Lamar Univer-
sity; Chris Dulin, University of Texas-Arlington; Lawson Hagar,
Hardin-Simmons University; Stephen Hagar, Southwest Texas State
University; Thomas Hale, Georgetown University; Patrick Hughes,
University of Texas-Austin; Karl Kemm, Del Mar College; Richard
Lambrecht, University of Texas-El Paso; Michael Morrow, Texas A&M
University-Commerce; Jeffrey Powers, Baylor University; Kathleen
Prichett, Texas Woman'’s University; William Scharnberg, University
of North Texas; Jennifer Sholtis, Texas A&M University-Kingsville,

Undergraduate Assistantships

The University of Louisiana at Lafayette announces a
brass quintet scholarship available August 2003. Responsi-
bilities include performing with the Echelon Brass Quintet
(UL Lafayette School of Music Undergraduate Scholarship
Brass Quintet) and other UL Ensembles. The Echelon Brass
Quintet is booked for recitals, church services and other func-
tions throughout the Acadiana region. Applicants mustbe a
US citizen, have a high school diploma by August 2003, meet

Have You Been To <www.hornsociety.org> Lately?

Check out the IHS website for the following features:

News: Frequently Updated News Items and Workshop Announcements.
The Horn Call: Indexes for The Horn Call: 1971-1995 (from THC Annual 7) and 1995-2002; List of Back Issues for The Horn

lights from past issues of THC).

Forms and online registration/renewal to join IHS.

Visit<www.hornsociety.org> for the latest IHS news and updates!

THS Online Network: Discussion e-list; Horns For Sale; Email Directory (user-submitted); User-Submitted News and
Events, Job Openings, etc.; Favorite Links (user-submitted).

Call (with mail order form); Guidelines for Contributors; Advertising information and rates; Online Articles (High-

What is the IHS?/IHS People: IHS Membership Directory. Information about the Society and its members—Back-
ground on its history, its goals, officers, staff, Honorary Members, Advisory Council members, publications, con-
tact information for site, membership, society business, advertising.

EXTRA! Information about miscellaneous aspects of the society and its business; IHS Thesis Lending Library (with
contact info and order form); IHS Sales Items (with mail order form); IHS Manuscript Press (with mail order form);
IHS By-laws; Friendship Project; Composition Projects; Scholarship Programs; Hosting a Workshop; IHS Archives;
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undergraduate school entrance requirements, and enroll as
UL Music Major. Scholarships provide an out-of-state waiver
of tuition, free housing, and a stipend that covers approxi-
mately one-half of tuition costs. The stipend and quintet
performances are expected to increase over the next four
years. The appointment begins August 21,2003, and is avail-
able for up to four years. Address inquiries to Dr. Paul
Morton, Assistant Professor of Trumpet, 337-482-5216; Email:
pdm0677@louisiana.edu, ULL School of Music, P.O. Box
41207, Lafayette, LA 70504-1207.

Graduate Assistantships

The University of Louisiana at Lafayette announces aca-
demic teaching/administrative assistantships for graduate
students, with high priority given to horn players. Duties in-
clude teaching in a non-applied area, such as administrative
duties with the Pride of Acadiana, our 200-piece marching
band, and classroom teaching opportunities include theory,
music appreciation, and music methods classes, with other
possible areas depending on the applicant’s expertise. The sti-
pend is $5000 plus tuition with out-of-state fees waived. On-
campus housing is also included (recipient pays meal ticket),
currently worth $1300 per year. The deadline to apply is April
15, 2003. Application materials as well as audition require-
ments may be obtained by writing directly to: Dr. Andrea
Loewy, Coordinator of Graduate Studies, School of Music,
University of Louisiana at Lafayette, PO Box 41207, Lafayette,
LA 70504. Please provide a description of related experience

in areas of application. For further information concerning the
area of horn studies, contact Dr. Catherine Roche-Wallace,
Horn Professor, School of Music, University of Louisiana at
Lafayette, Email: cmr3877@louisiana.edu.

Western Michigan University (Johnny Pherigo, horn
professor) announces a Graduate Assistantship opening in
horn for the 2003 academic year. Duties include performing
in the Graduate Brass Quintet and assisting in the horn stu-
dio; other duties are based upon qualifications and interests.
Admission qualifications include a BM in music or the
equivalent with a minimum GPA of 3.0 and a successful au-
dition into the Master’s degree program. The award, which
is renewable for a second year, is up to $10, 619 plus up to
$3,075 in out-of state tuition scholarships. Interested hornists
should contact Dr. Johnny Pherigo at 269-387-4692 or Email:
pherigo@wmich.edu. Additional information about the gradu-
ate program at Western Michigan University is avail-
able on the website <www.wmich.edu/music>. @

Next News Deadline:
December 10, 2002.

Send items directly to Heather Pettit.

B OSTON

UNIVERSITY

SCHOOL OF MUSIC

BRASS PERFORMANCE

FACULTY
Trumpet
Peter Chapman

Terry Everson
Chairman

Joseph Foley
Charles Lewis
Thomas Rolfs

Trombone
Ronald Barron
Scott Hartman

Douglas Yeo

Tuba
Toby Hanks
Charles Villarrubia

Horn
Daniel Katzen
Lynn Larson
Richard Mackey
Richard Menaul
Eric Ruske
James Sommerville

Jay Wadenpful

AUDITIONS AT
BOSTON
UNIVERSITY

February 3, 10, 2003
(Trumpet, Trombone,
Horn, Euphonium)

February 21, 2003
(Tuba)

B.M., M.M., D.M.A., ARTIST DIPLOMA, AND PERFORMANCE DIPLOMA

Brad Peloquin,
Director of Admissions,
School of Music

Jeffrey Babcock,
Dean, Boston University
College of Fine Arts

BOSTON
UNIVERSITY

COLLEGE of

Fine Arts

Eric Ruske, Horn

For more information, contact:
College of Fine Arts,

School of Music

800-643-4796 or 617-353-3341
cfamusic@bu.edu
www.bu.edu/CFA

Music . Theatre Arts - Visual Arts

An equal opportunity,
affirmative action institution.

28 The Hom Call / October 2002




tial 59 entries, the largest number in the history of the

contest! The entries were a variety of excellent com-
positions from around the world. Winning First Prize was
Departures and Deviations for violin, horn, and piano, com-
posed by Kelly-Marie Murphy. Second Prize went to Paul
Richards for his composition Rush Hour, written for horn and
piano. Honorable Mention was given to John Parcell for his
composition Unwoice, and to Daniel Hjorth for his composi-
tion Blot Horn. Many thanks go to the panel of distinguished
judges: composer Andrea Clearfield, composer Robert
Maggio, and composer / free-lance hornist Daniel Grabois.

I I The 2001 IHS Composition Contest received a substan-

First Prize Winner

Departures and Deviations was commissioned by the Ca-
nadian Broadcasting Corporation for James Sommerville,
principal horn of the Boston Symphony. It was premiered
on August 1, 2001, at the Ottawa Chamber Music Festival.
The composer writes, “The trio began as I considered the
very broad question of how this particular piece was going
to shape itself, and ultimately turn out..In mathematical
terms, you can have a standard deviation from the norm.
The point of departure alluded to in the title is the Finale
from the Brahms horn trio. With its jaunty 6/8 feel, and clas-
sic "hunting horn” writing, it inspired a lot of the fast music
in my trio.” The result is a single-movement work which
divides into three sections: fast, slow, and a recapitulation of
the fast themes. The slow section is characterized by cadenza-
like solos for each instrument. The fast music uses interplay
and quick exchange of ideas, with everyone switching be-
tween foreground and background.

Kelly-Marie Murphy was born in Sardinia, Italy, and
grew up on Armed Forces bases all across Canada. She be-
gan her studies in composition at the University of Calgary
and later received a Ph.D. in composition from the Univer-
sity of Leeds in England. Dr. Murphy has won many prizes
for her music, including first prize in the New Works Calgary
Composer’s Competition in 1992, first prize in the Bradford
Young Composer’s Competition for Electro-Acoustic Music
in Dance in 1993, first prize and the People’s Choice Award
at the CBC Young Composer’s Concerts competition in 1995,
first and second prizes in the Maryland Composer’s Com-
petition at Loyola College in Baltimore, 1998, and third prize
in the Alexander Zemlinsky Prize for Composition in 1999
for her work Utterances. Dr. Murphy’s music has been per-
formed in England, Poland, Spain, Japan, Russia, and across
North America by outstanding soloists and ensembles, and
has had radio broadcasts in 22 countries. She is the recipient
of many commissions and has written for some of Canada’s
leading performers, such as the Winnipeg Symphony Or-

chestra, the Toronto Symphony orchestra, the Edmonton
Symphony Orchestra, Nexus, the Gryphon Trio, Alcan String
Quartet, and James Sommerville.

Second Prize Winner

“A year spent as a daily commuter on the Texas high-
way system has left me a little jittery, probably for life,” com-
poser Paul Richards writes. “Rush Hour was commissioned
by Paul Basler for a series of concerts in the Dominican Re-
public, where apparently they also have pretty bad traffic.”

Paul Richards, D.M.A., is Assistant Professor of Com-
position and Theory at The University of Florida. He has
received numerous national and international prizes and
commissions. He taught previously at Baylor University, and
holds degrees from The University of Texas at Austin and
The University of Arizona. Prizes include the Jacksonville
Symphony Fresh Ink 2002 Composers Competition, the 2000
New Music for Sligo/IMRO Composition Award, the 2001
Truman State University /M.A.C.R.O. Composition Compe-
tition, Fourth Prize in the 2000 Britten-on-the-Bay Series X
Competition, First Place in the 1999 Voices of Change Com-
posers Competition, two First Place prizes in the Guild of
Temple Musicians Young Composers Award (1994-5, 1995-
6), and ASCAP Standard Awards. Richards’ music is recorded
on the Capstone, Mark, and Guitar Plus labels, and is pub-
lished by Southern Music. Current projects include commis-
sions from the Jacksonville Symphony Orchestra, another
from a large consortium wind ensembles, and a composi-
tion residency in North Cyprus in the fall of 2002.

Honorable Mentions

Blot Horn for solo horn explores, among other things,
the sound possibilities of playing through the horn using
the third valve with the slide taken out. Normal playing is
mixed with this “muted,” slightly strange sound, and the
result is a kind of duo which in itself is a paradox within a
solo piece. Another paradox is the quasi-polyphony of the
top and bottom tones of the music expanding and diverging
from a narrow range to very wide during a slow process.
The tones used in this composition are structured in modes
which are symmetrical; in contrast to this, the formal con-
cept has an asymmetrical character. In some parts of the com-
position, the horn player also sings while playing.

Born in 1973 on the west coast of Sweden, Daniel Hjorth
had introductory studies in composition with Reine Jénsson.
He attended the Gotland School of Music Composition un-
der the leadership of Sven-David Sandstrom and pursued
further studies with Kent Olofsson, Hans Gefors, and Javier
Alverez at the Malmii Academy of Music. He was awarded
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‘@ 2003 IHS Composition Contest

a12-month stay at the Academie Schloss Solitude in Stuttgart
during 2002. His works Crop Circles and Rainbow Dance have
been performed by the Swedish Radio Symphony Orches-
tra and the Helsingborg Symphony Orchestra.

Referring to his composition Unuvoice, John Parcell writes,
“The title is simply about something that is not vocalized.
There are similar characteristics between the sound of the
horn and the sound of the human voice, and the horns in
this piece are expressing something that cannot be sung, let
alone expressed through text. For the most part, two kinds
of music occur in the piece: slow, simple melodic statements
and highly active, insane chattering. Throughout the first
part of the piece, the slower and simpler music played by
the horns is pitted against the active music in the piano part.
At first, the horn parts appear to be background sounds,
emerging from the heavily pedaled piano part. Gradually,

the horn parts become more active, creating slow melodic
statements. Near the middle of the form, the piano part fi-
nally gives way to the horns. The horns began slowly, but
eventually reach an activity level matching that of the open-
ing music, allowing the piano to re-enter seamlessly. From
this point, there is an accelerated and curtailed return of the
opening music.”

A graduate of Florida International University, John
Parcell is now a graduate student in the Ph.D. program for
composition at the State University of New York at Stony
Brook, studying with Daniel Weymouth, Daria Semegen, and
Sheila Silver. His music has been performed at the Miami
New Music Festival, the May in Miami Music Festival, and
the Society of Composers Incorporated conference. In addi-
tion, Parcell’s music has been performed at the Rolston Re-
cital Hall in Banff, Canada, as well as Stony Brook’s Staller
Center and Sarah Lawrence College in New York.

Entries for the 2001 IHS Composition Contest*

\Title Instrumentation
Aksobhka —Vajrasattva wind sextet
Curmurring 8+ horns
Modalities clarinet, horn, piano
Chaconne and Fugue horn, piano

Rush Hour horn, piano
HORN-RIMS horn, 2 percussion
Unwvoice 2 horns, piano

The Ubiquitous Energies of Life homn, piano
Concertino horn, orchestra
Tapestry homn, violin, piano
Brevard Invocation horn, timpani
Vision horn, organ
Diversions horn quartet
Quartet No. 1 horn quartet
Passage to Eden clarinet, horn, piano
In the middle of a forest hom, piano

El Escorial horn, piano
Baker's Dozen horn, piano

Phases horn, piano

A Simple Leaf horn, piano
Postpartum fl, cl, hn, vIn, vc, pno
Personae homn, piano

Celdas horn, piano
Taracaté solo horn

Darkness of the Night solo horn

Tumbao Caribe horn, piano
Fantasia horn, piano

Crest (2000) horn, piano

Sonata for Horn and Piano horn, piano
Concerto for Brass Quintet 2 tpts, tbn, hn, tba
Neapolitan w/Fudge 3 horns

Broken Song solo horn

Fanfare and Chorale 2 tpt, 2 hn, tbn, tba

Skin and Bones
Departures and Deviations
Prague Sonata

horn, flute, tape
violin, horn, piano
horn, piano

Composer (Country of residence)
Michael Hugh Dixon (Australia)
Charles Mayhood (US)

Alice A. Moerk (US)

Jonathan Newmark (US)

Paul Richards (US)

Murray Houllif (US)

John Parcell (US)

Gabriel M. Stockhausen (US)
Truman Harris (US)

Joel Feigin (US)

Jason Bahr (US)

Jan Lehtola Sturenkatu (Finland)
Emanuel Rubin (US)

Kris P. Shaffer (US)

Howard J. Buss (US)

Tom Peters (US)

Joseph A. Perry (US)

David R. Gillingham (US)
Andrew Barrett (Australia)
Robert Thomas See (US)
Justin Casinghino (US)

John David Lamb (US)
Darwin Omar Aquino
Huayna Jiménez

Michelle Gémez

Samuel Herrera Bez

Héctor Martinez Cabruja
Tayloe Harding (US)

Jonathan Hurrell (US)

Eugene Petrov (Russia)
Matthew Beecher (US)
Stephen Truelove (US)

Jerry Kingston (US)

Beth Wiemann (US)
Kelly-Marie Murphy (Canada)
Elizabeth R. Austin (US)
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2003 Composition Contest Entries, continued

Music For Horns

Her-z-eigen

Blot Horn

Intrada Antiphonale

Clock Chime

Quartet

Souvenir Lurigue

Capriccio

Canzoni di Natale

Confessions of St. Augustine
Zephyr Dances

Around the Clock

Three Coastal Sketches

Variations on a Theme by Mark Shultz
Little Suite

Four Interrogatives

Passing Out of Sight

Concert Piece for Song Lee Halbeison
Affaire de cor

The ReinScherzo

All Alone

Sonata for Horn and Piano

3 Movements for Horn and Piano

8+ horns

violin, horn, piano

solo horn

3 horn quartets

horn, 3 percussion
horn, 2 violins, viola
horn, chamber orchestra
horn, wind ensemble
horn, chamber orchestra
solo horn

2trumpets, horn, trombone
horn, orchestra

horn, piano

horn, piano

horn, piano

horn, trombone, tuba
horn, piano

solo horn

violin, horn, piano
horn, harp, strings
horn, mezzo-soprano
horn, piano

horn, piano

2003 IHS Composition Contest @

Lawrence Axelrod (US)
Alois Broder (Germany)
Daniel Hjorth (Sweden)
Steven Mahpar (US)
Georgette Wagener (US)
Nathaniel Rudavsky-Brody (US)
David Carpenter (US)
Dean Roush (US)
Elizabeth Raum (Canada)
Erika Raum (Canada)
Stanley Friedman (US)
Michael Kallstrom (US)
Kevin Walczyk (US)
Andrey Kasparov (US)
Sam Hollomon (US)
James L. Haines (US)
Garth Hangartner (US)
John Ferguson (US)
Chris Rozé (US)
Christopher Tucker (US)
Eric L. McIntyre (US)
Paul Knudson (US)
Adrienne Albert (US)

*For mailing addresses to contact these composers, consult the IHS website at: <www.hornsociety.org/NEWS/ @
index.html>, or contact the Editor of The Horn Call.

Jyrki Lasonpalo, violin, Minna Koskimies, piano, and Peter Kurau, horn, performed Kelly-Marie
Murphy’s Departures and Deviations at the 2002 International Horn Symposium in Lahti.
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iy LA Nnew Drass

a hand-picked group { t .
eaturing

Blll Reichenbach

of brass virtuosi.

If you liked

Brass Nation

and Bonetown,

New Brass is a must

for your collection. Available only from Hip-BoneMusic

CD: $16.95 + $3.00 shipping'and handling

\ ($6 for international orders)

RAY GENE NITZAN KO-ICHIRO BLAIR JOHN PHIL JEFF
MASE ALESS| POKORNY HAROZ YAMAMOTO BOLLINGER PATITUCC! MARKOWITZ BALLARD

HIP-BONEMUSIC 1.888.633.BONE

Name Method of Payment: [ Credit card [0 U.S. Check {payable to Hip-Bone Music|
Address Visa/MC/Amex

City Siate Expiration Phone

ZipCode _ Counlry E-mail

Send to: HIP-BONE MUSIC, INC. 119 W. 71st St. #8B New York, NY 10023  or call toll free at 1-888-633-BONE  Fax: 212-769-2155

or visit our website ot www.hip-bonemusic.com

32

The Hom Call / October 2002




CalArts School of Music
New Millennium Brass Performance

— An innovative, advanced program for all brass instruments.

— Emphasis on intensive study, new composition, world music,
technology and interdisciplinary collaboration.

— Faculty

Edward Carroll (Trumpet, Brass Studies Coordinator)
Daniel Katzen (Horn, Boston Symphony Orchestra)
James Miller (Trombone, LA Philharmonic)

Norman Pearson (Tuba, LA Philharmonic)

— The CalArts School of Music is widely recognized as a trendsetter
in music education. We offer rigorous training in a broad range of
forms and traditions. At CalArts, all forms of music have equal value.

S

CalArts School of Music I WWw.calarts.edu
24700 McBean Parkway
Valencia Ca 91355-2397
661-255-1050
admiss@calarts.edu

With eight original exercises
by composer Normand Lockwood

This book will insbire any musician to rethink
how music is made and how to listen '
not only to music, but to hear her or himself as well. "

— John Thow

Composer

= BIRDALONE

WITH
AS PIRATI 0 N S Convenient online ordering available. “

Credit cards accepted, registered, secure site.
HI GH Phone: 1-812-333-0167
Discussions and Exercises FAX: 1-812-337-0118
. 2 e-mail: info@birdalone.com
i Mail: 9245 E. Woodview Drive
by David M. Kaslow Bloomington, IN 47401-9101 USA
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Dealers/Links

Catalogue e Sheat Music » Care and Maintenance » Accassories

ACCESSORIES PRICELIST

You can order directly on line via credit or debit card by using the
ORDER buttons. For other methods of ordemg and paymant, see HO
ORDER The prices shown are in p g and de VAT and
handi'lg{deﬁverv charges, VAT @ 17.5% will bu added to sales in the
review section but removed from the final total for sales outside the EC. If
you would like to know more about the accessories pricelist please use our
INFORMATION REQUEST FORM

E

Lubricants » Maintenance Accessonies » Mutes » Mouthpieces
Horn Cases » Gig Bags

LUBRICANTS Accessories » Accassories Pricalist
ITEM E ORDER
A 1.79] (omen) EET MUSIC, BOOKS & CDS
'Paxman spindle bearing oil 1.79 | | ORDER
iy er directly on line via credit or debit card by using the
Paxman lever linkage oil 1.79 I . For other methods of ordering and payment, see HOW TO
. ices shown are in pounds sterling, VAT is not charged on
Paxman slide wax 1.79 | ling/delivery charges will be added to sales in the review
- 1 would like to know about the sheet ic pri
N“and“ S 2.13 - o ie ty now more about the sheet music pricelists
ala‘uandar =t IR g 1.7 |4 __2“ . iano A - E » Solo Horn/Horn & Piano F = L
Alexandar uniball oil 2.64
- E—— AGE - H iano: =
AsGnde ddaguass T GE - Saolo Horn/Horn B Piano: MsNe=OspP-Qe R
- —
IHul‘tun valve oil 1.79 9::. orl = Piano S - Z » Horn D"et’s' _MT;E?@:& i
Al cass 'FAST oil 3.91 on Hom Suund Shee M * Books « CDs
— oo 8 PIANO: M
o ~ |composeRr: PIECE | €& |oroEr
Dealers/Links MC-11-MAl00 Madsen Dream of the Ithlmr:ems 6.95 m|
MC-11-MA140 Mancini: Pmk Panther arr. 5.50 m]
: Frackenpohl
MC-11-MA1790 |Marais: Le Basque 1.95 | | ORDER)
MC-11-MA4063 |Marshall: Miniatures for Solo Horn 8.50
MC-11-MA1830 |Mascagni: Siciliana 2.25
MC-11-MA1825 l-Davies: Sea Eagle 4.95
MC-11-ME1862 | Mercadante: Concerto 11.95 | | ORDER

i
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COMPACT DISCS

JOHN CERMINARO, former principal, New York & Los
Angeles Philharmonics; now Seattle Symphony

CD515: Mozart Four Horn Concertos, with the Seattle
Symphony, Gerard Schwarz conducting.

CD679: Screamers, Schumann, Adagio & Allegro; Haydn, [
Divertimento (Charlotte Cerminaro, horn); Kraft, Evening §
Voluntaries; Lazarof, Intrada; Steiger, ANew-Slain Knight..
“One of the great horn players of our time.” Fanfare
CD676: Beethoven, Hindemith, & Bernhard Heiden:
Horn Sonatas; also Bozza, Strauss, Glazunov, etc.

o Trios CD771: Horn in Trios. Brahms Trio, op. 40, for Violin, Hom,

Jose Zarzo, Hom ﬁ_ = & Piano; Reinecke Trio, op. 274, for Clarinet, Hom, & Pi-

ano; Duvernoy Trio No. 1 for Clarinet, Horn, & Piano. Jose
Zarzo, horn, and Ensemble Isola, all principal players of
the Gran Canaria Philharmonic Orchestra, which has es-
tablished a reputation of being Spain’s premier symphony
orchestra. Three major Romantic works for Horn in Trios.

FROYDIS REE WEKRE, former solo horn, Norway Symphony.

CD377: Chabrier; Tomasi, Danse Profane & Danse Corse; Cherubini; Schumann, Adagio
& Allegro; Saint-Saens; Sinigaglia, Song & Humoreske; Cui.

CD678: Songs of the Wolf by Andrea Clearfield; Madsen, Dream of the Rhinoceros &
Sonata; Berge, Homlokk; Plagge, Sonata; Friedman. ‘warm, ful sound” Fanfare
CD396: Gravity is Light Today. Fraydis Wekre, hom, with Roger Bobo, tuba & bass
hom. Roger Kellaway, Morning Song, Senoro, etc., Fred Tackett, The Yellow Bird.

DOUGLAS HILL, principal Madison Sympheny; professor, Univ. Wisconsin Madison
CD373: Rheinberger & Ries Horn Sonatas; Strauss Andante. “Hill plays with the
finesse of a fine lieder singer” San Francisco Chronicle

CD670: Hindemith, Sonata in Eb; Persichetti, Parable for Solo Hom; Musgrave, Music
for Hom & Piano; Hamilton, Sonata Notturna; Hill, Character Pieces, etc.

GREGORY HUSTIS, principal, Dallas Symphony

CD512: Treasures for Horn & Trumpet. w/Giangiulio, tpt, Dallas Cham. Orch. L. Mozart:
Concerto, Horn & Orch.; Saint-Saens: Romances; Beethoven: Sextet; Grimm-Freres.
CD675: Huntsman What Quarry? w/Nancy Keith, soprano. Schubert: Auf dem Strom;
Berlioz: Le jeune Patre breton; Strauss: Alphomn; W.F. Bach, Aria; also Simon Sargon,
Nicolai,Vincenz, lgnaz, & Lachner. “utterly gorgeous” American Record Guide

MEIR RIMON, formerly principal, Israel Philharmaonic

CD510: Premieres of the Old & New. Bruch: Kol Nidrel; Matys: Concertstiicke;
Dicledue: Horn Concerto; Stradella; Reichardt; Tchaikovsky; Lorenz; Glazunov.
CD802: Hovhaness: “Artik” Concerto for Hom & Orch; other orchestral works by
Hovhaness. “Hovhaness' music has a unique tang...gorgeous” Stereo Review
CD513: Dances, Moods, & Romances. Saint-Saens: Romance in F; Glazunov: Ser-
enade No. 2; also Rooth, Halpern, Zorman, Kogan, Graziani, Sinigaglia, Scriabin.

KRISTIN THELANDER, Natural Horn (valveless), solo artist; prof., University of lowa.
CD677: Beethoven, Sonata in F; Friedrich Kuhlau, Andante and Polacca; Carl Oestreich,
Andante; Nikolaus von Krufft, Sonata in E; Louis-Francois Dauprat, Sonatain F. “Krstin
Thelander is the best natural hom player | have ever heard”, American Record Guide

NFB HORN QUARTET— David Kappy, Jay Wadenpfuhl, Ricardo Almeida, Bill Hoyt.
All former students of John Barrows, now prominent principals around the world.
CD241: Hindemith: Sonata for Four Homns; Gallay: Grand Quartet, op. 26; Jay
Wadenpfuhl, Tectonica for Eight Horns.  “this is a gorgeous disc”, Fanfare

CD214: AMERICAN BRASS QUINTET. Ewald, Quintet No. 3; Lovelock, Suite for Brass;
Amy, Relais; Bach, Contrapunctus VIl from The Art of the Fugue; Bertali, Two Sonatas.
In-residence at Juilliard and the Aspen Festival. “The high priests of brass”, Newsweek.

CD200: BRASS BONANZA. New York, Berlin, Annapolis, Dallas, I-5, St. Louis, &

Metropolitan Brass Quintets. Malcolm Amold, Quintet; Hovhaness, Six Dances; Dutton,

Canival of Venice; Leclerc, Par Monts et Par Vaux; Horovitz, Music Hall Suite; efc..
Compact Discs: $16.95

FREE CD with each purchase of three. 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
Hear sound samples and see new releases on our web site

AFTER
YEARS OF
PRACTICE

WE'D LIKE TO
OFFER YOU
A STEADY GIG.

We'll give you the chance to perform an
average of 20 times a month. Everything
from classics to rock ‘n roll. And we'll pay
you for it. Which makes this an even better
gig. Positions now open for all instruments,
especially:

HORNS

For more information, contact
your nearest Army recruiter
or call an Army Band Liaison at
1-800-223-3735, ext 6-0485.

Applicants must qualify for enlistment in the U.S. Army
and pass an audition. Advanced grade available for
qualified applicants and a generous benefits package.

ARMY

The United States Army
is an Equal Opportunity Employer
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Huffing & Puffing?
An
ACOUSTICOIL*

L] L
can make it eascer!
“Better response on
high B-flat”....
Charles Kavalovski
“Your ‘Gizmo’ really
works!”....
Ethel Merker
*An insert to the bore that fits inside your
tuning slide........only $35.00
For “more than you ever wanted to know”
about AcoustiCoils visit our Web-site at:
www.dmamusic.org/acousticoils/
AAIIRR<< Acoustics - Ph/Fax: 303-751-0673
1234 S. Quince Wy., Denver, CO 80231 USA

Celebration for Horn and Organ
Concerto for Horn and Wind Ensemble

Quartet for Four Horns

and many more!

www.faustmusic.com

Your online source for
the Horn Music of

Randall E. Faust
P.O. Box 174
Macomb, Illinois 61455 U.S.A.

Mountain

Iphorns

fine handcrafted alphorns
with superior sound, response and beauty

William Hopson, alphorn maker
1629 Broadview Road NW
Calgary, Alberta T2N 3H2 | Canada

telephone: (403) 283-4468
email: hopson@alphorn.ca
website: www.alphorn.ca
* instrument description / price list
e alphorn folklore and history
* alphorn compact discs

GREAT HORN PLAYERS
IN HISTORIC RECORDINGS
NEW DIGITAL RESTORATIONS

SOTONE
CD

AUBREY BRAIN
Mozart: Concerto No. 2 - Brahms: Horn Trio
Bach: Brandenburg Concerto No. 1 - Glazunov: Reverie

DENNIS BRAIN Orchestral music by Bach, Haydn,
Mozart, Beethoven, Méhul, Rossini & Tchaikovsky

YAKOV SHAPIRO The Legendary Russian Recordings
Schumann: Konzertstlick - Brahms: Horn Trio

GEORGE BARBOTEU

Duvernoy: Concerto No. 5 - Mouret: Simphonies
MIROSLAV STEFEK, VLADIMIR KUBAT &
ALEXANDER CIR Reicha: Six Trios, Op. 82

$15 each $50 Complete set of 4 CDs

Sotone Historic Recordings www.sotone.com

email: SotoneCD@aol.com phone: 1-414-559-1756
5418 N. Berkeley Blvd. Whitefish Bay, WI 53217
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hen William VerMeulen,
Principal Horn of the
Houston Symphony, ar-

rived at the International Festival In-
stitute at Round Top, Texas, for his two-
week residency and a performance of
Richard Strauss” Horn Concerto No. 2
with JoAnn Falletta and the Festival’s
orchestra, everyone, including soloist,
conductor, students, and I myself, were
keenly aware of the challenges this work
presents. At Round Top, a six-week per-
formance institute ending in mid-July,

students (average age 22-23) study,
dine, and mingle with an international
faculty who guide them through indi-
vidual instruction and sectional re-

hearsals as they prepare for weekly
chamber and orchestral performances.

Prior to the first rehearsals for the
Strauss, several students (not one stu-

dent I met had ever played this work before) remarked that their
orchestral parts didn’t make any sense at all, something with which
I could sympathize. Even as a classical music radio announcer
with an M.A. in Music History and extensive experience review-
ing compact discs, and whose favorite instrument is the orchestra,
after marinating myself in eight recordings of both Strauss con-
certos for three weeks, when I walked around desperately trying to
hum and whistle tunes from Strauss 2, the only ones that would
come into my head were from Strauss 1. Among the many hours
spent with Bill were two taped sessions, one to discuss his approach
to Strauss 2, the other from his initial pre-rehearsal meeting with
conductor JoAnn Falletta (“JAF,” integrated below).

GF: Do you have any favorite recordings of Strauss 2
that might give someone who has never heard you perform
this work an idea of the sound you're looking for?

WVM: There are many fine recordings, among which
are Peter Damm’s for his musicianship and exquisite sense
of line and phrase. I also admire Radovan Vlatkovic’s for his
size of sound and bravura. I try to combine both with other
influences I've had in my career. Dennis Brain also exhibited
an ease of playing that is still impressive.

GF: How is performing the Second Concerto different
from the First?

WVM: The challenges with Strauss 2 are much deeper
technically and musically than in Strauss 1. I can roll out of
bed in the morning and play Strauss 1, but the Second Strauss
is something else. Yes, I keep the Second Concerto up, but
it's one of those pieces you always have to re-grasp every

time you perform it. Thankfully,
experience is a fine teacher, and
the piece is now more of an old
friend.

GF: I suspect one of the rea-
sons I have difficulty walking
around singing it is that the
horn line almost inevitably isn’t
just a melody line but is some-
thing that really can’t be sepa-
rated from the tone color and
orchestral details that are wo-
ven into what you play.

WVM: The way the horn
interplays with different mem-
bers of the orchestra is almost
concertante in its set-up. The har-
monies and tonalities remind
you so much of later Strauss op-
eras. Eventually, you hear the
melodies within their rich har-

monic texture.

GF: It almost seems as if it is phrased with a spoken rheto-
ric.

WVM: Yes. And that is the thing about working with a
fine conductor like JoAnn. With her rhythmic integrity, I am
able to bring the music to life within a clear pulse without
having to sound so martial about things.

GF: And this is true right from the beginning. After the
brief introduction, when you give your solo flourish, it strikes
me not so much as a dialogue—you say something, orches-
tra says something, then you say something, etc.—but more
as an interweaving.

WVM: It is a meeting of minds. The second violins, for ex-
ample, might have a very busy part underneath mine that sud-
denly, for a few eighth notes, doubles the notes I'm playing,.

GF: I was going to ask you about that opening. There is
really no formal cadenza in this concerto, but then something
like one seems to happen shortly after the opening statement.

WVM: Exactly. There is almost a quasi-cadenza right
after you get through the opening six measures, and thatis a
challenging time to put it, so quickly after starting the piece.

GF: And the style with which you play it is almost
recitative.

WVM: Absolutely. I see it almost like statements, asides,
or stage whispers from an actor on stage, not just a bunch of
flashy notes.

GF: And stylistically that first movement has got to be
springtime buoyant because, although the orchestral texture
isn’t thick, it's very, very busy.
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JAF: Like at Rehearsal #5, where there must be space
between the notes of the triplets in the celli and basses, not
to avoid covering Bill but for the texture to come through.

WYVM: That is why it has to be played in a facile, easy,
light way, nothing aggressive or too heavy. When it says forte,
it’s more bold than loud. It never really gets super-loud un-
til the end of the last movement, where it can have a kind of
Heldenesque horn sound. Till then, it is more intimate horn
playing with simply beautiful tone and line.

GF: At the very opening you begin in a bold, stentorian
manner, but then immediately the listener hears a tender, com-
forting, soft, melodic line from you, which is really the mood
until your next stentorian entrance after the first orchestral
tutti [#7]. This reminds me of what you said in The Horn Call
eight years ago (May 1994): you have a very firm idea of what
you want before you walk on stage with a piece, but you in-
sist on always playing with a sense of spontaneity.

WVM: Oh, yes, absolutely.

GF: That is what this spot reminded me of this morning
at rehearsal. It seemed very spontaneous, and I was won-
dering if it will be quite different tomorrow morning at re-
hearsal?

WVM: I hope it is different in some way.

GF: The give-and-take, the rubato, will be shifting in some
way?

WVM: Absolutely. I start with a basic musical plan and
summon up as much inspiration as I can. When we reach
that point, it becomes art and not just teaching a dog todo a
trick. You want to make sure, even if you are truly feeling
the music, that it is a feeling you have at the moment. It may
be very similar to what you felt yesterday, but you still must
be one with the phrase as you are playing it, letting it evolve
and be alive in the creation of what you are expressing.

GF: And if it is really working with an orchestra, they
pick up that same feeling?

WVM: Oh, sure. Part of what makes you feel the way
you feel is what you hear around you. That is the collabora-
tive part of working with a good conductor and a good or-
chestra. It becomes a joint effort. And then, of course, it is
more satisfying. ‘

GF: But the orchestra has got to be able to get to that
second-nature stage, right?

WYVM: Yes, but as a concerto soloist, you play with a lot
of different orchestras and conductors of different levels, and
your first concern is making sure that you can do your job.
Distractions are part of the live-music experience. Sometimes
rhythms can become loose, or an unexpected noise can shock
you. As a soloist, you have to be so focused that, whatever
the distraction, you can take care of business. Then, if it’s
going smoothly, we can have all sorts of fun. But first and
foremost, I have got to make sure that I can stand up there,
do my job, and make good music.

GF: In your orchestra sectionals, you referred to hornists
who play with a “notey” style, where there is almost a break
between each note in a line. I noticed that in several record-
ings. How do you achieve the long lines you create?

WVM: To be overly simple, I just try to sing. Very rarely

would you find anyone who would sing a line with as much
vertical almost note-like playing as you hear a lot of horn
players do. Look at the big picture with the Strauss. In a sense,
right from the first page, it is almost like music without bar
lines. It flows.

Depending on the level of the full-scholarship students, the
quality of the Texas Festival Orchestra varies each year from eras-
ing the line between amateur and professional to second-tier stu-
dent ensemble. It is also affected by the degree to which the inter-
national faculty, outstanding players themselves (clarinetist Hakan
Rosengren, violinist Jorja Fleezanis, flutist Helen Campo, and Bill
Ver Meulen, among others), ride herd by playing in the orchestra
and knowing what is needed in sectional rehearsals vs. devoting
their time mainly to private lessons.

Second Movement

GF: How do you work with a conductor so that he or
she gets the texture and style that you want?

WYVM: Oh, conductors usually fall in love with this piece
because it reminds them of pieces they know better like
Ariadne or Arabella or the Oboe Concerto or even bits of
Rosenkavalier. Even just the transition to the second move-
ment is amazing, and the second movement itself is mind
boggling in its beauty.

GF: In what way?

WVM: Well, there is this incredible harmonic transition
at the end of the first movement leading to a long, sublime
melody that starts the second.

GF: I remember you saying it took you awhile to figure
out what that bridge was between the first and second move-
ments.

WVM: That is true. When I was younger, I did not un-
derstand it for the brilliant transitional section it is. After
much virtuosity, we enter this section [#20] where it relaxes
into a much longer line with motific interplay between duples
and triples, and it becomes very vocal and introspective for
the first time.

GEF: I remember listening at home, before I ever saw the
score. If you don’t look at your CD player that tells you,
“Voila! Cut 2! This must be where the second movement
starts,” it is quite impossible to tell where the first move-
ment actually ends and the second movement begins. You
have this huge amorphous passage that leaves you wonder-
ing how it functions from one second to the next.

WVM: And emotionally you have been very busy, her-
alding, buoyant, joyous, very hornistic with lots of arpeg-
gios and rapid scales, and then all of a sudden you have to
hold back, very cantabile.

JAF: And the orchestra at #20 must be really piano to let
the harmonic structure come through with clarity. Sometimes
Strauss breaks all the rules with his harmonic shifts. It’s fan-
tastic. It makes you catch your breath.

WVM: And it all works.

JAF: And it doesn’t feel at all awkward. It just feels like
you have shifted to another plain.
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GF: How do you determine the tempo in this transition
section?

WVM: It isn’t much different at #20. It says tenipo primo.
It should be tempo primo but tranquillo at the same time.

GF: And then, there it is, tranquillo, where you have been
headed to, at #22, just before the actual start of the second
movement.

WVM: It’s so sublime there with a long oboe and bas-
soon duet, and then this new color of the horn is added and
very subtly rises to the fore.

GF: When you enter there,
do you see yourself as back-
ground or foreground?

WVM: [ see myself as a
partner, and then I let myself
blossom. But I enter just add-
ing to the discussion and al-
lowing my sound, my opinion,
to come bit by bit to the fore,
especially when ascending in
some of those wider slurs. It is
a nice texture to fit into and is §
voiced so well.

GF: At#20and #21, JoAnn
said the orchestra must be re-
ally soft to let the harmonic
structure come through. She
has referred a number of times when I have talked with her
about the need for the harmonic color to come through.

WVM: And not just the harmony but the way Strauss
voices the harmony.

GF: I remember a place in the first movement [#6] where
she instructed the second violins and lower strings, as they
made a transition, that, in addition to what is on the printed
page, she wanted the half notes to be of one length, then the
quarter notes to be just a bit shorter, and the eighth notes
just a bit shorter as it got quieter so that it evolved into the
mood that was to come.

WVM: A great thing about JoAnn is that, in dealing with
a young orchestra that does not have a lot of experience with
late Strauss, she has not only the ability to quantify how to
play this style, but also the tact and respect for the players
which gets the results efficiently.

The concert hall at Round Top solicits an immediate mood of
peacefulness with its elegant, subtly patterned, dark wood, its open
shoebox shape, and its soft old-world lighting. Once the music
starts, it is projected right into your lap with a living, immediate,
bright but warm sound with a rich bass and superb blend. As a
world traveler who “collects” concert venues, it's the best medium-
size concert hall (1,100 seats) 1've ever been in. When I told Festi-
val Founder and Artistic Director James Dick, who conceived the
hall, that others should simply forget new plans, come to Round
Top, and pay for the blueprints, he reminded me of how the hall
was built. Begun in 1983, Dick has constructed it a bit at a time,
spending only the money raised the previous year, never going
into debt (how un-American), hearing results, progressing a bit

Strauss 2: VerMeulen at Round Top ’Q>

more, hearing again, etc. Truly, the hall is a labor of love both acous-
tically and visually.

The campus, located just north of the smallest incorporated
town in Texas (population 77, halfway between Houston and Aus-
tin), was developed with the same philosophy. The grounds, re-
plete with church, mansion, and other dwellings rescued from sur-
rounding towns, suggest a monastery atmosphere with herb gar-
dens, abundant shade trees, paths, woods, ponds, and fountains,
with running water and songbirds almost always within hearing.
Above all, the atmosphere is
blessedly free of did-somebody-
more-important-just-walk-in
competitiveness. It has echoes
more of the MacDowell Colony.

Chamber concerts are Fri-
day evening and Saturday af-
ternoon, with the orchestral
| concert Saturday night.

Third Movement

GF: You know, as a lis-
tener who had never seen
the score (and I am pretty
savvy about music), I could
not for the life of me figure
out the rhythm at the begin-
ning of the third movement. How do you want it to sound
to the listener, like a series of twos or a series of threes? It is
in 6/8 time.

WVM: Yes, it is written in 6/8 time, but so is Till
Eulenspiegel, which has a 7/8 melody written in 6/8 time
starting on the second eighth note of the bar. Only gradually
do you feel the 6/8. But as a listener without the score, all
that is irrelevant. And so here we are in the third movement
of this Concerto, and I really do not want it to sound at the
beginning as if it is in two groups of threes because Strauss
has clearly written two accents on the fifth and sixth notes
of the measure, which then drop an octave to the first note
of the next measure, which is also accented but gets a new
beat. And here, with these three accented notes, Strauss sets
up a motif for the last movement, and it keeps coming back
throughout the whole movement. And in almost every in-
stance, itis in the octave. That is the detail that, at least in my
performances, I want understood. So I do not think, in this
instance, that it is important for the listener to know imme-
diately that it is in 6/8 time.

GF: I feel as if [ want to hear it in phrases of three, but
the orchestra plays it in twos—pairs of notes going right up
the octave scale. It would almost be impossible for them to
phrase them any other way.

WVM: But the thing to notice is that they are in pairs
when [ slip into 6/8 and you can feel my pulse.

GF: So there is an ambiguity. That is the given. What is
the effect of this ambiguity over the course of the movement?

WVM: It depends on how it is performed. This particu-
lar movement can sound really hysterica*and overly aggres-
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sive, way too heavy. There is a lot from a performer’s stand-
point that can go wrong in both the horn and the orchestra.

GF: What would make it sound hysterical and aggressive?

WVM: If it is played too loudly or too vertically, or if it
rushes. So for me it is really important that I keep my head
screwed on and make it sound easy. Just be easy.

GF: Is it difficult for the orchestra to get the rhythm at
the beginning of the third movement?

JAF/WVM: Oh, very.

JAF: You know why? Because at that point most record-
ings are not played with real rhythm inside. You hear it
played as if the first note is the downbeat. Bill plays it so you
know where it is going.

WVM: The biggest problem in putting the third move-
ment together, which is the hard movement ensemble-wise,
is that it not start running. Often with difficult music players
start rushing. And if it starts to rush here, especially in the
violins, and if they play too short, it starts to sound hysterical.

JAF: And scratchy.

WVM: I conceive it more like this [he plays the first nine
notes of the movement legato with strong accents on just
those last three accented notes]. Some play it this way [he
demonstrates a stentorian style with each note strong and
separated], which is more orchestral. I prefer to play in a
more vocal style.

JAF: And it is always going to a certain place. If you
hear accents in the wrong places, you don’t know where it’s
going.

GF: What I hear in the rehearsals is not that it is rushed,
but, as a result of the lower strings being too heavy, it can
sound as if the orchestra is a bit behind the beat.

WVM: That is true, and, if an orchestra waits, if the celli
wait for the violins to finish their passage before they come
in, they will be late. You have to really feel the underlying
eighth note, whether it is grouped in 6/8 or something else.

GEF: Like JoAnn said in rehearsal, “Violins, don’t wait,
don't listen for somebody else, don't listen for the cue. Just
do it.” There is another thing I want to ask about, Bill: your
interpretation at #44. It's the place just before your chromatic
solo that leads into the coda.

.

of thing at #44. So I try to introduce the same feel into it here
and work it back up to tempo again.

GF: So it is almost like translating the playfulness of that
earlier ruhiger section from there to here.

WVM: Right, the tempo at #34 is your basic tempo. Then
at #35 it gets a little slower. And that is why I do it again at
#44. Tt is not marked in the score at #44, but I like it. Call it
artistic prerogative.

GF: That fooled me at #35. I did not realize that the tempo
slowed down. I thought it was just a rhythmic shift.

WVM: No, it is definitely marked slower and then gets
back into stride.

JAF: The ritard at those two points is a tricky thing.

WVM: One danger is that we accelerate into too fast a
tempo.

JAF: I know. Did you find, when you have performed it
before, that it is very difficult to get the orchestra to come in
on time?

WVM: Yes, they are almost always late. That underly-
ing motif I've been talking about with those three accent notes
at the octave almost always comes out legato on recordings.
It is actually a lot harder to pull those three notes out. Add
them, and the orchestra can catch the rhythm.

JAF: And it is much more interesting with that detail.
Otherwise it just becomes another kind of rollicking 6/8. So
at #44, when do you want us to start the accelerando?

WVM: Start on my ascending arpeggio leading up to
the held horn pitch A-flat and be back in tempo by the end
of that phrase.

GF: Which s, in a way, almost another style of playfulness.

WVM: You've used the best word to describe a proper
rendition of this last movement. I tell students I play the horn,
I don’t work the horn. With play, there is a connotation of fun
and ease; work has a connotation of being difficult and bor-
ing. “Playful” is a very good description of a really success-
ful rendition of this.

GF: As you work your way up to the finale with this
chromatic solo [leading up to #47], you play it in this long,
smooth, absolutely creamy legato style, yet there is a cre-
scendo and decrescendo, and somewhere in there you

breathe.

WVM: | actually don’t breathe there.

P R PN 1 o
==SEE Eﬁg .i 'U 5'15 ] : E .l What I do is simple phrase shaping, terrac-

ing each chromatic motive with increasing
intensity into the climactic final section.
GF: One thing your solo there leads to

WVM: Oh, yes, I go slower there.

GF: And then there is an accelerando.

WVM: The reason I do that is because, at #35, there is an
etwas ruhiger [somewhat calmer], and this is the same kind

is that same three-note octave motif, which
reminds me of those killer passages [be-
tween #33 and #34] where the violins first leap up a ninth
and then back down an octave.

WVM: Yes, that is an awkward section for them, but there
itis! Thank you, Strauss.

GF: And they have
really got to float

through that.
WVM: It is a matter

of having a really solid
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left hand and not a tight right hand. If you get tight, it sounds
choppy with the bow. It goes back to my belief about suc-
cessful artistry: We have to “play” more. Keep it easy.

GF: The other thing this passage leads to is the coda,
where you play the line that opened the movement, but this
time you're joined by the orchestra’s two horns that accom-
pany you.

WVM: Yes, “We're here!” We're plainly here. The only
place where I really give full volume in this work is on those
last pages when I finally am joined by the other two horns.
Then I can really let it out. But the rest of the piece is not
anything that I really push in terms of volume because it
isn't necessary in this hall.

After the morning dress rehearsal the day of the concerto’s
only performance, I went backstage and said to Bill, “You had an
especially mischievous, dazzled look on your face when you fin-
ished!” And he said, “I can't believe I just did that! I literally just
rolled out of bed, warmed up the horn, and did it. I felt like I made
a breakthrough!”

That evening’s performance was so moving that the players
got a boisterous, cheering, standing ovation. After the second cur-
tain call, as JoAnn Falletta returned to the podium, Bill turned to
the audience and said, “Now that we’re warmed up [emptying of
valves], I've arranged an encore for horn and orchestra of the fa-
mous soprano aria [more emptying of valves], “Una Voce Poco
Fa” from Rossini's Barber of Seville. Excuse me while I do a little
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Strauss 2: VerMeulen at Round Top '()>

business here [more emptying of valves]. Hopefully, this is the only
time in your lives you'll ever see a soprano empty her water on
stage.”

What followed was an encore so gorgeously lyrical, virtuoso,
and touched by that flexible magic which visits even the best per-
formers unannounced that it would have made even the great Maria
Callas weep.

Gil French is a Classical Music Announcer and Host/Pro-
ducer of Rochester Philharmonic broadcasts at WXXI-FM,
Rochester NY, and a reviewer for American Record
Guide.
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Part II: From the First Valves to the 1970s

The original French version of this installment first appeared
in La Revue du Corniste 75 (1998): 20-31.

e have seen, in the preceding article devoted to

the ascending system [THC XXXII, no. 2 (Febru-

ary 2002)], how this ingenious system first made
its appearance. We had arrived at that moment when the
French instrument, with three valves (third ascending) had
arrived on the scene. A brief review will enable us to expand
upon certain points and to bring added precision to still oth-
ers.

Thanks to the efforts of a few “pioneers,” horn players
and instrument makers, Meifred to begin with, Urbin,
Cugnot, Labbaye, Halary, Perinet, Besson, Sax, Raoux then
Raoux-Millerau, etc. to name only a few, the chromatic horn
(that is to say, one furnished with mechanical systems—in
France most generally with pistons—which permitted a com-
plete tessitura in open sounds) slowly but surely became
rooted in place.

As noted in the first part of this article, it is worth recall-
ing that Dauprat himself, author of the most monumental
method ever written for the natural horn, experimented with
the first models of horns supplied with valves (square valves,
“the Schuster system”), which came
from Germany.

The test was not conclusive, the
instrument apparently proving to be

Virtually at the same time as Meifred, Charles Gounod, First
Prize Winner of the Prix de Rome, published in 1840
(Colombier), a Method for the Valved Horn.

Even if this work also addressed the two-valved hom,
which remained in use for only a short time, it is nonethe-
less rather interesting for the transitional technique it pre-
sents, combining the use of valves with stopped sounds (as
Meifred did).

In 1843, in his Grand Treatise on Instrumentation and Mod-
ern Orchestration, Hector Berlioz made several remarks on
the use of horns, whose surprising relevance and anticipa-
tory nature are such that they appear more modern today
than ever before.

...Several composers reveal their hostility to this new in-
strument (the three-valve horn) because, since its introduction
in orchestras, some horn players who use the valves to play
ordinary horn parts (natural horns) find it more convenient to
play notes open using this mechanism which were intention-
ally written as stopped by the composer. This is actually a dan-
gerous abuse; but it is up to conductors to prevent its propaga-
tion and, moreover, one most not forget that the valved horn
in the hands of a competent artist can produce all the stopped
sounds of the natural Horn and even more since he would be
capable of playing the entire scale with-
out using a single open note....

...The horn with cylindrical valves
[Ed. Note: understood here to be double-
piston valves, not rotary valves] differs

too heavy and lacking in precise in- from the piston horn only in the nature
tonation and sound quality, but AN k\ / of its mechanism. This difference is espe-
Dauprat showed enough interest in A cially advantageous because of its flexibil-
this novelty to write his own “Trea- (BT HDDE ity and its timbre. The sounds of the horn
tise on the Valved Horn.” He never & L \\ ‘_// with cylinders are really not different
published it, however, leaving the e /.,\\\"hv —~ - from those of the natural horn. This in-
field open for Meifred who would e 0R S strument is already widely used in Ger-
:sh hi ; " < C— T many and this will likely be true before
publish his own treatise. Only an “Ex- o N e long evervwhere
cerpt of a Treatise for the Valved ‘ ‘*—4'4. rroTON s'Z\\;— g EVEryw )
Horn,” about 20 pages long, would NS S In the second part of his treatise,

eventually appear.
We can determine from the copy

that Dauprat was in contact rather
early with Stolzel, since this copy

i ////e ////4/// bt Vet

it X quater Jﬁamauxhlﬁm)r. R
located in the Bibliothéque Nationale NN

Kr%

“The Conductor—Theory of His
Art”, after expressing his regret that
clarinet players have a tendency toal-
ways use the same instrument, the B-
flat clarinet, Berlioz once again is in-

bears in fact the manuscript reference: ror ot e - sistent:
a8 eaI.'ly as 1817, attesfed to by a \.__/\— : ..A habit as wrong and even more
manuscrq:t note from Stolzel to the ~ pernicious was introduced in many or-
author.... chestras following the use of horns with
Prin: 40 0.

Composers would also partici-
pate in this movement and would
bring their own stone to the edifice.

cylinder and pistons: that of playing, by
means of the new mechanism adapted to
the instrument, using open sounds, the
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notes intended by the composer to be produced using stopped
sounds by placing the right hand in the bell. Moreover, horn
players today, in view of the ease with which valved horns
permit them to put their instrument in various keys, use only
the F Horn, whatever key might have been indicated by the
composer. This habit leads to a host of difficulties that the con-
ductor must be extremely careful to avoid in order to preserve

the works of composers who know how to compose. As for
the others, we must admit, the risk is much less serious...

It is moreover interesting to note that Berlioz's Grand
Treatise of Instrumentation, was published by Schonenberger
(28 Boulevard Poissonniere, Paris) who that same year (1843)
also published an edition of Dauprat’s Method, the plates of
which Dauprat himself owned (the Zetter business had been
obtained by Dauprat and then by Schonenberger). Perhaps
this provides a partial explanation for Berlioz’s remarkable
knowledge of the use of the horn.

The Paris Conservatory, which was at the forefront of
progress with the creation of the valved horn class, seems
this time to have lacked foresight and awareness in the way
it treated the valved horn.

In fact, against all logic, and despite the progressive in-
troduction of new instruments, the Conservatory kept its
natural horn class and eliminated its valved horn class in
1864, when Meifred announced his retirement (he was 73
years old and had been teaching the valved horn since 1833).

J. E. Gallay died the same year (1864) and Jean-Baptiste
Victor Mohr succeeded him as professor of natural horn until
1891.

Although the valved horn class no longer existed, it
seemed that the idea for it to be re-instituted was always
present, as we can see in the Revue et Gazette Musicale of July
17,1870:

To continue to summarize the measures
adopted and approved in the weekly meetings
of the Conservatory Commission, presided
over by Monsieur Camille Doucet: Meeting of
July 9: Woodwind and brass instruments: There
will be one clarinet class, one bassoon class, one
flute class, one class for oboe and English horn,
two classes for horn and chromatic horn, one
class for trumpet and chromatic trumpet, one
valved cornet class (approved by a slight ma-
jority), one class for tenor and bass trombone.
The Comité des Etudes du Conservatoire has
been invited to examine the question of per-
fected wind instruments and to offer instruc-
tion to all the improvements sanctioned by pro-
gressive and practical art (Document commu-
nicated by Cyril Grenot, currently a student in
the natural horn class at the Paris Conserva-

tory).

The Commission’s actions were not imple-
mented! The first valved horn systems had ac-
tually reached Paris in 1817, more than 50 years
earlier! It is true that the year 1870 had wit-
nessed far more serious events! (War between

Garigue, extracted from his Method

France and Germany.)

The controversy remained alive in France during the last
quarter of the 19" century, among both horn players and
composers, between adver-
saries and supporters of the
new chromatic horn.

What’s more, opinions
were even divided among the
chromatic horn supporters
themselves as to what kind of
instrument to use and how to
use it.

Then, “omnitonic” sys-
tems by Sax, Dupont,
Chaussier, etc. appeared
(these will be presented in a
future article) and the debate
grew more serious than ever.

This debate was not spe-
cifically related to the ascend-
ing system as such (the relevance of its conception was not in
doubt), but rather to the opposition to the respective qualities
and defects of the natural horn and the chromatic horn, al-
though in Chaussier’s system, which we will discuss some-
day, ascending and descending valves were combined.

This controversy, at one point in time, even took a very
unexpected turn.

Chaussier’s Horn

The jury for admission to the Conservatory having refused
to hear Monsieur Garigue fils (the son) who had appeared at
the examinations with a valved horn instead of a natural horn,
Garigue's father, first horn at the Opéra, objected in the name of
art that no instrumentalist today used
thathorn, and that composers no longer
wrote for that instrument, and that con-
sequently it was useless to teach it at
the Conservatory.

Monsieur Chaussier responded
and, defending the teaching at the
Conservatory, he criticized the use of
the current valved horn in F, limited
in range and impeding the perfor-
mance of classical works as they were
composed, which he proposed to dem-
onstrate by challenging Monsieur
Garigue to perform on the valved horn
in F all that he could perform on the
omnitonic horn of his own system...

This comparative experience
took place on April 11, 1891, in
front of a very serious academic
jury which decided in favor of the
superiority of Chaussier’s system
(published in La Revue du Corniste
5 (March 19, 1978) by Pierre Brille
and Bernard Le Pogam, which first
appeared in the journal Orphéon in
1891.)
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This confrontation also takes on a particular flavor if one
considers that Henri Chaussier had been a candidate to suc-
ceed Mohr at the Conservatory. Instead, it was Francois
Brémond who was named professor and credited with re-
introducing the valved horn to the Conservatory!

Mazet dou Bartas
27 avenue Schoelcher,
Houilles (S-et-O).

Thursday, August 10, 1922
My dear Pegge,

Until we have the opportunity to chat, some Sunday at
around 3 o ‘clock, for example, I am writing these few lines to
you in haste to respond to what most interests you. The Valved
Horn class has not been offered since 1863, and I was the one
who asked Monsieur Ambroise Thomas to permit me to offer
a Valved Horn class every week.

I was then authorized to have a sight-reading passage
played at the Concours with
the Valved Horn (for that
purpose there was a remov-
able mechanism which the
student added in public),
and then finally I had the
solo piece and the sight-
reading played while pre-
serving, however, the natu-
ral horn excerpts: and from
that period on, 1897, the
Valved Horn class was, not
officially but in practice,
taught by me. Natural Horn
until 1896, Natural and
Valved Horn from 1897 to
1902, Valved Horn from
1903.

It is the ascending sys-
tem that I recommend...

signed Brémond

(R. Morley-Pegge, The French
Horn, Ernest Benn Limited,
London)

It was the three-piston
horn in F (ascending system)
that was finally selected as
the instrument to be used at
the Conservatory and the
horn players emerging from
this institution would in turn
introduce it and then make it
obligatory in virtually all or-
chestras, especially for use by
first and third horns.

Adopting the design
(pattern) as well as the qual-
ity of construction of the in-
struments from the preceding

Cors D'HARMONIE DE RAOUX
MILLEREAU , Breveté, Seut Fabricant

1. Horn with two valves

2. Natural horn
3. Slide or moveable mechanicism with two valves
fitted for the natural horn
4. Tuning slide for the natural horn
5. Slide or moveable mechanicism with three valves
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period, the firm of Raoux-Millereau produced the archetype
for French instruments of the time. It was a worthy heir to
the excellent natural horns made earlier, first with two pis-
tons, then three, with the ascending system predominant but
always with a descending model present in the catalogue,
initially with the “grasshopper” system with a removable
mechanism, and then with a fixed mechanism. These instru-
ments strongly influenced the horns of other French mak-
ers, like Couesnon, etc.

While a lengthy description of such a well-known in-
strument seems unnecessary at this point, the harmony of
its design should nevertheless be noted; all those who have
had at one time or another the pleasure of playing it, or, how-
ever briefly, testing it, know how easily the sound is pro-
duced and how quickly the instrument responds. For “high
horns,” it also possesses, compared to the descending model,
the considerable advantage of greater accuracy for playing
G# and A, written just above the staff (C# and D, actual
sounds).

Furthermore, its rather
modest bore (11.4 millimeters)
and the relatively small flare
of its bell enables (as on a
natural horn) the right hand
to maintain a high level of ef-
fectiveness in correcting into-
nation, obtaining stopped
sounds, echo sounds (fingered
a half-step above, as in
Villanelle by Paul Dukas), and
the characteristic “cuivré”
(brassy) in piano nuances.

It is used with a G crook
(see the first installment) with
one or two coils, a large coil
24 centimeters in diameter or
two superimposed coils 14
centimeters in diameter.

A large number of “fa-
mous French” pieces are writ-
ten for this instrument: the
volumes of etudes by
Maxime-Alphonse (the first
two are actually those cur-
rently designated as the fourth
and fifth, for which the copy-
right dates are 1920/1922); in
the symphonic repertoire, the
works of Debussy and Ravel
in particular, who provide
horn passages with such char-
acteristic coloring, Pavane for
a Dead Infanta, for example,
and from which the image of
the “French horn” has become
inseparable.

The ascending system

w
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truly became THE French
system par excellence. Profes-
sors at the Paris Conserva-
tory apparently began to use
it exclusively, first Francois
Brémond (as noted above),
then Fernand Reine, and
Edouard Vuillermoz who
succeeded him in 1934. Quite
naturally, the horn players
they taught followed in their
footsteps.

Another evolution
(revolution?), however, was
about to occur. The double
horn, in F and B-flat would
soon appear on the scene.

From the beginning,

horn players occasionally used crooks that were shorter than
those expressly indicated by the composer in order to play
difficult and particularly exposed solos with increased ac-
curacy and confidence.

Dauprat speaks of this practice in his Method with ref-

erence to certain symphonies of Haydn and, from the time
of the adoption of valves with the greater flexibility that they
provided, it seems to have become standard. [Morely-Pegge
states:]

The author recalls that on one occasion some fifty-five
years earlier (shortly before the First World War), he partici-
pated in a performance of the Eroica Symphony. In the Scherzo,
the First Horn, Monsieur Reine, at that time soloist at the Paris

Raoux-Millereau and Couesnon Horns, side by side

Opéra, used a high B-flat
crook on his instrument.

In Germany at the turn of
the century, the double horn
in F and B-flat was used. The
Kruspe company constructed

a compensating double horn s
in 1899, and then a full double ;=
horn in 1900. Clarinsttes
With the same caution s::::"_::'
that had been applied a few  fn theai:
decades earlier in adopting ‘;::;": ;
the valved horn, the double (IS
horn would now replace the =i §
2 g rampeies
earlier instrument. Barylas
Iam unable, at this point, = =
. s e . . Camlrebasees
to resist quoting in its entirety Hilisonr

the introductory text written
by Jean Vuillermoz—com-
poser, recipient of the Prix de
Rome, and who died tragi-

Second World War—for an ex-
tremely interesting article en-
titled “For young horn play-

rs”, published in February
1936 in Le Conservatoire: Jour-
nal du Conservatoire de
- Musique et d"Art Dramatique de
Paris et de ses succursales and
written by his father, Edouard
Vuillermoz, professor at the
Conservatory.

It is an especially pleasant
task for me to present to the
readers of Musique et Concours
| the Professor of Horn at the
. Conservatory of Paris, my fa-
ther, Edouard Vuillermoz. I con-
fess to a total admiration for him
that, Imustadd, is entirely apart
from any feeling of filial respect.
Those who know him, his con-
ductors, his colleagues, his public, will confirm that he is the
very example, if not the model, of those conscientious and sin-
cere artists who are the glory of French orchestras. And so, |
am certain that [ am in no way exaggerating in what I am say-
ing about him openly here. While enumerating his merits, [ do
not feel constrained by the slightest feeling of family modesty,
real or artificial, since frankly I have played no part whatever
in my father’s marvelous talent; and this talent not being he-
reditary, I feel free to speak with complete sincerity.

After having completed a period of serious musical stud-
ies in Besancon, Edouard Vuillermoz came to Paris shortly
before the age of twenty. He entered the Conservatory, had
classes in both horn and harmony and was awarded, in his
very first concours, the first prize in horn which resulted in his
admission to both the Concerts Colonne and the Opéra-

Comique. Three years later, he

MANUFACTURE D'INSTRUMENTS DE MUSIQUE | e the same positon t the

BOLIS ET C:UIVT{E

Opéra and at the Société des Con-
certs, where he would succeed, as

Edrtion de Musique Militaire ct Instrumentale solo horn, his colleagues

FARRIDATICN 5

‘MILLEREAU

cally at the very outset of the Picture of the Raoux-Millereau factory, whose building exists even

MAISON vo:n:uag EN 1880 - Brémond and Reine.

Baiterie After fifteen years of activi-
Limbeles | ties in Paris, my father accepted
.rr'_';“ an engagement as solo horn at
i due | Monte-Carlo in the orchestra of
i) Léon Jehin. He found the region
St so pleasant that he remained
taw les bens | there for twenty years. In 1925,

sis | invited by the Comité de la

de Huslyne | Société des Concerts, he returned
sifiir, | to that admirable orchestra
de Muriqne

tremeatae | Where he was granted the rare
_wde with s honor of performing as soloist the
t smtisess Villanelle of Paul Dukas. Radio lis-
- el teners had often had the oppor-
| tunity to hear him on the Petit
' Parisien, Radio Colonial, and
- Tour Eiffel stations where he con-
tinues to alternate with my
brother, Louis. For the orchestra

today, altered very little, currently the site of the Jean Nouvel Ar-  of the Concerts Straram as well
chitectural Agency, Passage d’Angouleme, in the 11"
arrondissement in Paris.

as for the Con certs Koussevitsky,
he was one of the most esteemed
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principles which, in his opinion, should be observed for play-
ing the horn, how to work, the studies to be used, etc., and
he concludes his article in this way:

To conclude, a word about the instruments. Several valve-
horn systems exist. The three-piston descending model, the sys-
tem for all other piston instruments, is the most widespread. In
France, the horn with the third ascending piston is used a great
deal. Finally, in order to permit the horn player to maneuver
over a broader tessitura, facilitating the production of the high
notes and completing the scale in the low range, instruments
with four valves in F and B-flat are currently used abroad. My

son Louis is the promoter in France of the double horn in F and
B-flat or C with third descending or ascending piston, which

Edouard Vuillermoz in 1936, playing an ascending double horn

soloists. He participated as well in some of the most celebrated
musical series: The Mozart Series with Bruno Walter, Wagner
with Von Hoesslin, the Russian Cycle with Cooper, and at the
festivals devoted to Stravinsky, Oscar Fried, Ravel, Richard
Strauss, Toscanini, etc. He was named professor at the Conser-
vatory in 1934 upon the departure of Monsieur Reine.

Such has been the astonishing career of the instrumental
artist, astonishing from the very first for its quality, for there is
not a single conductor who, from the outset, has not remarked
upon both his interpretation and incomparable sound, aston-
ishing even now for its strength, for this outstanding artist re-
mains just as active while showing, however, no sign of weak-
ening.

What is less widely known, for example, that my father’s
uncommonly reserved character which has led him to be
viewed as sad or severe, is that Edouard Vuillermoz is a dis-
tinguished acoustician, a true scholar, one of those who are
most familiar with the arduous problems of resonance. Har-
monics, vibrations, sounding or vibrating bodies hold no se-
cret for him. This theoretical and practical knowledge has made
it possible for him to make improvements on his instrument,
among others, adapting a valve to the crook of the horn to
combine the two systems practiced in France, those of the third
descending or ascending valve, on the same instrument. My
brother, an equally remarkable horn player, is moreover pur-
suing these same lines of inquiry and has participated, for the
most part, in the creation and perfecting of a new instrument
in F and B-flat which he has been using for ten years and which
my father has definitively adopted; this instrument now seems
to be able to compete successfully with similar instruments of
Germanic or Italian conception. (text previously presented in
La Revie du Corniste 7 [November 1978])

In the article proper, Edouard Vuillermoz sets forth the

combines all the
scales of low and high
notes and whose
practical use does not
upset horn technique
atall.

This instrument
is capable of per-
forming the greatest
services to horn play-
ers—I have adopted
it myself, and it will
surely be used exclu-
sively for some time.

Tested by Louis
Vuillermoz, first with
the maker Thibouville
(Lucien Thévet recalls
having played this in-
strument) then with
the Selmer company
(who succeeded Raoux-
Millereau), this double
horn has three Perinet pistons
(third ascending) plus a rotor
activated by a fingerplate
pushed by the thumb in or-
der to move from F to (high)
B-flat.

This instrument has a
compensating mechanism,
utilizing therefore the same
additional slides for B-flat
and for F. For the key of F,
however, given that the tube
used is longer, a small addi-
tional length of tubing is
added to each of the valve
slides.

Certain models were
constructed with the de-
scending system, others in
the keys of B-flat and A, but
the general construction of
the instrument remained un-

Ongma.’ Selmer mstrument

Selmer rotor
(fingerplate thumb mechanism)
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“O) The Ascending Valve System in France, Part 2

changed.

Of course, a certain number of details, all of them not
insignificant, were improved upon by the various makers.

The Selmer firm, dominant on the French market (even
omnipresent for a long time), introduced a several improve-

ments in collaboration with Lucien Thévet: a better join-
ing of the mouthpiece and mouthpipe, a better posi-
tioning of the rotor to reduce the number of sharp cor-
ners, a slightly enlarged bore, and the stabilization of
the detachable bell.

The Courtois firm, advised by Louis Bernard and
then Georges Barboteu, produced a model with inclined
valves which permitted a better grasp, supported in
addition by “trumpet-style” springs, operating by ex-
tension and not by compression, making for a very
smooth and pleasant action. This instrument would be
succeeded in time by a horn with rotary valves.

Couesnon and Georges Barboteu, working together
during the 1960s, produced an instrument which also
utilized the inclined valve system with an extremely
aesthetic design, perhaps the most beautiful instrument
ever created for this type of horn.

Despite the improvements, in certain cases not in-
significant, the ascending horn would be progressively
incapable of resisting the emergence of Anglo-Saxon
descending instruments; the entire French horn situa-
tion would soon be thrown into confusion.

The reasons for this great change, which I person-
ally interpret rather subjectively as a simple return to
the sources, are complex and numerous, some objec-
tive, others more difficult to define.

Someday, we will attempt to examine these rea-
sons in a third article, bringing together the experiences
of those who have used the ascending system, as well
as those who have found it necessary to change it. We
shall also observe which ascending instruments cer-
tain makers presently offer.

IHS Advisory Council member Michel Garcin-Marrou be-
gan his studies in Grenoble and later went to Paris to attend the
Conservatoire Supérieur. In 1963, he was awarded first prize for

horn and chamber music, and in 1965, he took
first prize at the International Music Compe-
tition in Geneva. He has been a member of the
orchestra of L'Opéra Comique, and is cur-
rently Principal Horn with the Orchestre de ="
Paris. Michel is also a leading expert in natu-
ral horn playing and teaching, appearing with
most of the leading period ensembles, includ-
ing the Amsterdam Barogue Orchestra, Acad-
emy of Ancient Music, and the London Clas-
sical Players. Michel is Professor at the
Conservatoire Supérieu de Lyon. Thanks to
Herbert Josephs, Professor Emeritus of French,
Michigan State University, East Lansing,

tion.

Louis Bernard,
Courtois horn

Selmer 395,
Thévet model

Georges Barboteu,
Courtois horn

Selmer 396,
Thévet model

Michigan, for help with the English transla- Courtois with rotary valves, Couesnon
New model 185 B
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NORTH CAROLINA
SCHOOL OF THE ARTS

School of Music
Robert Yekovich, Dean

o _ announces openings in
the studio of internationally-renowned soloist David Jolley

David Jolley, Artist-Faculty in Horn

David Jolley has been acclaimed as "a soloist second to none”
(Grammophon Magazine). He is a frequent soloist with orchestras,
including the Rochester Philharmonic, Orpheus Chamber Orchestra,
Detroit Symphony, Phoenix Symphony, Memphis Symphony, and Cincinnati
Chamber Orchestra. Numerous recordings include Mozart Concerti with
Orpheus Chamber Orchestra and a series of solo recordings.

Professional Artist Certificate ® Master of Music
Bachelor of Music * College Arts Diploma  HS Diploma

The only true conservatory in the Southeast, the North Carolina School of the Arts boasts
artist-faculty of international reputation. NCSA is centrally located only a few hours from
the Blue Ridge Mountains and the many beaches of the Carolinas. The advanced student

will find numerous professional performance opportunities available in the region.

An equal opportunity institution of the University of North Carolina

WORLD-CLASS BRASS
FACULTY INCLUDES

Mark Niehaus, Trumpet
Principal Trumpet,
Milwaukee Symphony

James Miller, Trombone
Associate Principal Trombone,
Los Angeles Philharmonic

David Lewis, Tuba
Principal Tuba,
North Carolina Symphony

HORN ALUMNI INCLUDE:

William Barnewitz, Principal
harn, Milwaukee Symphony

Jerry Folsom, Principal Horn,
LA Philharmaonic

David Marlowe,
Montreal Symphony

Stefan Jezierski, Third Horn,
Berlin Philharmonic

HORN CURRICULUM
INCLUDES:

Private lessons
Master classes
Horn ensemble

For information,

contact:
Admissions,

North Carolina
School of the Arts,
1533 S. Main St.,
Winston-Salem, NC
27127-2188;

tel. 336-770-3290;

For audition information and
dates visit our website:
www.ncarts.edu
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WOODWIND
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TN

BRASSWIND

\-‘b
DO NT- 1SS A CUE!

BUY YOUR NEXT HORN AT THE WOODWIND AND BRASSWIND

4004 TECHNOLOGY DRIVE
SOUTH BEND, INDIANA 46628

2|9-251-3500] 800 348 5003

Th : TRADITION -
C. & EXPERIENCE - QUALITY

Lieter Otto

SPECIALIST FOR HORN

My instruments are all
personally handcrafted.

Special extras can be
accommodated on request.

D-84494 Neumarkt-St. Veit
Teisinger Berg 15
\ Tel.: ++49-(0)8639-1564
. Fax: ++49-(0)8639-5644
éﬂgﬂﬁ‘f{ ggg E-mail: otto.horn @t-online.de
Cologne Radio Symphony Orchiestra http : f / WWW. Otto_horn .de
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i by John EnCson

Q sastudent in the early 1980s, I was lucky to join the
International Horn Society and to read a pair of ar-
ticles which featured surveys of horn audition lists,
both published in the April 1983 issue of The Horn Call. In
" Auditioning for a Horn Position in the United States,” Brian
Thomas and Seth Orgel summarized the contents of 41 dif-
ferent audition lists, and John Dressler, in ”Audition Reper-
toire: An Update,” focused the issue further by looking at
high and low horn audition lists from the previous year.
These articles were of great use to me; in fact, the summer
after the articles appeared I made it my summer project to
learn the major excerpts from as many of the most frequently
requested works listed as possible. This was an important
step in preparing for the auditions I would eventually take.
In my teaching, I have followed an outline of excerpt study
derived from these articles with my students, but I have of-
ten wondered what the results of a more focused survey of
excerpts requested by major orchestras would be, especially
a survey that also divided the results by position.

For those aspiring to play in an orchestra, the central thing
that must be learned well in college is orchestral excerpts. In
studying excerpts, there are certainly obvious technical re-
quirements to meet, but the larger question is defining ex-
actly what works are the most significant to study. This spring,
I finally took steps toward defining what today’s significant
audition excerpts really are. With the help of my students at
Arizona State University, a new survey of audition lists was
completed. I limited this survey exclusively to audition lists
from orchestras whose performers are currently represented
by ICSOM (the International Conference of Symphony and
Opera Musicians); these ensembles are the 49 orchestras which
would be currently be considered major orchestras in the
USA.! A total of 88 audition lists were consulted from open-
ings occurring over the past 20 years. Those orchestras who
had horn openings for which lists were available for this sur-
vey included Atlanta, Baltimore, Boston, Buffalo, Chicago, Cin-
cinnati, Colorado, Columbus, Dallas, Detroit, Florida, Grant
Park, Houston, Indianapolis, Los Angeles, Louisville, Metro-
politan Opera, Milwaukee, Minnesota, Nashville, National,
New Jersey, New York, North Carolina, Philadelphia, Phoe-
nix, Pittsburgh, Rochester, St. Louis, San Antonio, San Diego,
San Francisco, San Francisco Opera, and Syracuse.

The following works were requested on over half of the
audition lists and are obviously highly significant works:

(65) Beethoven: Symphony No. 7
Shostakovich: Symphony No. 5

(62) Strauss: Ein Heldenleben

(58) Strauss: Don Juan

(56) Strauss: Till Eulenspiegel

(48) Beethoven: Symphony No. 3

(47) Beethoven: Symphony No. 9

You can certainly go far if you can play all the major
excerpts in these works really well. However, the reality is
that orchestras are hiring people to play specific, contracted
positions. The details of the master agreement of each or-
chestra and also individually negotiated player contracts
relate very much to what repertoire is actually requested in
any audition. These contracts describe not only the primary
position that a member of a horn section holds but may also
dictate what other parts a hornist may be able to perform or
even if they can perform other parts in the section. This shows
up very clearly in the Assistant/Utility Horn audition lists
where typically a mixture of high and low horn excerpts are
requested to cover all the bases. If we take these lists (14 of
them) out of the equation temporarily, and divide the re-
maining lists by the traditional “high” and “low” horn des-
ignations, we have the following results, once again looking
only at works requested on 50% or more of lists:

High Horn [First and Third Horn] (total 38 lists)

(34) Strauss: Till Eulenspiegel

(27) Strauss: Ein Heldenleben

(26) Beethoven: Symphony No. 7
Shostakovich: Symphony No. 5

(25) Brahms: Symphony No. 4

(24) Tchaikowsky: Symphony No. 5

(23) Wagner: Siegfried’s Rhine Journey

(22) Brahms: Symphony No. 1

(21) Strauss: Don Juan

(20) Brahms: Symphony No. 2
Brahms: Symphony No. 3

Low Horn [Second and Fourth Horn] (total 36 lists)

(28) Beethoven: Symphony No. 9
Strauss: Don Juan

(27) Beethoven: Symphony No. 3

(26) Beethoven: Symphony No. 7
Wagner: Prelude to Das Rheingold

(25) Shostakovich: Symphony No. 5

(24) Mahler: Symphony No. 1

(23) Strauss: Ein Heldenleben
Tchaikowsky: Symphony No. 4

(21) Beethoven: Fidelio Overture
Beethoven: Symphony No. 8

(20) Strauss: Don Quixote

This division helps to answer the question of what ex-
cerpts are significant, but for the serious student a further
division of these lists by position offers much more focus.
Some of these works are highly significant for only one po-
sition but must certainly be a part of what a serious student
learns. As will be reasonably obvious from the summaries
below, Third and Fourth Horn audition lists often include at
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Q% Excerpt Clinic: A New ICSOM Survey

least a few First and Second Horn excerpts (e.g., Beethoven
3 has no Fourth Horn part but is frequently requested on

(8) Beethoven: Symphony No. 7

Fourth Horn auditions).

First Horn (21 lists)

(19) Beethoven: Symphony No. 7

(18) Strauss: Ein Heldenleben
Strauss: Till Eulenspiegel

(17) Tchaikowsky: Symphony No. 5

(16) Bruckner: Symphony No. 4
Shostakovich: Symphony No. 5

(15) Beethoven: Symphony No. 6

(14) Brahms: Symphony No. 2
Wagner: Siegfried’s Rhine Journey

(13) Brahms: Symphony No. 4
Mahler: Symphony No. 5

(12) Brahms: Symphony No. 1
Ravel: Piano Concerto in G

(11) Brahms: Symphony No. 3

Second Horn (20 lists)

(19) Shostakovich: Symphony No. 5

(18) Beethoven: Symphony No. 7

(16) Beethoven: Fidelio Overture
Beethoven: Symphony No. 3
Strauss: Don Juan

(14) Beethoven: Symphony No. 8
Beethoven: Symphony No. 9

(13) Tchaikowsky: Symphony No. 4
Wagner: Prelude to Das Rheingold

(12) Strauss: Ein Heldenleben

(10) Haydn: Symphony No. 31 “Hornsignal”

Mahler: Symphony No. 1
Strauss: Don Quixote

Third Horn (17 lists)

(16) Strauss: Till Eulenspiegel

(14) Brahms: Piano Concerto No. 2
Mendelssohn: Symphony No. 3

(12) Berlioz: Queen Mab Scherzo
Brahms: Symphony No. 4

(11) Brahms: Piano Concerto No. 1
Strauss: Don Juan

(10) Brahms: Symphony No. 1
Shostakovich: Symphony No. 5

(9) Strauss: Ein Heldenleben
Wagner: Siegfried’s Rhine Journey

Fourth Horn (16 lists)

(16) Shostakovich: Symphony No. 5
(14) Beethoven: Symphony No. 9
Mahler: Symphony No. 1
(13) Wagner: Prelude to Das Rheingold
(12) Strauss: Don Juan
(11) Beethoven: Symphony No. 3
Strauss: Ein Heldenleben
Weber: Overture to Der Freischiitz
(10) Brahms: Symphony No. 4
Strauss: Don Quixote
Tchaikowsky: Symphony No. 4

Assistant/Utility Horn (14 lists)

(14) Shostakovich: Symphony No. 5

(13) Beethoven: Symphony No. 7
Strauss: Till Eulenspiegel

(12) Strauss: Ein Heldenleben

(10) Tchaikowsky: Symphony No. 4

(9) Brahms: Symphony No. 2
Brahms: Symphony No. 3
Strauss: Don Juan
Wagner: Siegfried’s Rhine Journey

(8) Beethoven: Symphony No. 3

(7) Tchaikovsky: Symphony No. 5

All of the above summaries contain only works asked
for on 50% or more of lists by position. Obviously, many other
works are important. The following works were requested
on a significant number of audition lists but did not make
the 50% mark to be included on any of the previous position
lists. If a work was requested most frequently for a specific
position, this is noted in parentheses.

12 or more lists:
Bach: Brandenburg Concerto No. 1
Dvorak: Symphony No. 9
Mahler: Symphony No. 3
Mahler: Symphony No. 9
Mendelssohn: Nocturne from A Midsummer Night’s

Dream (horn 1)

Mozart: Symphony No. 40 (horn 1)
Prokofiev: Romeo and Juliet (horns 2, 4)
Rossini: Overture to Semiramide
Schubert: Symphony No. 9 (horn 2)
Schumann: Symphony No. 3 (horns 1, 3)

7-11 lists:
Bach: B Minor Mass (horn 1)
Beethoven: Symphony No. 2 (horn 1)
Brahms: Variations on a Theme by Haydn (horn 2)
Mozart: Symphony No. 25 (horn 2)
Mozart: Symphony No. 29
Ravel: Daphnis et Chloé (horns 1, 4)
Ravel: Pavane (horn 1)
Saint-Saéns: Symphony No. 3 (horn 3)
Stravinsky: Firebird (horn 1)
Wagner: Prelude to Act III of Lohengrin (horn 4)
Wagner: “Long Call” from Siegfried (horn 1)

4-6 Lists:
Berlioz: Roman Carnival Overture (horn 4)
Brahms: Tragic Overture (horn 4)
Bruckner: Symphony No. 7
Dvorak: Cello Concerto (horn 1)
Franck: Symphony in D minor
Liszt: Les Préludes (horn 4)
Mahler: Symphony No. 4 (horn 1)
Mahler: Symphony No. 7 (horn 1)
Mussorgsky/Ravel: Pictures at an Exhibition (horn 1)
Rimsky Korsakov: Scheherezade (horn 1)
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Schoenberg: Chamber Symphony No. 1
Strauss: Symphonia Domestica (horn 4)
Stravinsky: Fairy’s Kiss (horn 1)

Stravinsky: Rite of Spring (horn 4)
Tchaikowsky: Symphony No. 6 (horn 4)
Wagner: Prelude to Act II of Lohengrin (horn 2)
Wagner: Die Meistersinger

Weber: Oberon Overture

A total of 46 other works (!) were requested on one to
three audition lists, and many of those appeared on one list
only. Obviously, many orchestral works have important horn
solos, but only a few have passages that are requested fre-
quently at auditions.

Having laid out the major statistics, it is now appropri-
ate to note if there are any significant trends or changes in
what is being requested. The 1983 Thomas and Orgel sur-
vey examined 41 audition lists from 30 major and regional
orchestras. Those works requested on over 50% of these lists,
in order of decreasing frequency, were:

(34) Shostakovich: Symphony No. 5

(31) Beethoven: Symphony No. 3

(30) Beethoven: Symphony No. 7
Strauss: Till Eulenspiegel

(24) Strauss: Don [uan

(22) Beethoven: Symphony No. 9
Brahms: Symphony No. 1

(21) Strauss: Ein Heldenleben
Tchaikovsky: Symphony No. 5

Thus, with two additions, essentially the same works
were requested on over half of the lists in their survey, but
with a different order of frequency.

Dressler divided the results of his survey of audition lists
between high horn and low horn. For high horn, he noted
the following works as being requested on over 50% of lists,
in order of decreasing frequency:

Strauss: Till Eulenspiegel
Tchaikowsky: Symphony No. 5
Wagner: Siegfried

Beethoven: Symphony No. 7
Strauss: Ein Heldenleben
Brahms: Symphony No. 1
Brahms: Symphony No. 2
Dvorak: Symphony No. 9
Shostakovich: Symphony No. 5
Strauss: Don Juan

For low horn, Dressler noted the following works as be-
ing requested on over 50% of lists, in order of decreasing
frequency:

Beethoven: Symphony No. 9
Beethoven: Symphony No. 7
Shostakovich: Symphony No. 5
Beethoven: Symphony No. 3

Exactly what the differences between our new survey
and the results of the 1983 articles mean is difficult to say.

Excerpt Clinic: A New ICSOM Survey y

One impression would be that the bar seems to have been
raised, with Beethoven 7 and Ein Heldenleben rising in over-
all importance. While excerpts aren’t the whole show at an
audition (you need a great solo and a strong resumé), it is
obvious that one must know the standard audition reper-
toire and be prepared to perform these excerpts at the high-
est possible level. It is hoped that the results of this survey
will help students to prioritize their study in order to have
successful auditions that will allow them to join the ranks of
major orchestra players in the future.

Notes

! For the complete list visit <www.icsom.org>. The members
of a small number of orchestras in the USA in the same budget
range are not represented by ICSOM; audition lists from these or-
chestras, for purposes of this survey, were excluded.

John Ericson is Assistant Professor of horn at Arizona State
University and Artist-Faculty at the Brevard Music Center. Prior
to joining the faculty at ASU, Dr. Ericson performed for five sea-
sons in the Nashville Symphony and taught for three years at the
Crane School of Music, State University of New York (SUNY) at
Potsdam. Dr. Ericson holds degrees from Indiana University, The
Eastman School of Music, and Emporia State University, and he
has published a number of articles on the history and performance
of the horn; versions of many of these articles may be found
in his “Horn Articles Online” site on the Internet at @
<www.public.asu.edu/~jqerics/articles_online.htm>.
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The Creative Hornist

2001 Corno Pazzo Contest
by Jeffrey Agrell, column editor

ing among horn players. The focus of the contest this year was on the creative

design of horn equipment: horns, mutes, cases, etc. Entries did not have to be
realizable and could be completely fanciful. The winner is Mark D. Sykes, who came
up with a novel idea for re-positioning the leadpipe on horns.

Mr. Sykes grew up in Huddersfield, England, where his father was a horn player
in local orchestras and had a huge collection of instruments at home. He began on
horn at age 10, playing a single F horn. He now lives in York and works at Central
Science Laboratory as a mass spectrometrist. He currently plays horn with the York
Symphony Orchestra and is a member of the British Horn Society.

How did he get the idea for his new leadpipe? He says, “I was always taught to
play the horn with a good, straight posture. Resting the bell on one’s thigh was cheat-
ing. I often see horn players, both amateur and professional, in some very contorted
positions even when standing to play. The feet face forwards, the head twisted to the
left and the eyes forced to look to the far right to read the music and watch the conduc-
tor. This can’t possibly be healthy and it sets a bad example to the next generation of
horn players. The solution that I propose with my design is a simple one, it has many
advantages, the only disadvantage being that it no longer looks like a horn.”

Following is Mr. Sykes description of the problem and his solution.

T I The Corno Pazzo Contest was designed to encourage and recognize original think-

Mark Sykes

Improved design of the Leadpipe on Horns

by Mark D. Sykes
The Problem

The current design of the horn is inherently unbalanced with the leadpipe (and mouthpiece) at one side of the instru-
ment and the bell at the other. Ideally, the leadpipe should come straight out of the face in the playing position but this puts
the whole instrument on one side of the body with the right arm being tucked far back to place the hand in the bell and the
left arm directly in front of the chest. The alternative playing position is to hold the instrument in a more balanced fashion
across the body, thereby having the two arms approximately equidistant from the chest. However, this playing position
results in the twisting of the upper body to accommodate the off-centre position of the mouthpiece and leadpipe leading to
neck problems, difficulty in breathing and having the eyes looking back to the music stand.

The Solution

A small change in the design of the tubing for the leadpipe (see dia-
grams). Using my Holton H177 as an example, when viewing the horn
from its held position, the leadpipe currently goes down on the left-hand
side, curves to the right and upwards (the position of the water key), and
then to the left and down (forming the principal tuning slide). The idea is
simply to reverse this arrangement such that the leadpipe goes down some-
where towards the centre of the horn, curves to the left and upwards (wa-
ter key attached here), then to the right and down (again forming the prin-

Current design: cipal tuning slide). Improved design:
Leadpipe on the left The horn can then be held equally balanced between the two hands Leadpipe to the
hand side with the mouthpiece and leadpipe coming straight out of the face withno  centre of the horn
awkward twisting of the upper body or neck and general improvement in
overall comfort. @

Contact info: Mark Sykes, Phone: +44 (0) 1904 462000 ext. 3602, Email: m.sykes@csl.gov.uk.
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MANNES

HORN STUDIES
Faculty

Ranier Delntinis, Horn
Former Member,
New York Philharmonic

David Jolley, Horn
Soloist; Chamber
Musician; Member,
Orpheus Chamber
Orchestra

Eric Ralske, Horn
Member, New York
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Orchestra

David Hayes, Director of
Orchestral and
Conducting Studies

Samuel Wong, Principal
Conductor

Chamber Music

Wind/Brass Repertory
Ensemble

NewMusicMannes

ENSEMBLES-
IN-RESIDENCE

Areopagitica

David Jolley, Horn
Robert Sullivan, Trumpet
David Taylor, Trombone

Artistry & Community

Programs of Study

Bachelor of Music

Bachelor of Science
Undergraduate Diploma
Master of Music
Professional Studies Diploma

Small Classes
Personal Attention

Scholarships Available

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, x247

mannesadmissions@newschool.edu
www.mannes.edu

* New School University

Photo: Brogle Hunyady
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' Chicago
College of
Performing

pale cLeveNnger

Dale Clevenger has been Principal Horn of the Chicago Symphony Orchestra since 1966. In
1998 he joined The Music Conservatory orchestral faculty at Chicago College of Performing
Arts. In addition to his performing and teaching responsibilities, Clevenger remains active in
both chamber and solo recording work. He has won Grammy awards for recordings of the
Mozart/Beethoven Quintets for Piano and Winds (1994), and Strauss Wind Concertos (2001).
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Jean Berkenstock
Principal, Lyric Opera of Chicago
Kaye Clements
Principal, Chicago Chamber Orchestra
Mathieu Dufour
Principal, Chicago Symphony Orchestra
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Alex Klein
Principal, Chicago Symphony Orchestra
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English Horn, Chicago Symphony Orchestra
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Gregory Smith

Chicago Symphony Orchestra
Carolee Smith
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James Berkenstock

Principal, Lyric Opera of Chicago
William Buchman
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This series revisits recorded performances that incorporate im-
provisation as a conscious and intended element in order to reveal
the processes of improvised performance. In each article, certain
contextual considerations are re-presented and a question is asked:
what creative decisions will you make, given a similar situation?
The goal is not to compare ourselves to the performance or the
artist, but to use the transcription and its context to view improvi-
sation as a structural principle in gauging our own performance
practice. K. F.

Ed. Note: I have personally been enjoying this series on tran-
scriptions of improvised horn solos and am flattered that Kevin
has invited me to participate. I began a transcription project sev-
eral years ago that was put on hold when I became Editor of this
journal. Now, to have the opportunity to comment on one of my
favorites is perhaps the kick-in-the-pants I need to get some of these
materials together. J. S.

The Up-Tempo Big Band Feature

The solo we have chosen has several important contex-
tual aspects. First, it is a feature for the horn (actually two
soloists!) fronting a big band. The setting itself presents some
intriguing challenges. Second, this tune is presented in an
up-tempo arrangement, following all the normal structural
characteristics, which also presents some challenges. The con-
text of the solo demands not only the ability to keep up with
the tempo but also preserving or even building on the en-
ergy generated by the big band. These are the challenges we
will address here.

First, let’s look at the tune and arrangement. Two French
Fries was composed by Gigi Gryce and recorded by The Os-
car Pettiford Orchestra. Pettiford was a very progressive-
minded bassist, known as an outstanding session player and
soloist. He also experimented with and recorded a fair
amount of jazz on the cello, favoring it as a solo instrument,
but even though it caught people’s attention for awhile, it
never took off for him. He also frequently performed and
recorded with less traditional instruments, including horn,
and especially with hornist Julius Watkins. This recording
was made in New York City in June 1956 and was originally
released on an LP entitled The Oscar Pettiford Orchestra in Hi-
Fi (ABC-Paramount ABC 135); the CD re-issue, Deep Passion
by GRP Records (GRD-143, 1994), also includes a second
Pettiford LP recorded a year later. All the arrangements have
two horns, though not always two separate parts, and not
always obviously present in the texture.

The composer/arranger of Two French Fries, Gigi Gryce,
was a noted sax player and very much a part of the neo-
symphonic movement in jazz in the 1950s. The tune was writ-
ten specifically to showcase the horn players. Like many jazz

tunes, it borrows a familiar chord sequence (I Got Rhythm
“changes”). The two soloists on this recording are Julius
Watkins, whom we’ve read about recently in THC,! and
David Amram, noted American composer, performer, and
conductor. Amram is well known for his orchestral and cham-
ber music and his work in bringing diverse musical elements
(such as orchestral, jazz, and world musics) together. He has
made several recordings over the years, and steps out as a
horn soloist on most of them.? Each soloist takes one chorus
through the form, and the fact that, by design, they follow
each other provides us with wonderful examples of both the
common ground and the variety two artists bring to their
respective performances.

The Piece
Form: 32-bar melody, AABA format

Arrangement:

8 measure introduction

32 measures of the tune (A=8: horns on melody; A= 8:
band plays melody; B=8: played by band; A=8: played by
band)

4-measure drum break + 6-measure band transition lead-
ing to solos

2-measure break for first soloist; 32 measure solo
(Watkins)

32 measure solo (Amram)

8 measure transition

20 measures “trading fours” with Watkins, band,
Amram, Watkins, Amram

8 measure coda

Chord Structure (concert pitch):

A sections (“Rhythm” changes): Eb maj—C min | F min-
Bb7 | G min-C7 | F min-Bb7 | Eb maj-Eb7/G | Ab maj-A
dim | Eb maj-C7 | F min-Bb7 | (Eb)

B section: Bb min | Eb7 | Ab | Ab | Ab min | Db7 1Gb
(also F# min-B7) | F min—-Bb7 (to Eb)

The Horn Solos

For the sake of space, this discussion will only focus on
the solo choruses, not the “fours”. The “fours” have some
interesting “dialogue” characteristics, are stylistically con-
sistent with the solos, and are worthy of further study.

Rhythm: Both soloists keep the rhythmic drive by using
steady streams of “swing” eighth notes with variety achieved
through syncopation. Both performers also break things up
a bit by using longer durations at different spots (see Phras-
ing and Pacing).
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Ranges: Watkins c'-¢'"'; Amram d'-b-flat". Watkins’
tessitura (average playing range) tends to ride a little higher,
and both ranges are consistent with other recorded solos
these two performers have made.

Style: Bebop for both, using swing rhythms and slurred
articulation emphasizing the second of each pair of eighth
notes. Watkins’ personal style is very “instrumental”, remi-
niscent of bop sax players like Charlie Parker—clear, light,
straight tone with clean articulation, dancing rhythms,
mostly step-wise licks. Clearly, his is a more melodic ap-
proach, with chromatic passing tones, but his knowledge of
the jazz harmonic language participates equally. Amram has
a more robust, vocal quality to his approach (like Louis
Armstrong, for example), with more scoops, ghost notes, and
colorful “outside” notes. From this performance, I sense he
has more interest in the harmonic possibilities, but he can
keep a nice melodic line going, too.

Melodic Content: Both performers use mostly a combi-
nation of bebop and blues scales (natural and flat seventh,
b5/#11). Watkins sticks with the traditional bebop scale with
lots of chromatic inflections and traditional riffs; he also uses
more ninths and sixths, especially at cadences, e.g., mm. 9
and 34. Notice that Amram begins with a more bluesy feel
emphasizing D-flat at the start; he uses the #11 (E natural)
more frequently in the A sections, and even throws in a flat
ninth (C-flat), e.g., mm. 39, 42, 61-63.

Phrasing: Watkins makes a huge initial statement with
the repeated high c''s after the big band climax. He grabs
our attention and holds it, using a slow descent over the first
eight bars. In the next eight, he begins with his previous end-
ing motive and begins a gradual rise to D (also his starting
note for that phrase). The B section has another marked en-
trance up high and then descends again. The final A shakes
things up with longer syncopated rhythms, ending with a
little riff to a ninth to hand things off. Amram opens with a
different color by integrating more of the blues scale. He also
uses more harmony-oriented patterns, for example kicking
off and ending more phrases with ii-V chord outlines, as in
mm. 57-58. In his first A section, Amram uses a little trill on
the opening long g", then plays around a B-flat blues scale,
using the #11 (E) twice. In his second A, he does more of the
same, using sequences and a nice b9 in the middle. In his B
section, there is rhythmic release with some slower motion
and rests, but the chromatic rise of the augmented triads re-
builds some tension for the last A. In the last phrase, he goes
back to the top of the staff with some rhythmic variety and
more #11s, and gradually descends to a final cadence.

Pacing: Once any performer feels remotely confident
about even taking a solo, the next challenge is to learn how
to create a “good” solo. Surprisingly, I have found that a
“good” solo has more to do with pacing and phrasing than
the nuts and bolts of what notes are played. A former col-
league of mine used to say about solos (especially in his big
band) “Kick the first note, the highest note, and the last note”
(NB: he also said “Don’t feel you have to tell your whole life
story every time you take a solo...”). Both players here do
just that, taking the musical energy they have been given
and moving forward. The phrasing in each chorus is similar
and even though the rhythmic variety they offer happens in

Past/Presents: Two French Fries y

different places, it works beautifully as Watkins hands off to
Amram, and Amram gives it back to the band. The energy
of the arrangement and the nature of the big band accompa-
niment does not allow much latitude in the rhythmic pac-
ing, but each performer provides nice variety between note
choices and syncopations in their respective solos. As men-
tioned, the overall shape of each is the same: grab attention
with some high notes and gradually descend; move back up
and finish with a final descent to the cadence, using rhyth-
mic energy and activity to keep the flow moving forward,
and adding notes (especially in the case of Amram’s solo) to
add more color as it progresses.

The two contextual challenges mentioned at the opening
of this column are ones you can prepare for, but can still sur-
prise you. I remember the first time I played in front of a big
band—I expected it to be much like playing in front of an
orchestra. It was, but so much louder and such a different
energy (and that was just in the ballad!!!). As I say to my stu-
dents, you better already be running when you jump on the
train, or else that train will pull your arms off as it goes by—
the louder context and fast tempo here require the soloist to
be at a higher energy level, both in volume and rhythm, even
before playing a note. This energy, especially in an up-tempo
arrangement, is usually so high that to try something subtle
or hornistically “tasteful” is pointless—you have to let it rip!
Once you are into the solo, maintain the energy, keep the flow
and the volume up, yet eventually there must be some vari-
ety, all the while staying in context. The easiest thing to do
also becomes the most boring very quickly—staying on high
notes. There must be some coloring, whether adding some
notes related to or outside the chord or key, or just filling in
intervals melodically. There must also be some semblance of
melodic flow and some rhythmic variety. The good news is
that a little variety and sense of progression goes a long way.
Again, you don’t have to tell your whole life’s story or show
your whole range of technical and musical capabilities all at
once. Keep it simple, be tasteful, and stay in the context. And
don’t forget the most important piece of advice I've ever re-
ceived (thanks, John): if you get stuck, you can always return
to the original tune—those notes always fit...

The first time I heard Two French Fries, 1 was really
“juiced” to hear not one but two horn soloists. There are two
sounds, two voices, with much in common and yet distinct
in approach and style.

Questions to consider:

What do you imagine it will feel like in front of a big band?

How does the pacing work in your favorite solos? How will
you generate, maintain, even build energy in order to keep your
audience’s attention through the course of your solo? What spe-
cific techniques will you use to pace your solo, musically and physi-
cally? Do you have the endurance to maintain a 32-bar solo in
front of a big band?

Like the 12-bar blues, “Rhythm changes” get used over and
over. Can you play over them, reduce them? (Hint: start with a
pentatonic scale in the tonic key...) What notes will you add (and
when) to create harmonic interest?
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Are you inspired by instrumental or vocal performers? What
is it about them that you would like to bring to the performance of
your solo?

Notes

1“Past/Presents #2: Julius Watkins and Linda Delia,” THC
XXXIL, no. 2 (February 2002), as well as Steve Schaughency’s four-
part series of articles on Watkins' recordings, “Learning Jazz Styles
Through the Recordings of Julius Watkins,” THC XXVII, no. 1 (No-
vember 1996): 69-72; XXVII, no. 2 (February 1997): 73-79; XXVIII,
no. 1 (November 1997): 69-77; XXVIII, no. 2 (February 1998): 63-65.

’Some of Amram'’s recordings where he improvises on horn
include No More Walls (Flying Fish CD FF 752, 1997), David Amram
and Friends: At Home Around the World (Flying Fish CD 094, 1996),
and Havana/New York (Flying Fish, 1977). Other pieces he has re-

corded that include improvisation include his own Triple Concerto
for woodwind, brass, and jazz quintets (see horn solo in second
movement,) recorded by David Zinmann conducting Rochester
Symphony (1973), also on the Flying Fish label; Kenny Dorham
Blue Spring (1959); Mary Lou Williams Music for Peace (1970); Lionel
Hampton In Paris (1955); Charles Mingus Live at the Cafe Bohemia
(1955). His two books, Vibrations and Collaborating With Kerouac talk
about all of this in great detail. Both are now in print, published by
Thundersmouth Press.

Jeff Snedeker teaches at Central Washington University and
does a bunch of other stuff, too. Special thanks to friend, colleague,
and pianist John Sanders for his help and advice with this
article. @

A Word from David Amram

ulius and [ finally met and became friends in 1955 when I was playing horn with Charles Mingus and his quintet (Mal
Waldron, Jackie McClean, Ron Jefferson, Mingus, and me). I had heard about him from Dizzy Gillespie in 1951 and
arlie Parker in 1952, when I jammed with both of them. They both said that we had to get together and play.

After we met, Julius and I played together at countless jam sessions just for the joy of it, concerts, jazz clubs, and made
several recordings together. Oscar Pettiford had the two of us included in all of his big band arrangements. The parts were
hard, often having us playing intervals close to one another in the high register using altered notes (what we referred to as
“ruptured elevenths”) and Oscar, with his phenomenal ear, heard everything! “If you cats hit one more clam, I'll replace you
with mellophones,” he would thunder at us, at 3 am. in Birdland, when we all stayed after playing all night to hang out,
talk, have a drink, and keep the pleasure of the evening alive. Everyone in the band loved, respected, and supported one
another, which is why this difficult music sounds so incredible nearly 50 years later. We all felt united by the music.

When we recordedTwo French Fries, we had a short amount of time to make a whole LP. There were never more than
two takes of anything, usually only one, and practically no splicing or editing. There was only stereo, no punching in, and
no going back, or tracking. What you played was what you got. The studio was filled with an intense but inspired
atmosphere. We knew we were doing something that would always sound fresh, and therefore would be historic. We
knew all these great players working together would preserve a musical collaboration that would be something we
would always be proud of.

Julius and I knew that for Two French Fries we would probably only have one take, and Oscar assumed that was all we
needed. Even though we played completely differently from one another, we always tried to create a dialogue when we
improvised together, which you can hear when we trade four bars after our initial solos.

In 2002, the horn is not considered to be an impossible or bizarre instrument to play in jazz. That afternoon of 1956,
Julius and I, and the musicians in Oscar’s band knew that it was like any other instrument, and that a jazz soloist on any
instrument transcended other people’s ideas of what anything in music was supposed to be, or had to be, and that
anyone could play jazz on any instrument, if they humbled themselves to a lifetime devoted to learning the roots, and
then adding to the existing vocabulary. Neither of us ever felt that we were ahead of our time, or that the people who
thought we were nuts for playing jazz horn were themselves behind the time. We knew we were RIGHT ON TIME,
following our hearts, hoping to open up the door for other hornists to spread their wings and tap into their own creativity
in their own way and find their own voice. With the brotherhood (and sisterhood) that all horn players have, we were
encouraged by great players like John Barrows, Jim Buffington, and others, all of whom loved jazz but didn’t improvise
in public themselves, to try to get the instrument more recognition in the many worlds of music where it was not yet
prevalent. Even if Julius and I were pioneers, we knew there were hundreds of classical players who were rooting for us,
and that made us play even better. We knew that afternoon in 1956 that this was the first time that TWO improvising
hornists were featured on a recording. After the introduction was played by the band, we both forgot about everything,
sat back, and wailed. We knew there would be no “take two,” no second chance.

I hope this recording will inspire other hornists to extend their repertoire and enrich their lives by including jazz as
part of what they do. Many of my compositions are based on what I learned from a lifetime of playing jazz. Even if there
is not any jazz per se in any particular piece that I compose, every note must be a winner, make sense, feel natural to the
listener and the performer, and must tell a story, be honest, expressive, uplifting, and from the heart.

Putnam Valley, New York, August, 2002
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WIND MUSIC PUBLICATIONS

General Musical Interest

An Orchestra Musician’s Odyssey - by Milan Yancich ... $28.00
The Art of Brass Playing - by Philip Farkas ..o $15.00
The Art of Musicianship - by Philip Farkas ... eneees $10.00
French Horn Methods
A Practical Guide to French Horn Playing - by Milan Yancich ..o $20.00
Method for French Horn Playing, Volume I - by Milan Yancich ..o $ 5.00
Method for French Horn Playing, Volume II - by Milan Yancich .........cooiiininninninnenn $ 5.00
Grand Theoretical & Practical Method for the Valve Horn - by Joseph Schantl........................ $15.00
KIng HOM=SCRULE ......c.ovverrrecrereneeenteenieeertrereescsitie st nesssmteesesasss s ssbsns st nessanesenens $15.00
Ilustrated Advance Method for French Horn Playing - William Robinson, Ed. by Farkas ...... $ 4.00
A Photo Study of 40 Virtuoso Horn Players’ Embouchures - by Philip Farkas ........................ $10.00
French Horn Etudes
90 Etudes for Horn - Complete KOpprasch .........ccccocvceeneinniinennsiencecninienennencsereeseecnenecs $15.00
Etudes for Modern Valve Horn - by Felix de Grave ........ccoocooceriirinieniieniceieesentecteeeeeeenae $15.00
Thirty Etudes for HOIn - by A. CUZNOL.......cccruereimereeneeereeneerrernennnereecsreecseseesesessesessesessesessenes $10.00

French Horn Solos and Duets
Four Horn Concertos of W.A. Mozart with Simplified Piano - Edited by Milan Yancich ........ $20.00

J. S. Bach Six Suites for Cello - Arranged for French Horn by Milan Yancich ..........c............. $20.00
Fifteen Solos for French Horn with Piano Accompaniment — Edited by Milan Yancich........... $15.00
Grand Duets for HOrns - by J. BIANC .......ccvovrverreietrnienneenrnarisisieersssesessseseeseesesessesessssasens $10.00
Thirty Duets for Horns - by J. JL KeNN ....uccoeiiiiieceeineecenreccei e eniiesencstore e sessesesens $10.00
Six Duets for Two Horns - by H. KOhIer .........ooovveviiiiiiiiiiniinternrcc e $ 2.00
Chamber Music
8 Artistic Brass Sextets - by Philip Palmer, Edited by Philip Farkas ...........cccccoevveevivinircreenns $15.00
Three Trios for Piano, Horn and Bassoon/Oboe/Clarinet - by H. Molbe...........cccceevcucarnnnen.n. $10.00
Duets for Two Flutes from the Piano Works of Scarlatti - Edited by Joseph Mariano.............. $ 8.00
Orchestral Repertoire
The “Complete First Clarinet Parts to Johannes Brahms’ Major Orchestral Works™ ................ $15.00
The “Complete First Horn Parts to Johannes Brahms’ Major Orchestral Works™ .................... $15.00
The “Complete First Horn Parts to Peter I. Tchaikowsky’s Major Orchestral Works” ............. $15.00
The “Complete First Horn Parts to Richard Strauss’ Tone Poems™ ............ccccoeeiviveerernenenene. $15.00

The “Complete First Horn Parts to Mahler’s Symphonies 1 - 6"

Recordings
A Practical Guide to French Horn Playing - Double CD Set - Narrated by Milan Yancich...... $23.00
* 35% off (or $15.00) with the purchase of “Practical Guide” book *

Fifteen Solos for French Horn - Milan Yancich, French Horn - Cassette .........ccceeecvevvveeveeunnnn. $ 5.00
Trios with Horn Galore! - Milan Yancich, French Horn - Double Cassette Set .........c.veevenn... $10.00
French Horn Mouthpieces
MY-15  MY-13  MY=0 ettt et et e st e st s s e e e ene s aesesnasesereseneesaean $35.00
We accept Visa and MasterCard Prices Subject
or send check payable to: To Change

WIND MUSIC ~ INC.

974 Berkshire Rd. NE
Atlanta, GA 30324 USA
Phone or FAX: (404) 874-7662
Website: www.windmusicyancich.com

US Postage: $1.75 for first item, plus $.50 per additional item, GA residents add 7% sales tax
Foreign orders: contact us for exact shipping costs
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The Electronic Hornist:

Making Music ... With Your PC!

Part 2 of 2, by Ron Boerger

mation needed to record music on a personal com-

puter. This time, we’ll actually review the steps in-
volved in recording a CD, and touch on everyone’s favorite
subject, copyright. What do you need to create a recording
on your computer? Several things:

I astissue, we looked at some of the background infor-

CDRW Drive

First, you need a drive that is physically capable of mak-
ing a recording. Until about 2001, most computers came only
with drives that were only capable of playing CDs, due to
the cost of “read /write” drives. Nowadays, most machines
other than the most basic models include “CDRW" units. If
your machine doesn’t have one, you can get a decent model
for around US$100. This does not include the cost of instal-
lation; you'll have to take your machine apart and physi-
cally install the drive. This is not a difficult task, but can be
confusing if you're not technical. If you are uncomfortable
installing hardware, you can also buy a unit that you can
connect externally via “USB” or “Firewire” interfaces. Most
computers built in the last few years have USB; Firewire is a
higher-performing standard that is not as widely adopted.

Software

Most computers that come with CDRW units include
software to “burn” (that is to say, create) CDs. It’s probably a
good idea to use this until you become familiar with the pro-
cess. The software included will probably have basic capa-
bilities—reading files from a CD, storing them, and allow-
ing you to create a new CD. However, there won’t be much
in the way of mixing, editing, or other arcane concepts. For
those with more extensive needs, there are many commer-
cial products available.

Newer versions of Microsoft’s OS (such as Windows XP,
and to a lesser extent Windows Me and Windows 2000) have
media support built-in. The newer versions of Windows
Media Player (free) include (just) adequate support for burn-
ing CDs. MacIntosh users probably want to consider
Quicktime Pro, which although not free (U5$29.99) includes
a great deal of functionality not found in Microsoft’s offer-
ing, such as creating video movies.

Media

You'll need something to write on. There are two types
of recordable CD media: “CD-R” and “CD-RW.” Wait, you
say, I thought the drive was called a CDRW, shouldn’t I use
those? The answer is “probably not” depending on your
needs. CD-R’s allow you to create a CD, but not to change
what’s on the CD once it’s been created. That means that if
you make a mistake creating the CD, that you have to throw
it away and start over. CD-RW’s give you the freedom to

make mistakes, add music to the CD at a later time, and so
forth. The problem with CD-RW's is that they cost 3-5 times
more (about US$1 each) than CD-R. Most people use CD/R
as a result. One thing to note—some older CD players (and
DVD players) cannot play CD-R’s or CD-RW's. You'll know
if you plug a disc in that seemingly can’t be read.

Source

The source can be a whole host of things. It can be .mp3
files you've grabbed from the Internet; it can be a CD you
already have (more on that in a moment). You can connect a
microphone to your PC and make a recording of yourself
playing Strauss 2 for Aunt Bessie.

Permission

And here’s the one thing that most people ignore. Most
music is protected by various forms of copyright. While I'm
not a lawyer, I'm going to touch on the basics as I know
them—and, of course, laws vary from country to country, so
this discussion will focus on US copyright law.

Sound recordings in the United States are protected by
copyright. The copyright holder owns these rights (which
are many) and is typically paid a fee whenever a copy of a
recording is made. There are only a very few exceptions. If
you are interested in reselling the recording, certainly none
of these exceptions will apply. Even if you are only making a
copy for personal use, you are violating copyright if you
make that copy without permission. This applies to profes-
sionals, amateurs, students, you name it.

It's easy to think that “nobody is being hurt” when a
copy of a CD is made, but that’s not true. To begin with, it's
a violation of law to illegally copy sound recordings. Sec-
ond, you are likely depriving the copyright owner of the rev-
enues due them. Third, and especially if you make a copy of
a specialty label, such as those who record a great deal horn
repertoire, you reduce the impetus the label has for making
more of that sort of recording.

The prevailing consumer view (at least in this country)
is that the major labels are arrogant, overcharge, and deserve
to lose money as a result. While that may be arguably true,
the fact of the matter is that the law is on their side. Recently,
new laws have been proposed in the US that would let the
copyright holders “seek and destroy” illegal copies that re-
side on home PCs and/or internet servers. And, while I be-
lieve personally that copyright law here has gone too far (es-
pecially when it comes to the length of copyright), it still is
the law.

And what if you want to make a recording of a work
protected by copyright (e.g., most published music)? Does
buying the music give you that right? Sadly, no; that’s an-
other area of copyright law, called “mechanical rights,” that
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we won’t go into here. Recordings for academic purposes
*may* be covered under so-called “Fair Use” provisions.

Copyright is a very complicated issue. The US Copy-
right Office has a decent FAQ and copyright basics section
available at its website <www.loc.gov/copyright/>. You'll
even find a section on sound recordings.

Sharing recordings (finally!)

Sharing sound files on the Internet is incredibly easy. If
you have a website, you just stick the file, in whatever for-
mat (see last issue for more), on your website. In addition,
there are “file sharing” services such as Kazaa, Gnutella, and
Morpheus. These are often a haven of copyright violations,
used primarily to share illegally-copied private works. In
addition, some services (notably Kazaa) may actually install
software on your machine that you really don’t want to have.
The major copyright holders are very active in protecting
their rights and shutting down services via the courts. Some
of you may remember Napster—a service which shared
musical files which openly thumbed its nose at the labels. It
has basically been sued out of existence.

It boils down to this: If you have a website, the room to
store the file, and approval to share the file, stick your re-
cording on your website. If not, don’t. These laws are rap-
idly evolving and the rate structure for musical file sharing
is still being developed. You don’t want to be the one that
Sony uses as a test case in court.

Next issue

To be determined—but thanks to your feedback, there
will be more Electronic Hornist columns coming.
Questions, comments, or ideas? Contact me at @
rboerger@io.com.
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SCORES AND PARTS

from Cala Records

THE LONDON HORN SOUND CD
All titles now available

Cala Music Publishing
17 Shakespeare Gardens
London N2 9LJ, UK
Tel: +44 (0)20 8883 7306
Fax: +44 (0)20 8365 3388
Email: cmp @ calarecords.com

ONLINE ORDERING
www.calarecords.com

Superb arrangements for 8, 12 and
16 part horn ensembles including:
Tico Tico
Caravan
Roman Carnival Overture
Titanic Fantasy
and many more.

Contact us for a complete
catalogue and price list.

Meir Rimon Commissioning
Assistance Fund

The IHS Advisory Council has approved $2500 for
purposes of encouraging new compositions for the horn
in 2003, raising its commitment to this project by $500
over the 2002 allocation. In memory of our esteemed
colleague who had such a positive effect on so many
performers, composers, 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. All 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. The fund has desig-
nated $2500, but the AC reserves the right to offer less
or more than this amount depending upon the nature
and merit of the project(s). Application forms and infor-
mation may be requested from (NOTE NEW ADDRESS)
Randy Gardner, Chair, IHS Commissioning Assistance
Program, 1952 Wilaray Terrace, Cincinnati, OH 45230
USA; Email: Randy.Gardner@uc.edu.

Congratulations to the 2002 funding recipients:
Liege Horn Quartet ($1000 for a quartet by Eric Ewazen),
Kent Leslie ($500 for a composition for horn, percus-
sion, and recorded sounds by James A. Beckel), and John
Clark ($500 for a jazz sonata for horn and piano by Mike
Holober). Look for announcements of premieres of these
new works in future Horn Calls.
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Images for Horn Playing Excellence-

Ideas that Work
by Susan VanValzah Mutter

ddly enough, some of the things that have helped

me the most to play well are very simple: simple

images that have helped me reach new levels. [ am
indebted to Dale Clevenger, Froydis Wekre, David Krehbiel,
Paul Severson and Mark McDunn' for some of these ideas.
Others I have stumbled upon myself by accident. But all are
helpful for me and for many of my students. I humbly pass
them along and encourage students and professionals alike
to experiment and see how they may be of help.

Range

If it's difficult for you to play high (or low), try inverting
in your mind the direction you are going. For example, to
play:

3 ERE
try thinking:
e
oo~ " * 3333 g4°° = [
\\ v g @ o

as you play. It takes practice to do this mentally, but it IS
possible and rewarding. I believe it helps because the player
ends up relaxing and blowing freely and imagining an easy,
beautiful tone in the register that might otherwise cause them
to tense up or imagine a more mediocre quality of sound.
Another image you might find to be a big help while play-
ing this arpeggio would be thinking:

B et v —
as you play.

Also I've had great success by simply imagining I'm
playing in an easier octave than I actually am. This works
great on first horn parts of Mozart operas and symphonies
in high keys.

Flexibility

The same principle can be used to make passages that
skip from register to register MUCH easier. For example, the
following passage from Verne Reynolds” Etude 20:

1
= N f — 'iI
— e
b e -

"fg*n-
o]
L

could become;

e e SR

in your mind. When we were young horn players, the orga-
nization of notes higher and lower on the staff was helpful
in our minds to structure the basics of pitch and intervallic
relationships. For the advanced player, however, it's great
to be free from this “ladder” of notes entirely. Pavarotti never
learned to read music and never wants to. He prefers being
free to use all his energy to really HEAR. Perhaps this 100%
focus on hearing is part of the success of another fabulous
tenor, Andrea Bocelli, who is blind. David Krehbiel said, at a
masterclass I loved, “The note is not way up high or way
down low to be reached for. If it is anywhere, it is right out
in front of you!”

Tone

When you play a single, sustained
note does it sound like this?

Does it shine? Glow? Does it radi-
ate warmth? Close your eyes and imag-
ine the most RICH sound. Then play.

Long Tones
- "
For: Hte == 4
try thinking:

(a train so distant, at first, to be inaudible,
slowly approaches, then passes right by you, and then gradu-
ally the sound fades behind you into the sunset—a train with
a beautiful tone, mind you!).

Dynamics

For soft passages, try imagining one of these:
pale blue
lavender
a baby’s breath
a feather floating
a fragile bubble

Obviously, an easy passage doesn’t need this “mental
help.” But try it on something soft and wildly difficult and
see how it helps.
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Loud mental images might include:
Fire engine red
Purple
BOLD
NOBLE
MANLY

Phrasing
Most phrases have a shape to them, something like:

Z/\‘_—

Beginning Climax End.

You just have to figure out where the climax is. If it’s not
obvious, you might have to sing it a few different ways to
see which way seems to make the most sense musically.

Sounds in nature are not static. They all have this shape

< >~ to them: the ebb and flow of an ocean wave,

a gust of wind through the trees, even the “moo” of a cow!
Hence, our phrases should be so!

Froydis told me to make up words in my head to pas-
sages and see how they come alive—it works!

For example:

Hornin D

Another idea that really works is to decide to focus com-~
pletely on the quality of just the very first note in a run. When
we do this, what ends up happening is ALL the notes end
up with a good quality! The process “fine-tunes” our power
of concentration somehow.

Difficult Entrances

Imagine you're laying down the note on a wonderfully
puffy pillow. High or low, it doesn’t matter. You're just lay-
ing it down.

Difficult Passages

1) For a passage that seems difficult, pretend you're play-
ing an instrument upon which it would be easy. For example,

when playing:

Hornin D

imagine how a great cellist would play it. Then do it. Play
the B Minor Mass on your imaginary piccolo trumpet. Play
the low tutti passage in Shostakovich 5 on your imaginary
bass trombone. How many intricate, delicate passages we
deal with would be wonderfully easy on a clarinet or a flute?
Imagine you have that instrument at your fingertips!

2) Ask yourself, “How would Tuckwell play this?” or
“How would Freydis play this?” or “ How would Gail Wil-
liams play this?” Pick anyone whose play-
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e e e i s e = ing (or singing) you admire. This causes
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I'd love to have a root beer float to-day but
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e
Fath - er will not let me have one.

==""you to focus on a wonderful ideal worth
So Il striving for rather than the inherent diffi-
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culty of the passage. Then your body
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Py ===
sneak qui-et-ly to get me one. And be - fore you know it Tl
Of course, MOST of my “word concerti” are much more se-

rious!

Dale Clevenger, to teach < > phrasing, used

to take my arm and squeeze it very gradually as he sang a
growing phrase, and release it very gradually as the phrase
tapered away; a superb way to teach because it is so direct.
Also, putting the horn down and conducting the beat
pattern of a difficult phrase as you sing it can often help you
make sense of it musically. You can feel the downbeat’s pri-
ority then and the passage will become more effortless.

Technique

For fast technical passages, like those in Kopprasch
Etudes, for example, I tell students to envision a string of

notes as a string of pearlsor: @ @ @ @ @
nt: @6 e e & nor: 3 & B )‘Fg—

Clarity and beauty is the aim. Also, the dots are very
dark to represent how compact the quality should be. This
is possible to achieve only with plenty of fast air.

chug it all right down.

stands at least half a chance of creating that
ideal instead of creating something diffi-
cult-sounding.

3) Ask, “What are you depicting? Is it a storm, a peace-
ful riverside, a woman’s passion for her lover, an approach-
ing army, the destruction of the earth, an arrogant man, or
parents grieving the loss of their child? What could it be?
Whatever you decide, focus on this and play to depict it.

4) Never mind what body movements you will have to
use to create the effect you want—your body will figure that
out eventually by trial and error if you keep focused on the
desired musical effect with 100% of your concentration. Tell
yourself, “I don’t care if I have to use my left nostril or my
right big toe, I want to sing it out like .” When you
were a toddler did you concentrate on how to use your tongue
when you said, “Mama”? When you sing, even as an adult,
do you concentrate on what position your lips are in or what
you want to say? Be like-minded in your horn playing.

Playing with Others

Before your entrance, focus your attention only on what
the other instruments are playing. Let their music be en-
graved in your mind, then your solo (or whatever it may be)
will come off flawlessly, provided you’ve prepared it well in
practice. Of course, you must prepare in advance!!
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In conclusion, anxiety cripples us as horn players. We
can choose to focus on any one of 100 worries as we practice
or perform, OR on something beautiful in our mind’s eye,
or in our mind’s ear!

Finally, brothers, whatever is true, whatever is noble,
whatever is right, whatever is pure, whatever is lovely, what-
ever is admirable—if anything is excellent or praiseworthy—
think about such things. Philippians 4:8

Refuse to be crippled—rather, let your imagination soar!
Also consider—how am I using my gift to help others? Maybe
you've played in a nursing home, or a church, or a school.
Maybe you've taught a young, eager student a few lessons
for free, or used some playing income to help the poor. Use
your imagination also to better the world.

Images for Horn Playing Excellence Q‘,Q
Note

! Severson and McDunn are trombonists and authors of Brass
Wind Artistry (Athens, OH: Accura Music, 1983).

Susan VanValzah Mutter’s principal teachers were Dale
Clevenger, Philip Farkas, and Michael Hatfield. She holds a B.M.
in Horn Performance from Indiana University. Her orchestral work
includes the Hong Kong Philharmonic (Second Horn), the Spoleto
Festival, the Columbus Symphony (Acting Principal), Michigan
Opera Theatre (Principal Horn), and the Detroit Symphony (Ex-
tra Horn). She is on the Adjunct Faculty at Wayne State Univer-
sity and performs frequently with Detroit Chamber Winds and
Strings. She resides in Troy, Michigan, with her husband,
Mark, and their three children. 4@
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by Jeffrey Agrell column edltor

anything about that from any other instrument. But,

as this miniseries asserts, we can enrich our playing
by learning from the specialities of almost every other in-
strument. From the trumpet and cornet, we might discover
ways of acquiring some of the dazzling technique and range
for which these instruments are famous. There is a huge ar-
ray books and methods from which to choose; below is a
sampling of my own favorites and of suggestions that my
colleague, Prof. David Greenhoe, was kind enough to make.

The granddaddy of all brass technique books is Arban’s
Complete Conservatory Method, which has been a mainstay in
the training of brass players for well over a century. If you
don’t have a copy, run—don’t walk—to the nearest music
store and buy one. Jean Baptiste Arban was born in Lyon,
France, in 1825. There were no methods for the cornet (which
was in its infancy) at the time, so Arban put together his
own, a compendium of the techniques that he had mastered
as one of the most brilliant cornet soloists of his day. His
method was first published in 1864; the most widely-used
current edition is published by Carl Fischer, edited by Edwin
Franko Goldman and Walter M. Smith, with annotations by
Claude Gordon. Most method books today run to several
dozen pages; the Arban is around 350. There is almost too
much to even list, but here is a basic outline: First Studies
(intervals, keys, basic patterns, syncopation studies, dotted
thythms, 6/8); Slurring/Legato (intervals, tremolo, mixed
staccato and legato); Scales (major, minor, and chromatic);
Ornaments (turns, mordants, trills, etc.); Advanced Studies
(Intervals [something like those Kopprasch ‘popcorn’
etudes), triplets, arpeggios; Triple and double tonguing. This
brings us as far as p. 191 and “The Art of Phrasing”—150
airs, excerpts, and duets. The last part is devoted to “14 Char-
acteristic Studies” and then “12 Fantasies and Variations.”
No. 11 of the latter is the celebrated Carnival of Venice.

Right after the Arban comes Herbert L. Clarke (1867-
1945; virtuoso cornetist with the Sousa band) and his Techni-
cal Studies book. As the saying goes, if Arban is the “bible”,
then Clarke is the “new testament.” Clarke’s chromatic and
diatonic patterns, scales, and arpeggios are progressively and
intelligently arranged, and every valved instrument player
would benefit by adding some Clarke to her daily study.
Another well-known method is Daily Drills and Technical Stud-
ies by Max Schlossberg, who was born in Russia and studied
at the Moscow Conservatory before moving to the United
States in 1910 to become principal trumpet of the New York
Philharmonic for twenty-six years. Schlossberg’s book has
eight sections: Long Note Drills; Intervals; Octave Drills; Lip
Drills (tremolo slurs and arpeggios); Chord Studies (arpeg-
gios); Scales (major only!); Chromatic Scales (almost always

I I Vhe horn is all about sound—we don’t have to learn

beginning on C), and Etudes (heavy on intervals, arpeggios).

Clifford Lillya taught trumpet at the University of Michi-
gan from 1947-1980. Balquhidder Music has (re-)published
some of his works, including his Trumpet Technic, which is a
concentrated compendium of the basic areas of interest for
trumpet in four parts. The first two could interest us as horn
players: Basic Skills (lip slurs, single-double-triple tonguing,
intervals, trills and embellishments, rhythms); and Applied
Music Theory (major and minor scales, dominant and di-
minished 7% chords, 5%s and other intervals, and modal,
pentatonic, diminished, and other scales). The third part has
band and orchestra excerpts (horns could really use a band
literature excerpt book!), and the last part consists of is Re-
cital and Chamber Music excerpts.

Theoretically, horn players might learn something about
high range playing from trumpet players, though it is clear
that they are aided by the size and shape of the instrument
and the mouthpiece. Claude Gordon has a Systematic Ap-
proach to Daily Practice, a “52-week course designed to de-
velop a register from low C to C above high C, along with
power and endurance...” I believe someone once said in an
online discussion that Gordon’s exercises (which contain a
great deal of half notes and go up to double-high C) really
do work, the catch being that you have to follow his detailed
instructions to the letter. Decide for yourself.

I still have a stack of more trumpet titles, but not much
more space. ] will have to wind up this discussion with a few
more names, and then leave it to you to accost trumpet play-
ers near you to rifle through their stash of music to see what
they have that might be of interest to you. Quick and dirty: I
wish someone would do a horn version of Gordon Mathie’s
Trumpet Teacher’s Guide (PP Music), which consists for the most
part of detailed listings of playing issues (e.g., arpeggios, ar-
ticulation, atonality, breathing, etc.) and materials available
that deal with them, including discussion and examples (text),
etudes, and duets, ranked from easy to difficult. Need a break
from Kopprasch and his ilk, or perhaps some sight reading?
Try the following works for trumpet: Wurm 40 Studies,
Balasanian 25 Easy Etudes (range: a to g"), Walter M. Smith 30
Modern Etudes (fair amount of high range), Bousquet 36 Cel-
ebrated Studies (not as high as Smith, more technical than
Balasanian), Hering 32 Etudes (slightly shorter and less tech-
nical than the Bousquet). All of the above are resolutely tonal
and are heavy on scales and arpeggios. A good introduction
to atonal work is to be found in Charles Decker’s Serial Stud-
ies for trumpet, which are fairly short etudes that each feature
a tone row based on a different interval.

He spent his summer vacation in Alaska, China, Indiana,
and airport security.

Jeffrey Agrell teaches horn at the University of lowa.
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Test the Americus and Brendan, available as Double or Triple Horns

FINKE HORNS

Industriestr. 17
32602 Vlotho-Exter

Germany

Telefon +49 5228 323  Fax +49 5228 7462
http://members.aol.com/finkehorns
finkehorns @aol.com
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IN THE HEART OF CHICAGO...

DEPAUL UNIVERSITY

Horn students...
...Perform in a large variety of ensembles...
.. Work weekly with our artist-faculty...

...Enjoy masterclasses with

internationally-recognized artists... Tonathan Bustt prn

Lyric Opera of Chicago

..And go on to dynamic careers in the

world of music.

Application deadline is January 15, 2003.
All auditions must be completed by March 1, 2003.

Music Admissions
1.800.4depaul ext. 57444
http://music.depaul.edu

music_adm@depaul.edu Gregory Flint
Chicago Brass Quintet

.

DePaul University
School of Music
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THE AMERICAN BRASS QUINTET

TWO-DAY MINI-RESIDENCIES ARE NOW
AVAILABLE WITH THE ABQ, ENSEMBLE-IN-RESIDENCE OF THE
JUILLIARD SCHOOL AND ASPEN MUSIC FESTIVAL.

FOR RESIDENCY AND TOURING INQUIRIES, PLEASE CALL STANTON
MANAGEMENT AT 718-956-6092 OR VISIT STANTONMGT.COM.

WWW.AMERICAN
BRASS
QUINTET.ORG

THE LATEST ABQ RECORDING FEATURES THE
RETURN OF THE PERIOD INSTRUMENT AMERICAN BRASS QUINTET
BRASS BAND ON “A STORM IN THE LAND: MUSIC OF THE 26TH
N.C. REGIMENTAL BAND, C.S.A.” (NW 80608-2)

VISIT WWW.NEWWORLDRECORDS.ORG FOR COMPLETE ORDERING
INFORMATION.

BRASS 4« z%&J%m:y G”W% School @[Mwﬂt

Faculty Members Include...
Trumpet
George Vosburgh, Principal, Pittsburgh Symphony * Charles Lirette, Co-Principal, Pittsburgh Symphony
Neal Berntsen, Pittsburgh Symphony e Roger Sherman, Pittsburgh Symphony (Chair of Brass)
_ Horn
William Caballero, Principal, Pittsburgh Symphony ® Zachary Smith, Pittsburgh Symphony
Trombone
Peter Sullivan, Principal, Pittsburgh Symphony
Murray Crewe, Pittsburgh Symphony ¢ Robert Hamrick, Pittsburgh Symphony
Euphonium
Lance LaDuke, Principal, River City Brass Band

Tuba
Neal Tidwell, Principal, River City Brass Band

Plus Special Visiting Guest Artists Throughout The Year
For more information, contact:

Nicholas Jordanoff, Administrator for Music Enrollment
Duquesne University ® Pittsburgh, PA 15282 ¢ (412) 396-5983 IB)U
NI

UESNE
RSITY

E-mail: jordanof@dugq.edu ® Web: www.duq.edu/music
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Konzert fiir Horn E-Dur by Antonio Rosetti. Robert
Ostermeyer Musikedition Leipzig, Hohe Str. 26b, D-04107
Leipzig, Germany <postmeister@corno.de>. 2000.

Before 2000, this Rosetti horn concerto was incomplete.
That year a copy was discovered in Austria by Robert
Ostermeyer, who prepared this edition, with the assistance
of Katja Keller, creator of the piano reduction. Typical of
Rosetti, this is a three-movement concerto (Allegro moderato,
Romanza: Andantino, and Rondo) with an empbhasis on tech-
nique over lyricism. The first movement is pleasant and
straightforward but with no remarkable themes. The second
movement, in the minor mode, includes a brief section in
major near its conclusion. Some listeners might consider this
departure odd and others charming. The fireworks are saved
for the rondo, which initially has no tempo marking but in-
cludes several quick arpeggios that will dictate the ultimate
speed. When the rondo theme returns after a one-measure
Adagio in the middle of the movement and, later, after a Tempo
di Menuetto poco Adagio section, it is marked Allegro and Alle-
gretto respectively. A hornist familiar with Rosetti’s unique
harmonic and formal gestures could guess the composer at
a glance. This concerto is comparable to Rosetti’s other horn
concertos, neither better nor worse. The pubhcatlon aspects
of this edition are all excellent. W. S.

©

Préface en Noir et Jaune pour Cor et Piano by Roger Lersy.
Editions Combre, 24 boulevard Poissonniére, 75009 Paris. T.
Presser Co., 588 N. Gulph Road, King of Prussia, PA 19406-
2800. 2000. $19.95.

“Preface to Night and Dawn"” by Roger Lersy is a relent-
lessly dramatic composition for horn and piano. The com-
poser is a painter, sculptor, designer, and mosaicist, who stud-
ied piano at a young age and, at the university level, only
counterpoint. The freshness of this work’s form, as outlined
below, might be explained by his background or lack thereof.

The seven-minute work opens with a “very free” sec-
tion in 12/4 (unmarked), which evolves into a demonic
march in 4/ 4, with erratic accelerandi and ritardandi. The open-
ing is then repeated without alteration, followed by a sensa-
tional Allegro, with cascading figures in the piano. This sec-
tion builds to a climax, then withdraws and builds again.
An Adagio section ensues, opening as a distant processional
(like a dissonant version of finale to Resphigi’s Pines of Rome)
and culminating in another peak. That section begins again
slower, accelerating and growing in volume to a glorious
conclusion on a D major chord, which fades over two bars to
pianissimo.

The horn part demands stamina and power—the high-
est notes (b-flat" and b") are sustained at a fortissimo level.

Low range is not an issue as the solo descends only to c. The
piano part is quite challenging but for only a few measures.
Because this publication will be somewhat difficult to locate
and its 20™-century competition is so strong, it may not re-
ceive as many performances as it deserves. W. S.

©

Songs of Provence for Horn and Piano by Russell Denwood.
Emerson Edition, Windmill Farm, Ampleforth, York Y062
4HF England. 2000.

Here are three colorful Grade 4 (of six) movements for
horn and piano based on French folk songs. The first move-
ment is Les Tres Capitanis and Lisetto, followed by Bello Viergo
Couroundado and La Fluito and La Targo. In the British tradi-
tion, a separate E-flat horn part is provided. Although there
is one written b" (for horn in F, with optional octave dis-
placement) in the third movement, the range is generally the
two-octave g to g". Likewise the piano part is rather uncom-
plicated. W. S.

Six Albanian Folksongs for Horn and Piano by Thoma
Simaku. Emerson Edition, Windmill Farm, Ampleforth, York
Y062 4HF England. 1999.

Of the six Albanian Folksongs in this collection, five are
approximately one minute in duration and one about thirty
seconds. Albanian folk music is generally modal and charm-
ing to the ear. Although parts for both F and E-flat horn are
included with the publication, the written ranges listed be-
low are for horn in F. The Radiant Bride encompasses only g'
to e", performed at a moderate tempo. The White Dress has a
range of f' to f'. The Wedding Song is in the key of A minor
and has the narrow range of a' to f". Song of the Forest is both
the briefest and the lowest in tessitura: d'tod". Two Flowers
Over the Mountain is in E minor, also within a d' to d" range.
The last movement, The Blossoming Rose, again only ranges
from d' to d" but includes no rest for the hornist. Clearly
these are aimed at the younger horn player, possibly in the
later part of the first or early second year of study. The modal
aspects are interesting but the music is otherwise not par-
ticularly challenging. The collection is recommended at least
as reading music for the younger hornist. W. S.

O

The Glass Bead Game for Horn and Orchestra with a piano
reduction by James Beckel. Hal Leonard Corp., 7777 W.
Bluemound Rd., P.O. Box 13819 Milwaukee, WI153213. 1997.
$12.95.
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Originally conceived for horn and orchestra, this com-
position was reviewed in 1998 in its chamber version for
horn, harp, percussion, and piano. It is a programmatic work
based on the novel of the same title by Hermann Hesse. The
writing is idiomatic, colorful and expressive for a professional
level hornist. After its inception, the composer created the
alternate chamber version, then one for horn and band. This
can be heard in a first-class rendition by Richard Graef, horn,
and the DePauw University Band (<www.depauw.edu/
music.band>) recorded by Mark Custom Recording Service
(markcustom@aol.com). This piano reduction, edited by
Sheryll McManus, is a final attempt to make the concerto
more accessible. Similar to any work originally intended for
a larger venue, The Glass Bead Game is best heard in its or-
chestral or band version, second in the chamber reduction,
and finally with piano. In all four versions, the depth of the
musical conception and the strong, idiomatic horn writing
remain. W. S.

Freedom’s Hope for Brass Quintet (with optional percus-
sion) by James Beckel. Email: Musbeck@MSN.com. 1995.

Besides the five brasses, the composer has scored this
patriotic sounding five-minute work for as many as three
percussionists performing on ten instruments. If fewer per-
cussionists are available, the composer leaves the choice of
instruments to the performers. The composition begins
slowly and softly, building with fanfare figures to a rollick-
ing Allegro. Here the listener will be reminded of a great deal
of music now written for wind ensemble: energetic rhythms
under a sweeping John Williams-type theme. The main
theme is treated to several permutations but remains recog-
nizable and “pop” rhythms add a dimension of accessibility
for a general audience. Although the first B-flat trumpet part
only climbs to a written b", a professional level quintet is
needed to adequately perform the grand sweep of the mu-
sic, its wide dynamic range, and quick technical passages.
That the composer is also a brass player (trombone) is clear
from his idiomatic writing. In an era of renewed patriotism,
this is a timely composition. W. S.

©

Stone Pond Suite for Woodwind Quintet by Jerry Germer,
edited by William Pardus. Creation Station, P. O. Box 301,
Marlborough, NH 03455-0301. 2001.

According to the preface, this quintet was written by the
bassoonist in the New Hampshire-based quintet, Quintes-
sence. It is a “tone poem” in three brief movements that at-
tempts to evoke the impressions of a local pond during the
summer and fall. The first movement, “Summer Afternoon,”
is lyrical and colorful. The second, “Water Sprites,” is in an
ABA form with a quicker A section. “Autumn,” the third
movement, is slow and features the horn and bassoon to
some degree, although the horn only ascends to written g".
This is a pleasant quintet for a strong junior high or interme-
diate high school quintet. A college-aged ensemble might
include it as a good “filler” piece on an otherwise compli-

cated recital. Although an older ensemble might reject the
quintet on the basis of its homespun titles, the musical con-
tent is good for a quintet (Grade 4 in difficulty). W. S.

O

Reviews of Hans Pizka’s new publications were begun in the pre-
vious issue of The Horn Call and continue below. This set of re-
views features his new editions for horn ensemble. The next issue
will include music for horn in mixed chamber music. The publica-
tions below can be obtained from Hans Pizka Edition, D-85541
Kirchheim, Germany, or through Email: hans@pizka.de. W. S.

Arie des Singers aus Der Rosenkavalier by Richard Strauss,
arranged for five horns by Karl Stiegler (1995).

This beautiful slow aria from Der Rosenkavalier, arranged
by Karl Stiegler, is only about two minutes in duration, how-
ever there is a marking to repeat the aria piu mosso. While
the music is excellent and well transcribed, it is too brief to
stand alone, unless used for a ceremony, such as part of a
church service. It would be an excellent selection for the
middle of a horn ensemble program, performed either as a
quintet or by multiples of five.

Sechs Hornquintette by various composers (2001).

Included in this collection are Erinnerung an Karlstift by
Joseph Richter, Marsch by H. Schantl, Frisch auf zur frohlichen
Jagd by Julius Negwer, Jagdintermezzo by Georg Kail, Das
Judenberger G’ laut by Gauby, and In heller Mondnacht by Anton
Wunderer. If you are looking for late 19-century horn quin-
tets, this set is recommended for its quantity. With scant mu-
sic for horn quintet, this collection has a limited but intense
audience. Two fifth parts are provided: one for horn in F
using “new” bass clef notation and another in C for Viennese
Basshorn or trombone. Unlike most of the horn ensemble
music reviewed here, the lowest part is printed entirely in
bass clef, which is much easier to read.

Halali (After the Hunt), op. 44, for 8 Horns by Josef Rich-
ter (1999).

This merry octet for hunting horns, revised in an undis-
closed fashion by Hans Pizka, encompasses a written range
of B-flat to b-flat". The only negative aspect of this publica-
tion is the eighth part, which alternates between new bass
clef notation and treble clef with several ledger lines. This
appears to be one of two horn ensemble works reviewed
here to use “modern” bass clef notation.

Zwei Mirsche for 8 Horns: Unter dem Doppeladler by J. E.
Wagner and Steirischer Alm-Marsch by Joseph Schantl
(1986/2001).

Although the first march was composed by J. F. Wagner,
it was arranged for 8 horns by Joseph Schantl. Both are fine
German marches, but where the first march only ascends to
g" for the first horn, the Alm-Marsch is decidedly higher to
written d™!
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Fiinf Jagdlieder, op. 137, b y Robert Schumann, arranged
for 8 horns by Hans Pizka (1995/2000).

Hans Pizka took these popular hunting songs for four-
part men’s chorus and four horns and simply transcribed
the voice parts for another quartet of horns. The four horns
generally doubled the voices in the original so parts 1 and 5,
2 and 6, and so forth, are identical in most respects. While
the parts, all notated in treble clef, have the songs in the cor-
rect order, the score oddly places the fifth song after the first.

Andacht im Walde (Prayer in the Forest) (orig. 1888) for 8
horns by Josef Richter (1999).

Although there is no tempo marking, one would assume
a slow Andante is appropriate. This octet was written for
hornists of the 19* century and remains performable by
hornists of this era who are able to sustain long melodies
that peak at high decibel levels. There is one b-flat" for the
first horn and the eighth reaches down to G in old bass clef
notation. At one point, over the course of seven measures,
there are six clef changes in the eighth part!

Die Jagd (The Hunt), op. 41, for 8 horns by Josef Richter
(1999).

Here is another straight-forward hunting work for eight
horns. As argued above, the only problem is the notation for
the eighth part, which vacillates between old bass clef nota-
tion and treble clef with ledger lines. In this octet, the first
horn has a few written b-flat"s, with the eighth descending
to B-flat for all tonic chords.

Scherzo aus der Symphonie No. 4 by Anton Bruckner, ar-
ranged for 12 horns by Hans Pizka (2001).

Another arrangement of this movement, reviewed a few
years ago, exists for eight horns by Friedrich Gabler. Both
are in the original key, however adding four horns does not
make Pizka's version easier. The first horn spends consider-
able time above the staff with many ¢''s and two c#"'s
(Gabler’s arrangement has only one ™). Once again, the most
awkward part to read is the twelfth which oscillates between
treble and bass clef (old notation) in a rather illogical man-
ner. In addition to a very strong first horn, parts 2, 3, 5, 7,
and 9 have passages above the staff. A conductor should
examine the score carefully before making part assignments.
This is the type of arrangement that is well received at a horn
symposium when performed by a strong ensemble.

©

Asignificant amount of solo and chamber music for horn from
the 18" and 19" century has been published-recently by the Robert
Ostermeyer Musikedition in Leipzig, Germany. As of June, 2002,
there are over 100 works in his catalogue and it is increasing regu-
larly. A list of Ostermeyer’s publications can be viewed at his
website <www.corno.de>, which also includes much information
of interest (in both German and English) regarding the music he is
publishing as well as on the horn in general.

Book and Music Reviews é

Ostermeyer’s catalogue includes some works that have not
been published, and others that are known in various editions. Some
of the works are welcome additions to the repertory and are worthy
of performance, others are largely of historical interest. For each
piece Robert Ostermeyer has included useful notes (in German)
with information on the composer, sometimes indicating the prov-
enance and editing procedures, or details on the hornists for whom
the work was written. These are not “scholarly” editions with uni-
formly detailed editorial procedures and background information;
however, they include more information than most editions, and
this is gladly received. Overall, the pieces are attractively produced,
and are relatively inexpensive as European editions go, though the
editing and paper quality is not at the level of major publishers
such as Henle or Birenreiter. The “ROM” numbers used in these
reviews refer to the “Robert Ostermeyer Musikedition” catalogue
numbers. Tom Hiebert, Fresno State University.

25 Duos for two horns, op. 2, by Joseph Kenn (ROM 69).

In his monumental Méthode of c. 1824, Dauprat praised
the duos of Kenn (1757-c. 1819), recommending them for
study and going so far as to print excerpts from the duos to
illustrate points on phrasing and ornamentation. A profes-
sor of horn at the Paris Conservatoire from 1795 to 1802, Kenn
had been the teacher of Dauprat, thus it is logical to assume
that the duos were used by instructor and student. Most of
these attractive duos have been published by Wind Music in
30 Duets for Horn by J.J. Kenn in 1979; however, Ostermeyer’s
source (Simrock from c. 1800) is different since the 25 duos
here are printed in a completely altered order, and he in-
cludes two duos not found in Wind Music’s publication. One
of these, Duo No. 25, appears to be a curiosity: it is a very
early (if not the earliest) written example of multiphonics
for horn, doubtless a novelty in its time. Multiphonics are
required—though no written indications are given in the
music—as indicated by the sections where two notes are
printed in the second hornist’s part: a lower pedal note to
play and an upper note to sing, similar to the way one ex-
ecutes a section of the cadenza in Weber’s Concertino. Dauprat
mentions that the duos would be good material for students,
as they are short arrangements of arias (e.g., one recognizes
Plaisir d’amour in No. 20). Indeed, they are all short binary
and ternary form duos, and range-wise the parts stay largely
in the staff, making brief forays into the upper or lower reg-
isters. Stylistically, the duos bear some resemblance to those
of Duvernoy and would be effective works performed ei-
ther on hand or valved horn with their occasional
chromaticisms. T. H.

Variationen fiir Klavier und Horn iiber die Cavantine [sic]
aus der Oper “Der Augenarzt” by Nikolaus von Krufft
(ROM 66).

Known to many hornists for his Sonata in E for Piano
and Horn (first published in 1812, and more recently by
Birdalone Music) Nikolaus von Krufft (1779-1818) also wrote
this set of variations for horn and piano. Ostermeyer notes
that the work was originally entitled “Variations pour le pi-
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anoforte avec cor obligé sur la cavantine [sic] del'opéra “Der
Augenarzt” (Variations for piano with obbligato horn on the
cavatina from the opera “The Occulist”). According to
Ostermeyer, Adalbert Gryowetz wrote the “The Occulist” in
1816, however the date of these variations is not known.
Dedicated to the first horn of the Hofkapelle of Mecklenburg-
Schwerin, Friedrich Bode, this work is like others for piano
and horn (not horn and piano) in that it contains a formi-
dable piano part with a playable horn part (on hand or valved
horn), and is thus in tradition of works for piano with horn
obbligato-like the sonatas of Krufft, Beethoven, and Danzi.
Though it is a relatively long work, it is not serious or pro-
found but rather possesses a certain Viennese charm, clearly
operatic and “buffo” in style. After an Adagio sostenuto
opening section, the work becomes more engaging with an
Allegretto theme and a set of seven variations. Moving
through distinct settings of the theme one arrives at the cli-
mactic Variation 6, that includes a cadenza, and ultimately
to Variation 7, a folksy fresh Allegro moderato alla Scozese
(that is, in the manner of a Schottische) which functions as a
fitting finale. Compared to von Krufft’s Sonata these varia-
tions in F are technically similar in that the horn part lies
largely in the middle range, and similarly, it is a playable
and enjoyable work. T. H.

Exercice fiir Horn mit Begleitung des Pianofortes by Johann
Gottfried Schuncke (ROM 56).

Johann Gottfried Schuncke (1777-1861) was one of a
whole family of Schunckes that excelled in horn playing at
the beginning of the 19" century, and this work clearly dem-
onstrates the high level of virtuosity that some players of
the natural horn possessed then. In his notes, Ostermeyer
suggests that the work was composed around 1820 and that
it may have been intended as an encore piece. Though this
may be true, one would have to have quite a bit of lip re-
maining to make it through successfully due to the technical
demands both in terms of range and flexibility. While simple
harmonies characterize this piece—a “theme” and set of 8
variations for horn and piano in E major—the technique
needed to perform it is anything but simple. Aptly entitled
Exercice, the work is etude-like with virtuosic passages ris-
ing numerous times to written e"', rapid arpeggios and large
leaps, reminding one of Weber’s Concertino or some of
Czerny’s works for horn and piano. While there is quite a
bit of repetition, a clever combination of the theme and figu-
ration is found in Variation 7. Printing errors are few, though
the chord in the piano opening Variation 4 (an E minor 9*
chord) is clearly a mistake. A true workout, the piece is very
much the horn solo with piano accompaniment, though a
few of the piano interludes are a bit tricky. This is a pleasant
piece with some formidable technical challenges for the horn
player. T. H.

2. Konzert Es-Dur fiir Horn und Orchester by Anton Teyber
(ROM 53b).

This work, a first edition based on a manuscript found
in the Gesellschaft der Musikfreunde in Vienna, is the sec-

ond known concerto for horn written by the Viennese com-
poser Anton Teyber (1756-1822). Unlike Teyber’s first con-
certo in E-flat (published by Doblinger in 1976) whose
tessitura lies quite high, his second sits more in the middle
register, and is thus more comfortable to play. In his notes,
Ostermeyer points out that Teyber was a friend of W. A.
Mogzart. This prompts some comparisons with Mozart's well
known concertos; for example, that the demands in terms of
range in Teyber’s second concerto are similar to those in
Mozart’s concertos K. 495 and K. 417 respectively, and that a
certain passage in Teyber’s second concerto is similar to one
in Mozart’s concerto K. 447. Though no date is known for
the work, Ostermeyer suggests the Viennese hornists Joseph
Leutgeb or Jakob Eisen, as possible performers of this con-
certo.

The first movement is nice, not completely predictable,
with messa di voce opportunities from the outset. An
Andantino with some interesting chromaticisms follows in
the second movement. The manuscript of the third move-
ment was left incomplete at the end, and Ostermeyer has
completed it appropriately, using material from earlier in the
movement. The final movement does not follow the rollick-
ing Rondo-in-6/8 pattern found in the third movements of
Mozart’s horn concertos; rather, it is in cut time and has more
the feel of a trumpet voluntary. This is an attractive work for
those who would like to perform a piece stylistically related
to Mozart’s concertos. Like the horn part, the piano reduc-
tion is quite playable. T. H.

Concerto in E Major for Horn and Orchestra by Friedrich
Witt (1770-1836) (ROM 62).

Based on an autograph, this is another of Ostermeyer’s
first editions. Composed in 1795 for Joseph Nagel, a hornist
at the Oettingen-Wallerstein court, Witt’s Concerto in E, while
basically Classical in style, is more Baroque in terms of range
demands. High range requirements in this work, Ostermeyer
points out, are similar to those in solo works intended for
first horn of Sperger, Teyber, and Fiala, among others. The
range, climbing up to e"" numerous times, puts it off the charts
for most players. The first movement is lengthy, and though
there are isolated passages that are quite nice, one gets the
feeling that it is a bit patched together. The second move-
ment, a Romance in the parallel minor, is more playable than
the outer movements, though it is somewhat predictable. The
third movement, arondo in 2/4, opens with a catchy melody;
however, the passage work, again very demanding techni-
cally, is quite repetitious and leaves something to be desired
musically. For those few who could play this piece, one might
question if it is worth the effort. Certainly a tribute to Nagel's
formidable high range, this piece is for someone who wants
a true challenge in their clarino range. T. H.
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SKIP SNEAD, RICHARD WATKINS, DAVID OHANIAN, MICHAEL THOMPSON

he TransAtlantic Horn Quartet debuted at the
Royal Academy of Music in London in 1998
and has since developed a reputation as one of
the premier ensembles in this genre worldwide.

Featuring
All major works from the traditional horn
quariel repertoire and newly-commissioned

works composed for the ensemble.

Performances can include standards from
trio, duet, and solo horn literature.

Concerlts, masterclasses, and full residencies
are available.

Contact the TransAtlantic Horn Quartet for

) ) more information on tour dates, availability,
For more information and scheduling.

TransAtlantic Horn Quartet
205-348-4542
ssnead@gallalee.as.ua.edu

RICHARD M. SERAPHINOFF

Historical Instrument Maker
(]

Classical Orchestra Horn and Cor Solo in French and German styles
(A=430 or 440)

After Antoine Halari (Paris, ca. 1810)

with optional two-piston detachable valve sections (Périnet design) for the Orchestra Horn
After Leopold Uhlmann (Vienna, ca. 1830)

[

Baroque Orchestra Horn after J. W. Haas (A=415)
(Niirnberg, early 18th century)

With terminal crook & couplers

-

e
Mouthpieces
Classical Sheet Metal Mouthpiece in Brass or Sterling Silver

[

For more information, prices, and delivery time, please call, write, or fax:
2256 Birdie Galyan Road, Bloomington IN 47401 USA
Phone/Fax: 812-333-3114 « New Website Address: seraphinoff.com
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Jerome | NHATTAN SCHOOL OF MUSIC
Erik Ralske

O GRADUATE PROGRAM IN
EE8  ORCHESTRAL PERFORMANCE

3 f___

= ' *We have devoted our lives to the art of orchestral
' \ performance, and are looking for serious horn
students who share the same commitment. Our
goal'is to thoroughly prepare students for achieving
the career of their dreams.”

—JEROME ASHBY

Assaciate Principal Horn
New York Philharmonic

ERIK RALSKE

Third Horn
New York Philharmonic

Orchestral Performance with Manhattan School of Music faculty members, the |
pal Horn of the New York Philharmonic, Jerome Ashby, and the Third Horn of the
armonic, Erik Ralske. Learn audition skills through mock auditions, master classes, ‘
nals and coachings with some of America’s orchestral leaders. Plus, receive

iness of orchestral music and community and educational outreach through ‘
tion—hailed as a national model for outreach training.

thiinternationally acclaimed conductors, including: Kurt Masur, Jerzy Semkov, ‘
waczewski, Yuri Temirkanov, Sergiu Comissiona, James Judd, -'
Zu n, Julius Rudel, Sidney Harth, Joseph Silverstein, Lawrence Leighton Smith, ‘
Schuller, Ro jert Spano, George Manahan, Peter Oundjian, David Gilbert, and |
lucting Studies and Artistic Advisor Zdenek Macal.

Ll 2 ter of Music, Postgraduate Diploma and Professional Studies Certificate programs.

n and admissions information, please contact:
irector of Admission

Marta Istomin, President Ismnyc.ed ‘




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. The Horn Call does not
guarantee a review for every recording received; publication of re-
views will be at the discretion of the editors. Readers interested in
obtaining discs from this column are urged to place orders with
dealers or record stores in your area. Should none of those dealers
be able to assist you, readers may contact one of several reputable
USA suppliers: 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

Albany Records, 915 Broadway, Albany, NY, 12207, Tel. 1-518-436-
8814 <www. ALBANYRECORDS.com>.

AOC Classic <www.canavese.it/antichiorgani>.

Band du Soleil, /o Music Presentations, 64 Rustic Trail, Flemington,
NJ 08822, Tel. 1-908-788-3027, <info@banddusoliel.com>.

BBC Legends, c/o Koch International, 2 Tri-Harbor Court, Port
Washington, NY 11050, Tel. 516-484-1000, <www.kochint.com>.

Crystal Records, 28818 NE Hancock Road, Camas, WA 98607, Tel.
360-834-7022, <www.crystalrecords.com>.

Denver Brass, 2253 Downing Street, Denver, CO 80205, Tel. 303-
832-4676, <www.denverbrass.org>.

Forlane, c/o0 Allegro Distributors, 14134 NE Airport Way, Portland
OR 97230, Tel. 800-288-2007, Email: umip@gofornet.com.

Hungaroeton, ¢/o0 Qualiton Imports, 24-02 40" Avenue, Long Island
City, NY 11101, Tel. 718-937-8515; or Nagy Jeno u.12, H-1126
Budapest, Hungary, Tel. [+36-1] 202-2088, <www.hungaroton.hu/>.

Mark Custom Records, 10815 Bodine Road, Clarence, NY 14031-
0406, Tel. 716-759-2600, <www.markcustom.com>.

Produccions Musical, Grabacio i Edicions Fonografiques; Mayor, 11-
b.46220; Picassent (Valencia); Tel. 96-123-4986, or c/o Vicente Zarzo,
Avila #4 (Urb. Cuatro Vientos), E-46185, La Pobla de Vallbona, Spain.

Quinton, Millennium Tower 29, Handelskai 94-96, A-1200 Vienna,
Austria, <www.quintonrecords.com>.

Richard Burdick, 1728 Coloma Way, Woodland, CA 95695-5614,
Tel. 1-530-661-2442, <www.i-ching-music.com>.

Sotone, ¢/ o Steven Ovitsky, Milwaukee Symphony Orchestra, Tel.
1-414-559-1756,<SotoneCD@aol.com>.

©

O Holy Night. The Denver Brass, Susan McCullough and
Jack Herrick, horns. DB 8835. Timing 74:49. Recorded Janu-
ary 6-9, 2001 at Bethany Lutheran Church, Englewood, Colo-
rado.

Contents: Trad. Welsh, arr. Kay/ Singleton Deck the Halls

Adam, arr. Stallings O Holy Night

Les and Carol Stallings Laudes

arr. Fox and Hebble Good King Wenceslas

Williams. arr. Singleton Greensleeves

American Spiritual, arr. Dawson Ain’a that Good News

App. Folk Song, arr. Niles/Horton I Wonder as I Wander

Handel, arr. Stallings Joy to the World

Anderson, trans. Singleton Sleigh Ride

Berlin & Torme, arr. Hanson Christmas Favorites

Coots, arr. DiJulio Santa Claus is Coming to Town

Gruber, arr. Stallings Silent Night

Wade, arr. Rutter O Come All Ye Faithful

The Denver Brass has produced another CD exhibiting

sterling brass writing and playing. Outstanding perfor-
mances of excellent compositions and arrangements are just
what I would expect from this stellar ensemble. The only
criticism that I have regarding the playing is that in a few
instances the high trumpets don’t take over with the flair
and power that I would hope for and expect. Also, the lis-
tener who expects a full CD of The Denver Brass will be a bit
disappointed. There are too many vocal and organ moments
here. The singing is pleasant but nondescript. On composi-
tions such as Les Stallings’ Laudes, the voices are important
to tell the Christmas story, but I would rather hear more of
the brass. Laudes is a well-written composition that seems to
draw on a variety of styles and musical periods to put to-
gether a very moving musical account of the story. All of the
other selections display excellent writing. The brass playing
is sweet and tender, brilliant and shining, bold and exuber-
ant. Susan McCullough and Jack Herrick give first-rate per-
formances. Their playing is exceptional. I'm sorry if I sound
critical or disappointed in this CD. I was neither of those
things. I only wish that there was nothing on this recording
to take time and attention from the Denver Brass and their
usual high level of virtuosity. Calvin Smith

©

Joyaux de la musique de chamber avec cor. Daniel Bourgue,
horn, with Vladislav Grigorov, horn, and the Sofia String
Quartet. Forlane 16827-2. Timing 70:23. Recorded in the Sofia
Methodist Evangelical Church, June and July 2001.
Contents: W. A. Mozart Quintet in E-flat major, K. 407

Carl Philipp Stamitz Quintet, op. 11, no. 3

Franz Anton Hoffmeister Quintet

Wilhelm-Gottlieb Hauff Quintet

L. v. Beethoven Sextet, op. 81b

Daniel Bourgue and friends have recently brought out a

terrific disc of 18*-century works for horn(s) and string quar-
tet. This is an excellent compilation for both the chamber
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music devotee and the novice, arguably the most important
works of the genre of the time. Remember that both the Mozart
and the Stamitz use an unusual string quartet: one violin and
two violas along with the cello. While the high Fs seem a little
flat to the strings in this recording, it is otherwise a fine set of
elegant performances by one of the premier artists of the 20®
century. Mr. Bourgue makes sailing up to the high B-flats seem
effortless.This is a piece that all hornists need to experience
and to enjoy, especially the gorgeous slow movement. The
Stamitz, Hoffmeister, and Hauff pieces have only two move-
ments each. Whether or not this is because other movements
were lost or were never composed, these other examples from
this genre are musically convincing. The other major work on
the disc is Beethoven’s 1794 Sextet for two horns and strings.
It, too, is a mainstay in the repertoire and should be explored
much more by players and listeners alike. While the tempi in
this recording are a bit deliberate, they allow for an even more
appreciation for especially the pedal-notes passage for sec-
ond horn in the last movement as well as some superb style
and phrasing all around. John Dressler

Virtuoso Music For Horn and Piano. Eric Ruske, horn, Pedja
Muzijevic, piano. Albany Troy 456. Timing 62:13. Recorded
at the American Academy of Arts and Letters, New York,
January 3-5, 2000. All arrangements are by Mr. Ruske, ex-
cept where noted.
Contents: Rafael Mendez Valse Suriano; Jota

Gioacchino Rossini Prelude, Theme, and Variations

Cesar Cui, arr. Wekre Perpetuum Mobile

Carl Czerny Erste Fantasie, op. 339, no.1

Fryderyk Chopin Valse, op. 644, no.1

G. E Handel Aria con Variazioni

Vittorio Monti Csardas

Jean Frangaix Canon in Octave

C. Saint-Saéns Romance, op. 36

Marin Marais Le Basque

J. B. Arban Fantasie & Variations on the Carnival of Venice

If one were initially to see only the program on this CD,

and not the solo artist, they could easily believe that some
strange union between a piano soloist and a cornet virtuoso
has occurred. What better way to explain Czerny and Chopin
mingling with Raphael Mendez and Jean Baptiste Arban. Wait
a minute! There’s some Frangaix and Saint-Saéns here too!
And look, that Rossini is a horn piece! This is not the usual
horn CD programming. Eric Ruske has recorded a delightful
and stunningly virtuosic program. The usual “horn pieces,”
ak.a. Rossini, Frangaix, Saint-Saéns, and Marais (it is ‘ours,’
isn’t it?), are performed with wonderful character and style.
The pieces that are “borrowed” literature are arranged so ex-
pertly that I am quite sure that the composers would be very
pleased. The performances of Mendez and Arban are the best
examples a listener could hope for in two areas. The perfor-
mances put the music first and are perfectly suited to the char-
acter of each piece. While this stunning musical expression is
being demonstrated the virtuosic display is almost unbeliev-
able. Eric Ruske puts the flair and passion into these pieces
that they require and is able to do that because his technical

skills are so immense. He can play the music from his heart
with seemingly no physical or physical restrictions. This CD
is marvelous—abundant technical flash that is nevertheless
secondary to the musical expression. Pedja Muzijevic is all
anyone could hope for in a collaborator. The piano playing is
as strong as it is sensitive. The recorded sound of the piano is
marvelous. It is clear and present with warmth and strength.
I was very impressed. You will love this CD. C. S.

Horn Americana. Robin Dauer, horn, with Dennis Hay, pi-
ano. Mark Custom Records 4152-MCD. Timing 55:02. Re-
corded at the Nettleton Baptist Church, Jonesboro, Arkansas,
and Mississippi County Community College, summer, 1998.
Contents: Paul Holmes Serenade

Leonard Bernstein Elegy for Mippy I

Anthony Donato Sonata

Gunther Schuller Nocturne

Quincy Porter Sonata

W. Presser Fantasy on the Hymn Tune “The Mouldering Vine”

Arthur Frackenpohl Largo and Allegro

Here is a fine recording bringing together several differ-

ing aspects of American composition: sensitive melodic
shapes, abrupt and percussive passages, artful weaving of
conjunct and disjunct slow expressive figures, and bold tech-
nical stopped and muted contrasts. Dauer is adroitand nimble,
musical and creative, flexible and meticulous. His warm tone
fits these pieces in every way. This recording serves as a
“corno”-copia of some lesser-known American horn works,
all of which deserve much more public display. It is particu-
larly good having the Donato, Porter, and Frackenpohl on one
disc; they are solid works played very well, performances that
serve as a model for others to emulate. The Hindemith-Heiden
influence in American music is heard throughout this disc.
Some may know the Schuller work as the second movement
of his first concerto; written when he was only 17, several
Impressionistic traits are detectable, including a motive remi-
niscent of the horn solo in Ravel’s G major piano concerto.
This is a fascinating and rewarding disc that you will want to
add to your collection. J. D.

Mauve. Arkady Shilkloper, horn and alphorn, with Alegre
Correa, guitar, Georg Breinschmid, bass, Endrigo Bettega,
drums, and Klaus Dickbauer, clarinet. Quinton 0106-2. Tim-
ing, 40:37. Recorded at the Hey-U-Studios, Vienna, January
15-21, 2001.
Contents: Shilkloper: Kobra; Dance Seven

Correa: Presente to Moscow; Bachiao; Vindobona; Amigo de

Infancia; Tema Nuova
Torff Manhatten
Shilkloper Funk Rag
The latest Shilkloper disc released in 2001 is an impres-

sive and effervescent exploration of jazz technique involv-
ing horn—from straight ahead to progressive elements, it’s
all here. From tuneful, energetic, and laid-back melodies to
frenetic improvisation and more ambitious development of
themes and colors, this recording is a “must.” With a variety
of friends here (drumset, clarinet, guitar, bass), the timbres
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blend into a complimentary medium of total satisfaction.
These pieces range from 2-1/2 to 6-1 /2 minutes each in length
and could readily be incorporated into an otherwise “tradi-
tional” solo recital. I was particularly amazed at the won-
derful effect Shilkloper generated with alphorn in two of the
tunes; it has a bit of flugelhorn sound to it here while still
possessing its own inimitable timbre. This is a brilliant as-
sembly of pieces played in terrific fashion. Even the sections
of scat-singing fit in just right. J. D.

4.5 Inch Single. Richard Burdick, horn, with Vicki Trimbach,
piano. [privately produced, no catalog number] Timing 17:19.
Released 2002.
Contents: Aaron Blumenfeld Sonata 1980

This work features a very tuneful horn part throughout.
It utilizes about a two-octave compass with a rather conjunct
movement. Perhaps an electronic keyboard was used in this
recording, as there are some pitch problems evident between
the horn and the lowest notes of the accompaniment. This is
an easy listening, first-hearing piece; it may conjure ideas of a
cross between Alec Wilder and pre-1950 Hindemith to the lis-
tener. Several rocking ostinato patterns, which alternate be-
tween solo and accompaniment, permeate the piece. The 17-
minute work is cast in a moderato-slow-moderato three-move-
ment layout. Because the horn part generally languishes on
notes of longer duration, the work tends to have a sameness
to it. However, as such, it is truly a tone piece for horn with-
out technical demands or much rhythmic agility, uses of mutes,
stopped horn, or other more contemporary facets. From the
liner notes, the composer is well versed in classical music, jazz
improvisation, and music of the Jewish liturgy. This work com-
bines elements of all of these styles. J. D.

Howlers. Richard Burdick, horn. [privately produced, no
catalog number] Timing 59:22. Released 2002.
Contents: Louis-Frangois Dauprat Duos [20], op. 14.

On first hearing the timbre of the horn seems wide, not
as centered as expected; sometimes it is difficult to hear tun-
ing and intonation between the parts. But while there is some
tempo unsteadiness between the two parts, this recording is
a good example of the complexities involved in over-dub-
bing, especially utilizing natural horn. Pedagogically, this is
also an important recording, which highlights horns in B-
flat, C, D, E-flat, F, G, and A. All twenty duets of this opus
from this major French composer/performer of the 19* cen-
tury are contained on this disc. This recording also serves
well to demonstrate ornaments and the degrees of flexibil-
ity needed for changes of hand position in natural horn per-
formance. Dauprat is a major figure in horn history; his works
are tributes to the handhorn and serve as terrific challenges

tousall. J. D.

BBC Legends. Dennis Brain, horn, with The Dennis Brain
Wind Ensemble, The English String Quartet, Wilfrid Parry

Recording Reviews Q

and Cyril Preedy, pianos. BBC Legends BBCL.4048-2. Tim-
ing 72:01. Recorded at BBC Studios, London, February 15,
1957 (Brahms), February 18, 1957 (Mozart), and in Usher Hall,
Edinburgh, August 24, 1957 (Beethoven, Dukas, Marais).
Contents: L. v. Beethoven Quintet in E-flat Major, op. 16

Paul Dukas Villanelle

Marin Marais Le Basque

W. A. Mozart Quintet in E-flat Major, K.407

Johannes Brahms Trio in E-flat Major, op. 40

I am sure that there will not be much disagreement with

my assessment of the horn playing on this recording! Just
knowing that it’s Dennis Brain will be enough to set your ex-
pectations extremely high, and upon hearing this CD, you will
not be disappointed. In the approximately forty-five years
since his death, horn playing and recording technology have
changed greatly, but a Dennis Brain performance s still a mar-
vel and any of us can learn much from this extraordinary mu-
sician. After hearing a Dennis Brain recording, I am always
reminded that the music is the important part and that tech-
nical challenges shouldn’t determine our interpretation. At
least that is my goal, even if I don’treach it as often asI would
like. The compositions here are among the best in our reper-
toire. These chamber works by Beethoven, Mozart, and
Brahms are as good as chamber music gets. Villanelle is unique
among horn solos. It has a character and sound that is un-
matched. Hearing Le Basque played by Dennis Brain sets an
ideal standard for all of the rest of us. This recording has been
remastered wonderfully. The sound is clear and precise with
warmth and depth. The impression of being very close to the
performers is strong in the live performances. Breathing and
page turning sounds are heard at certain moments. The mu-
sic making is wonderful. I enjoyed it very much. The BBC
should be heartily thanked for this and other re-issues of Den-
nis Brain performances. C. S.

©

Aubrey Brain. Aubrey Brain and Francis Bradley, horns,
with Adolf Busch Chamber Orchestra; Royal Symphony
Orchestra; Marion Brain, piano; Spencer Dyke, violin; and
York Bowen, piano. Sotone CD-104. Timing 68:03. Transfers,
restoration, and mastering by Steven Ovitsky from original
recordings from 1926, 1927, and 1935.
Contents: J. S. Bach Brandenburg Concerto No. 1

W. A. Mozart Concerto No. 2 in E-flat, K. 417

Alexander Glazunov Reverie, op. 24

Johannes Brahms: Trio in E-flat major, op. 40

Here is another in the BBC Radio 3’s live broadcast re-

leases. These rare recordings have been meticulously digi-
talized and tonally refurbished using the most modern avail-
able technology from Jiinger, Sonic Solutions, Spectral De-
sign, and others. A wealth of nuance and a dynamic range
faithful to the original have been re-created with remaster-
ing containing superior 20- to 24-bit resolution. In particu-
lar, this disc features two of the earliest important horn play-
ers to make recordings. Here are four different major works
for the horn with which to make comparison to modern discs.
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The Bach was probably recorded with only one microphone,
as the horn seems quite distant except in their duet passages
with the continuo. While the first movement seems a bit pe-
dantic to modern ears, the second Allegro movement is
sprightly, fitting to what we normally hear today. Some won-
derfully delicate high Cs by Mr. Brain here. While the
Menuetto is again performed at a very deliberate tempo here,
the Polacca allows the horns to truly shine through; it is very
easy to hear the “oneness” of these two fine players. The
listener must hear beyond the inevitable scratchiness of the
Mozart. This is arguably the first recording ever of a horn
concerto, dating from 1927. While it does show some tempo
disagreement between soloist and accompaniment, it reveals
the artistry of Brain, especially in the languid slow move-
ment. Judiciously comparing this recording with that of Den-
nis Brain, one will no doubt detect a similarity in timbre and
in the way both soloists approach the low B-flats and Ds in
the Rondo movement. The Glazunov actually sounds as fresh
as one heard this past week. The beautiful phrasing and the
pushing forward a bit of the tempo in the B section for inten-
sity are brilliant. The stopped horn does not sound as
“stopped” perhaps to us today, but nonetheless, the timbre
change there is evident. The tempi of the first two move-
ments of the Brahms are much like those we encounter to-
day. The third movement seems a bit fast, but still shows the
artistry of all three players. The fourth movement is dramatic
and full of intensity and nuance at every turn—a testament
to us all of the highest level of musicianship in the early days
of recording. Sadly, the balance on this recording favors the
violin, but horn players will instinctively lean toward the
horn part in spite of it. J. D.

Parisian Horn Music. Georges Barboteu, Jacky Magnardj,
Miroslav Stefek, Vladimir Kubat, and Alexander Cir, horns;
with Paul Kuentz Chamber Orchestra and Gerard Cartigny
Chamber Orchestra. Sotone CD-102. Timing 47:01. Audio
restoration by Steven Ovitsky.
Contents: J. Mouret 2¢™ Suite de Symphonies
Antonin Reicha Six Trios, op. 82
E Duvernoy Concerto No. 5 in F

Continuing in Mr. Ovitsky’s series is this disc featuring
music of composers living in Paris during the 18% or 19* cen-
turies. Mouret’s suite of seven movements, for two horns,
double reeds, and strings, was premiered in 1729. Its hunt-
ing and pastoral qualities are readily apparent in this 1964
recording. Duvernoy, a French handhorn virtuoso, wrote his
fifth horn concerto in the “cor mixte” style, specializing in
the middle register rather than the “alto” or “basse” catego-
ries of the time. He is probably best remembered as a mem-
ber of the orchestras of the Opéra-Comique and the Paris
Opérabefore his retirement in 1817. Antonin Reicha was born
in Prague, moved to Vienna, and then to Paris in 1808. We
tend to forget that Berlioz, Gounod, Franck, and Liszt stud-
ied composition with him, but hornists who know them al-
ways remember these trios. If for no other reason, acquire
this disc for these six movements alone—truly gems of the
repertoire! In addition to the lesser-known Czech hornists

on this disc is Georges Barboteu. While most of us may know
his etude books, we should remember his artistry in the Paris
orchestras and his work as professor at the Conservatoire.
Many of his solo recordings were available in the USA, but
this Duvernoy recording was not. Find out more about these
rare and historic recordings being admirably produced by
Mr. Ovitsky through his email address in this column. J. D.

©

Horn in Trios. José Zarzo, horn, and members of Ensemble
Isola: Victor Parra, violin, Juan Parra, piano, Radovan
Cavallin, clarinet. Crystal Records CD 771. Timing 67:06.
Recorded at Gabinete Literario, Las Palmas, Spain. July, 1999.
Contents: Johannes Brahms Trio, op. 40
Carl Reinecke Trio, op. 274
Frédéric Duvernoy Trio No.1

This is a wonderful recording by Ensemble Isola and fea-
turing hornist José Zarzo. Mr. Zarzo is currently principal horn
of the Gran Canaria Philharmonic, a position he has held since
1989. He studied at The Hague Royal Conservatory with his
father, Vicente Zarzo. Ensemble Isola plays beautifully. Their
ensemble, balance, intonation, and interpretations make lis-
tening to their CD a pleasure. The recorded sound is full, clear,
and vibrant. The Brahms performance is almost always won-
derful. Sometimes it has a tendency to be slightly pedantic,
but then bursts out into exciting playing. Maybe the pedantic
periods make what follows even more exciting. Overall, the
performance is a beautiful one. The Reinecke trio has been
one of my favorites for many years. It is a work worthy of
more frequent performances. The clarinet tends to lie in its
higher register and the horn is usually in its middle range.
This can invite balance problems, but the performers here con-
quer any potential problems very well. The Duvernoy trio was
not very familiar to me. I knew of it but have never had the
opportunity to perform it. It is a wonderful piece for a hornist
to display a beautiful tone and Romantic expression. Mr.
Zarzo’s tone is full with richness and clarity. He makes the
music exciting with energetic technical proficiency and ex-
pressive lyric skill. It has been a pleasure to hear José Zarzo
for the first time. I expect we will all get to know him much
better in the future. C. §.

Trios for Violin, Horn, and Piano by Spanish Composers.
Vicente Zarzo, horn, Anabel G. del Castillo, violin, Bartomeu
Jaume, piano. Produccions Musicals M.L.C.B., M1033. Tim-
ing 40:19. Recording location not mentioned.
Contents: Claudio Prieto Trio en sol

Francisco L. Pla Inducciones para violin, trompa y piano

Amando Blanquer Improvisacion in trio

Three new trios for violin, horn, and piano have been re-

corded here and they are first-rate works that should be in the
common repertoire, and soon! If this CD is widely heard, 'm
sure that the quality of the compositions and the excellent re-
corded performances will inspire many more performances.
It is interesting to note that for this Horn Call issue I had the
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privilege to hear and write about two CDs that showcase two
generations of hornists, Vicente Zarzo and his son José. While
the son chose to record the oldest and best known trio with
horn,violin, and piano, the father has recorded three contem-
porary works that are clearly in the musical language of the
20* century with mild dissonance, intricate rhythms, and non-
Romantic formal structures. They are, however, very Roman-
tic in the sense of having abundant expressive and emotional
character. All three trios require the performers to be very ex-
pressive and convey a strong emotional impact. The Trio en
Sol has moments of serene beauty amid anxious nervousness.
While its single movement might be considered a bit long
(14:45) by some listeners, it is comprised of several sections
that move freely and frequently from one emotional state to
another which allows the music to have sufficient variety and
interest. This is a very expressive work that requires the hornist
to demonstrate abundant technical control and musical feel-
ing. Inducciones para violin, trompa y piano is a virtuosic display
piece for the hornist, requiring extraordinary flexibility and
control. It would be impossible to describe every bit of this
work’s character and style. Briefly, it is mildly dissonant with
declamatory and lyric expressive lines. Each instrument is al-
lowed to be independent with its own idiomatic characteris-
tics and yet a strong unified feeling is projected. The entire
work progresses from mood to mood and builds to an excit-
ing finish. Improvisacion en trio by Amando Blanquer is com-
prised of six sections that flow easily and without interrup-
tion from one to the next. As in the other works on this CD,
the horn seems to carry the majority of the melodic material.
Mastery of trills and stopped horn is crucial to this work. The
musicis very fluid in character and the disparate voices of the
trio blend well into a satisfactory total. Vicente Zarzo is a
masterful performer. His tone is clear with warmth and depth.
He meets the numerous technical challenges with confidence
and apparent ease. The expressive lines are beautifully con-
nected and flowing. It’s possible that the harmonic language
and structures of these works may not appeal to everyone in
the same way, but I was very glad to hear works that are this
good for trio. Brahms is still the reigning champion, but these

three are very good. C. S.

Band du Soleil. Lawrence Kursar, horn, with Gary Ross, trum-
pet, and Rosetta Senkus Bacon, piano. Music Presentations
MP401011. Timing 62:18. Recorded at My Domain Studio.
Contents: Gershwin, arr. Bacon /Ross Classic Gershwin Medley

Purcell Sound the Trumpet

Mussorgsky, arr. Kursar Promenade; Ballet of Unhatched

Chickens

Rachmaninov, arr. McAlister Vocalise

Manfredini Concerto for 2 Brass

Bizet Pearl Fishers Duet

Puccini O Mio Babbino Caro

Rossini Figaro, Figaro, Figaro

Satie Gymnopedie I, 11, and 111

Recording Reviews Q

Hayes/Ross The Battle of Jericho; Just a Closer Walk with Thee;
Swing Low/Old Time Religion; Precious Lord, Take my
Hand;, Ev’ry Time I Feel the Spirit

Sager/Ross The Prayer

It has taken me quite a long time to get started on this
review. [ just didn’t know how to begin. It's not from lack-
ing any opinions about the Band du Soleil, it’s just that I
didn’t know how to express them and still be polite. I am
sure that they have formed their ensemble and now write
for it, perform, and record with the best of intentions, and
that they have received much encouragement to do so. How-
ever, imagine, if you will, a pops orchestra that is suffering
through the most severe budgetary problems and has had
to cutits personnel to three players. That is my first and con-
tinuing impression. All of the music on this CD is wonder-
ful music, but played in this context it is very unappealling
and unsatisfying. The recorded sound of the ensemble is odd,
at best. It has plentiful reverb but the group never attains a
cohesive sound. The program is entirely comprised of ar-
rangements but only some are credited to an arranger. C. S.

©

Cornologia 2(000). Budapest Festival Horn Quartet: Miklés
Nagy, Lasz16 Rakos, Laszl6 Gal, and Tibor Maruzsa, horns,
with additional artists on guitar, synthesizer, percussion, and
mouth harp. Hungaroton Classic HCD-31950. Timing 66:43.
Recorded at Hungaroton Studio, February, 2000, and at Have-
Rock Studio, March, 2000.
Contents: Handel Water Music, Suite No. 1 (selected mov'ts)

]. S. Bach Air from Orchestral Suite No. 3 in D

]. S. Bach Sinfonia from Cantata No. 29

F. C. Homilius Quartet in E-flat

W. A. Mozart Overture to The Magic Flute

N. Rimsky-Korsakov Notturno

F. Liszt Hungarian Rhapsody No. 2

L. Kogan Traditional Jewish Songs

Toth Camelot

Balogh Three Movements

The BFHQ has provided us proof that you don’t need

an orchestra to play Handel's Water Music. Their 12-minute
extrapolation is convincingly sold to the audience, with
plenty to keep all four hornists busy! It is a heavenly perfor-
mance in every way. Their sense of articulation, phrasing,
and beauty of tone throughout all registers is a model for us
all. The high B-naturals, in particular, are noteworthy with
solid yet delicate manner here. Music suited for all sorts of
festive occasions, to be certain. To contrast, the Bach Air is
sublime and beautifully sculpted at every phrase. The
Sinfonia from Cantata 29 is another work that shows what
four hornists of this level can accomplish without any other
accompaniment. Bravo! (I didn’t even miss the trumpet part
from the original.) The sporadic timpani tonic-dominant
punctuations did lend a nice touch in the midst of all the
figuration. Looking for a Romantic-era quartet piece of
Schumann Konzertstiick ilk but without accompaniment?
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Check out the Homilius 12-minute, three-movement work,
a terrific hunting romp in E-flat complete with fanfare fig-
ures, folk tunes, scalar passages, and imitative sections. The
second movement, slow and lyric, features post-Romantic
chords in spots. The delightful Mozart overture arrangement
and the melancholy Rimsky-Korsakov Notturno are solid
repertory for quartet. And if you want to recreate memories
from those Warner Brothers cartoons, get ready for the Liszt
Hungarian Rhapsody. Be alert: this calls for a pedal G as well
as the D and E above high C. Well, what did you expect with
four people covering parts originally written for 75? Spec-
tacular playing here! Iloved the trills, too. Rounding out the
recording is a set of two Jewish folk-songs with spruced-up
harmonies, a fanfare-like piece titled Camelot featuring chords
of added seconds and sixths (which would make a great re-
cital opener or closer), and a tasty three-movement jazz set.
This last item is not to be missed. It features accompaniment
of vibes, guitar, percussion, mouth harp, and synthesizer.
Actually, I expected to hear Sinatra join in at any moment.
But the last movement of this work by Balogh is rightly sub-
titled “Balogh’s Merry Pranks.” It is an ingenious medley of
(in)famous horn motifs. The ones I caught are: Till
Eulenspiegel, Siegfried, Maria (West Side Story), theme from the
TV series “Dallas,” a Rosetti E-flat major horn concerto,
Mozart Concerti Nos. 2 and 3, Ein Heldenleben, Strauss Sec-
ond Horn Concerto, Dvorak “New World” Symphony,
Tchaikovsky Fifth Symphony, plus a samba treatment of
Mozart Concerto No. 4. I salute this spirit of fun—a brilliant
finish to a high-polished disc, to say the least. J. D.

American Brass Quintet. David Wakefield, horn, with
Raymond Mase and Chris Gekker, trumpets, Ronald Borror,
tenor trombone, and Robert Biddlecome, bass trombone.
Crystal Records CD-214. Timing 46:48. Compiled from re-
cordings originally released in 1984 on Crystal LP S-214.
Contents: Antonio Bertali Two Sonatas

J. S. Bach Contrapunctus VII

Victor Ewald Quintet No. 3 in D-flat, op. 7

William Lovelock Suite for Brass Instruments

Gilbert Amy Relais

The ABQ is no stranger to the chamber music world. It

has been in residence at the Juilliard School since 1987 and in
residence at the Aspen Music Festival since 1970. David
Wakefield maintains an unsurpassed excellence, as evidenced
by superb horn playing here in every style. The CD features a
broad range of music for quintet from the late Renaissance
sonatas by Bertali, to a section from Bach’s mighty Art of Fugue,
to the third Ewald work for brass. While I prefer the tuba in
this medium, the Ewald is probably one of the most effective
works here utilizing bass trombone instead. The technical
nature of the bass line is more convincing to me on this latter
instrument. The work shows influence of Brahms and
Bruckner as well as that of the composer's friends: Rimsky-
Korsakov, Mussorgsky, and Glazunov. The four movements
emphasize the chromatic nature of the valved brasses and is
Romantic in every sense of the musical expression. The Suite
by Lovelock deserves much more exposure. It is a spirited,

accessible piece written with a keen sense for sophisticated
entertainment. It is neoclassic, its four movements in sym-
phonic design. The second movement, Meditation, features
solo trumpet and tenor trombone set against softly veiled,
muted accompaniment. The Toccata is a tour-de-force for
especially the two trumpets with several contrarily oscil-
lating figures throughout. Its Finale opens with a fanfare
section that is quasi-fugal in nature with a British noble
flair. The disc concludes with Amy’s pointillistic Relais from
1967, commissioned for the ABQ by the Biennale Contem-
porary Music Festival, Yugoslavia. Passages of graphically-
notated, undetermined sounds intermingle with sections
of rigidly controlled notes and rhythm. The composer re-
marks that the instruments “...play in relays and by turns
regroup themselves...” In addition, loud breathing through
instruments, singing while playing, pitchless staccato, trills,
and flutter-tonguing exemplify the extreme contrasts pos-
sible of the instruments: an ever-shifting kaleidoscope of
sound and effect. J. D.

Brass Express in Concert. Brass Express, with Corrado Maria
Saglietti, horn. AOC Classic LEOCDO15. Timing 43:06. Re-
corded at Sala Verdi della Scuola di Alto Perf. Musicale
Saluzzo. July 18-20, 2000.
Contents: Paul Dukas Fanfare from La Peri

Giovanni Gabrieli Canzona per Sonare, No. 4

Anthony Holborne Three Pieces

Corrado Maria Saglietti Impressioni per Quintetto di Ottoni

Andre Previn Four Outings for Brass

Erskine Hawkins, arr. Paul Nagel Tuxedo Junction

The Brass Express is a quintet of players from The Ital-

ian National Radio and Television Orchestra. Their CD is a
wonderful collection of well-known works from the 16 cen-
tury to the present. Brass Express performs all of these here
with exceptional skill. Their ensemble, intonation, dynamic
range, and balance are first rate. [ expected a bit more rever-
beration for Gabrieli and my personal taste would have liked
to hear Holborne lighter and more transparent. After fur-
ther hearings, though, I think that their performances are so
good that they greatly overcome any minor differences be-
tween what I expected and what I heard. The new work to
me is by the hornist, Corrado Maria Saglietti. His Impressioni
per Quintetto di Ottoni is a wonderfully well-written piece of
music. It explores the numerous sounds and effects possible
on the brass instruments in a way that makes the sound ef-
fects a part of the music, notan added on gimmick. The com-
poser provides a brief description of the work: “Impressions
creates images of faraway places using calls and sounds of
the animals that inhabit them. The first movement is an am-
biance of mystery with the presence of rattlesnakes. The sec-
ond movement, a duet between a swallow and a hippo. The
third movement, life of monkeys in the jungle. The fourth
movement, a voyage to the ocean depths. The fifth move-
ment, an energetic gallop.” The sound effects are all written
into the parts with instructions explaining their execution.
These effects add greatly to the music. They make the al-
ready excellent composition even better. It was very enjoy-
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able to listen to and I think is likely to become a standard
work in the brass quintet literature. C. S.

The Art of Brass. The Potsdam Brass Quintet, John Ericson,
horn. Mark Custom Records, 3956-MCD. Timing 45:50. Re-
corded at the Sara M. Snell Music Theater at the Crane School
of Music, State University of New York at Potsdam. May,
2001.
Contents: Arthur Frackenpohl Brass Quintet

F.]J. Haydn Presto, from String Quartet, op. 76, no. 5

W. A. Mozart Rondo, from Concerto for Horn No. 3

W. A. Mozart Turkish Rondo

D. Buck Variations and Fugue on the Star-Spangled Banner

Georges Bizet Toreador Song

Eubie Blake “The Chevy Chase” from Glad Rags

A. Frackenpohl Brass Quiintet No. 4

The Potsdam Brass Quintet has produced a recording of
works either written, arranged, or transcribed for brass quin-
tetby Arthur Frackenpohl. Throughout Arthur Frackenpohl’s
long teaching career at the Crane School of Music in Potsdam,
New York, he has produced much fine music for a variety of
ensembles and solo instruments. Although he may never have
achieved the acclaim that would place him in the top echelon
of contemporary composers, he nevertheless deserves much
credit for his notable contributions. His compositions are very
high in quality and quantity. All of his works are very well
crafted and display conservative melodic, harmonic, and for-
mal characteristics. Perhaps the fact that so much of his music
was first performed at the university level, and then became
standard repertoire for college concerts and recitals, gave it
an “educational music” stigma and that’s where it tended to
stay. This is unfortunate because it is, for the most part, excel-
lent music. I'm not attempting to raise Frackenpohl to an equal
footing with the greats of the 20" century, but he deserves
more attention and performances. This CD is a small but valu-
able step in that direction.

The Potsdam Brass Quintet performs extremely well on
this CD. The recording quality is very good with sufficient
warmth and presence. The clarity and reverb are balanced
well to give a very satisfying sound quality. All of the per-
formers sound very good but I must give a special word of
praise to hornist, John Ericson. Probably most Horn Call read-
ers know John Ericson, the scholar, through his numerous
articles that have appeared in those pages over the last few
years. Here is your chance to hear John Ericson, the hornist.
This recording may have been one of Dr. Ericson’s last ac-
complishments while on the faculty at the Crane School of
Music. Shortly thereafter he was appointed to the faculty of
Arizona State University. John's sound is warm and full with
a core to the sound and excellent clarity. I personally enjoy
this sound—it is neither too bright and open nor too closed.
John'’s technique is impressive and the intonation of the en-
tire ensemble is very good. Dr. Ericson’s exceptional musi-
cality is displayed throughout. I was glad to listen
to this CD many times and expect to do so many @

more. C. S.
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..YOUR HORN WITH MORE FOCUS AND
BETTER INTONATION THAN YOU
HAD DARED TO HOPE FOR

BECAUSE IT HAS BEEN COMPLETELY RESTORED TO BETTER-THAN-NEW CONDITION
OR RETRO-FITTED WITH CUSTOMIZED REPLACEMENT PARTS, OR ITS VALVES HAVE
BEEN EXPERTLY REBUILT BY PATTERSON

..YOUR HORN RESPONDING TO
YOUR SUBTLEST NUANCE

THANKS TO ANY OF SEVERAL PATTERSON ENHANCEMENTS, INCLUDING MODIFIED
LEADPIPES AND FIRST BRANCHES, CUSTOMIZED MOUTHPIECES AND RIMS, OR
IMPROVED BELL FLARES

.PARTNERING WITH MASTER CRAFTSMEN

—TRUE CONSULTANTS WHO KNOW HORN, PLAY HORN, AND LOVE HORN—
AND YET WHO VALUE YOU EVEN MORE THAN THE INSTRUMENT ITSELF

NOW IMAGINE

PICKING UP THE PHONE AND SPEAKING WITH THE PEOPLE WHO CAN MAKE THIS A
REALITY—TODAY. LET'S DISCUSS WHAT WE CAN DO FOR YOUR HORH...

x/\k

[PATTERSON HORNWORRS

JAMES PATTERSON, HORNSMITH

10511 FAIRGROVE AVENUE * TUjuNGA, CA 91042 » 818-353-3727 PHONE * 818-353-0560 FAX * JIM@HORNWORKS.COM
WWW.HORNWORKS.COM
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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.

AWiIon

Forging technology into sound

P.O. Box 38, Boonsboro, MD 21713

301-733-6393 Email - 76462.1343 @compuserve.com
www.lawsonhorns.com
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topics available to IHS members through our lending

library. Kristin Thelander houses the theses at the Uni-
versity of Iowa. If you have written or read a thesis that
should be in our collection, please contact her. Gifts will be
appreciated!

I I Vhere are currently 106 theses on horn and related brass

Thesis Loan Request Form

Date

Name

Address

Thesis title

Thesis author

Date needed

I, the undersigned, have enclosed a check or money or-
der in the amount of $45 US (or equivalent funds) for
each thesis borrowed. I agree to return the borrowed
theses in good condition within three weeks after receipt.
[HS 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 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.

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

Kristin Thelander
School of Music
University of lowa

Iowa City, 1A 52242 USA

Theses currently available

Anderson, John Drummond. “Brass Scoring Techniques in the Sym-
phonies of Mozart, Beethoven, and Brahms.” Ph.D. diss.,
George Peabody College for Teachers, 1960. UMI# 60-5858.

Atwell, Bruce. “History of the Natural Horn Quartet in Selected
Works from the Symphonic Literature, Chamber Music, and
Opera: from the Baroque to the Romantic Period.” D.M.A. the-
sis, Univ. of Cincinnati College-Conservatory of Music, 1999.

Austin, Paul. “Contemporary Natural Horn Compositions: A Sur-
vey of Literature Composed between 1982 and 1992.” D.M.A.
diss., University of Cincinnati, 1994. UMI# 95-02549.

Baer, Douglas. “The Brass Trio: A Comparative Analysis of Works
Published from 1924 to 1970.” Ph.D. diss., Florida State Uni-
versity, 1970. UMI# 71-6959.

Barford, David. “The Horn Concertos of Antonio Rosetti.” D.M.A.
diss., University of Illinois, 1980. UMI# 80-26450.

Betts, James. “A Comparison of Concepts of Horn Technique as
Expressed in Selected Instructional Materials for Horn Dating
from 1798 t0 1960.” D.M.A. diss., U. of Iowa, 1984. UMI# 84-28309.

Bjurstrom, Neil. “An Exploratory Investigation of Orthodontic
Treatment as a Factor in the Selection and Performance of Brass
Musical Instruments.” Ph.D. diss., U. of lowa, 1972. UME# 72-17540.

Bobo, Robert P. “Scoring for the Wagner Tuben by Richard Wagner,
Anton Bruckner, and Richard Strauss.” D.M.A. Essay, Univer-
sity of Miami, 1971. UMI# 72-12901.

Bostley, Edward. “The Horn in the Music of Gustav Mahler.” D.M.A.
diss., University of Missouri-Kansas City, 1980. UMI# 81-07080.

Brown, Patricia. “Complete balance: Balancing the horn within brass
and wind quintets.” D.M.A. diss., University of Wisconsin-
Madison, 1998. UMI# AAT 9825721.

Brown, Thomas. “Clarino Horn, Hunting Horn, and Hand Horn:
Their Comparative Roles in the Classic Music of the 18" Cen-
tury.” D.A. diss., Ball State University, 1978. UMI# 79-18786.

Burroughs, Mary. “An Annotated Bibliography of the Works for
Horn, Voice, and Piano from 1830-1850, with an Analysis of
Selected Works from 1830-1986.” D.M.A. diss., University of
Mlinois, 1990. UMI# 90-26150.

Chenoweth, Richard. “The Horn in Opera: A Study in Orchestra-
tion with a Focus on Selected Operas by Britten and Strauss.”
D.M.A. diss., University of Cincinnati, 1988. UMI# 88-22787.

Criswell, James. “The Horn in Mixed-Media Compositions through
1991.” D.M.A. diss., Univ. of Maryland, 1995. UMI# 95-39765.

Culbertson, Robert Merrill, Jr. “The Kopprasch Etudes for Horn.”
D.M.A. diss., University of Texas, 1990. UMI# 90-31762.

Dauer, Robin L. “Three Works for Voice and French Horn with Ac-
companiment.” D.M.A. thesis, Univ. of Cincinnati College-
Conservatory of Music, 1994. UMI# 95-38259.

Dodson, Rebecca Margaret. “A Descriptive Discography of Horn
Music Based on the Curtiss Blake Collection.” D.M.A. diss.,
University of Wisconsin, 1997. UMI# 98-03421.

Dressler, John Clay. “The Orchestral Horn Quartet in German Ro-
mantic Opera.” D.M. diss., Indiana Univ., 1987. UMI# 95-34645.

Durday, James. “Music for the French Horn from the Late Roman-
tic Period and the 20* Century” M.A. thesis, California State
University-Long Beach, 1977. UMI# 13-10151.

Ehnes, Fred. “A Guide to the Archive of the IHS 1969-1977 at
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Alexander M. Bracken Library, Ball State University, Muncie,
Indiana.” D.A. diss., Ball State University, 1982. UMI# 82-19443.
Eliason, Robert. “Brass Instrument Key and Valve Mechanisms
made in America before 1875 with Special Reference to the D.
S. Pillsbury Collection in Greenfield Village, Dearborn, Michi-
gan.” D.M.A. diss., U. of Missouri-Kansas City, 1968. UMI# 68.

Ericson, John Q. “The Development of Valved Horn Technique in
Early 19%-Century Germany: A Survey of Performers and
Works before 1850 with respect to the use of Crooks, Right-Hand
Technique, Transposition, and Valves. D.M. diss., Indiana U., 1995.

Evenson, Pattee Edward. “A History of Brass Instruments, Their
Usage, Music, and Performance Practices in Ensembles dur-
ing the Baroque Era.” D.M.A. diss., University of Southern
California, 1960. UMI# 61-6282.

Farnsley, Stephen H. “Gunther Schuller: His Influence on the French
Horn.” D.A. thesis, Ball State University, 1985. UMI# 86-05932.

Fassler-Kerstetter, Jacqueline. “A comparative analysis of Partifa
for Horn and Piano and Sonata for Horn and Piano by Verne
Reynolds.” D.M.A. thesis, U. of Georgia, 2001. UMI# AAT 3025286.

Faust, Randall. “Three Original Concertpieces for Horn and Elec-
tronic Media, an Explanation of Techniques Used, and a Listing of
Relevant Literature.” D.M.A. diss., U. of Towa, 1980. UM 81-14321.

Filkins, Joanne. “The Horn Music of Bernhard Heiden.” D.M.A.
diss., University of Kentucky, 1994. UMBE# 95-21359.

Fladmoe, Gary. “The Contributions to Brass Instrument Manufac-
turing of Vincent Bach, Carl Geyer, and Renold Schilke.” Ed.D.
diss., University of Illinois, 1975. UMI# 76-6760.

Garrett, Joshua. “Brahms’ Horn Trio: Background and Analysis for
Performers.” D.M.A. thesis, The Juilliard School, 1998.

Glen, Nancy L. “A Study of Four Nineteenth-Century Horn Pro-
fessors at the Paris Conservatory and their Methods. M.M. the-
sis, University of Northern Colorado, 1996. UMI# 13-81202.

Glencross, Laurie Anne. “An annotated bibliography of woodwind
quintet music by Canadian composers.” Ph.D. diss., Florida
State University, 2000. UMB# AAT 9971749.

Goldman, Erica. “The Effect of Original and Electronically Altered
Oboe, Clarinet, and French Horn Timbres on Absolute Pitch
Judgements.” D.M.A. diss., U. of Oregon, 1984. UMI# 84-22845.

Greene, Gary. “Richard Strauss: The Two Concertos for Horn and
Orchestra.” M.M. thesis, Butler Univ., 1978. UMI# 13-12410.

Greene, Grady Joel, Jr. “Louis Frangois Dauprat: His Life and Works.”
D.D.E. diss., U. of Northern Colorado, 1970. UMI# 71-14526.

Greer, Robert. “The Effect of Timbre on Brass-Wind Intonation.”
Ph.D. diss., University of Michigan, 1969. UMI# 70-4090.
Gross, Steven Lee. “The Evolution and Nomenclature of Bach’s

HornParts.” D.M.A. diss., U. of Cincinnati, 1994. UMB# 95-02596.

Hale, Thomas Z. “The Horn Sonatas of Alec Wilder from a
Performer’s Point of View.” D.M.A treatise, University of Texas-
Austin, 1988. UMI# 89-09774.

Hanson, Wesley. “The Treatment of Brass Instruments in the Sym-
phonies of Gustav Mahler.” DM.A. diss., University of Roch-
ester (Eastman School), 1977. UME# 77-8313.

Herrick, Dennis. “ An Investigation of the Frequency Modulations
and Intensity Modulations of the Vibrato on Selected Brass Instru-
ments.” Ph.D. diss., North Texas State Univ., 1983. UMI# 83-27038.

Hiebert, Thomas. “The Horn in Early Eighteenth-Century Dresden:
The Players and Their Repertory.” D.M.A. diss., U. of Wiscon-
sin, 1989. UMI# 89-16424.

Hiigel, Lewis. “The Relationship of Syllables to Pitch and Tongu-
ing in Brass Instrument Playing.” Ed.D. diss., University of
California at Los Angeles, 1967. UMI# 68-3263.

Hilliard, Howard, “The History of Horn Playing in Los Angeles from
1920t01970.” D.M.A. diss., U. of North Texas, 1999. UMI# 99-34665.

Horn, Geoffrey Clark. “Dual Urlinien in the Concerto Practice of

Wolfgang Amadeus Mozart, as Demonstrated in the Three
Concerti in E-flat for Horn and Orchestra: K. 417, K. 447, and
K. 495.” Ph.D. diss., Univ. of Michigan, 1989. UME# 90-01642.

Horton, Cynthia. “The Identification of Idiomatic Writing for the
Hom.” DM.A. diss., U. of Wisconsin-Madison, 1986. UMI# 86-05693.

Howe, Marvin. “A Critical Survey of Literature, Materials, Opin-
ions, and Practices Related to Teaching the French Horn.” Ph.D.
diss., University of Iowa, 1966. UMI# 67-2633.

Irvine, Gregory Boyd. “Arnold Jacobs’ pedagogical approach: Con-
text and applications.” D.M. diss., Northwestern University,
2001. UMB# AAT 3030535.

Keays, James H. ” An Investigation into the Origins of the Wagner
Tuba.” D.M.A. thesis, Univ. of Illinois, 1977. UMI# 78-4044.

Kilp, Brian. “A Discussion of Selected Works of Bernhard Krol fea-
turing the Horn: Thoughts on Historical Lineage and Perfor-
mance.” D.M.A. document, U. of Arizona, 1998. UMI #99-06523.

Koerselman, Herbert LeRoy. “An Annotated Bibliography of Brass
Study Materials which Deal with Performance Problems En-
countered in Contemporary Music.” D.M.A. diss., University
of Iowa, 1976. UMI# 77-13153.

Kurtz, Saul. “A Study and Catalog of Ensemble Music for Wood-
winds Alone or with Brass from c. 1700 to c. 1825.” Ph.D. diss.,
University of lowa, 1971. UMI# 72-8273.

Laing, Millard. “Anton Reicha’s Quintets for Flute, Oboe, Clarinet,
Horn, and Bassoon.” Ed.D. diss., University of Michigan, 1952.

Landers, Harvey J., Jr. “The Horn in Selected Symphonies of Anton
Bruckner.” Ph.D. diss., Texas Tech Univ., 1990. UMI#91-15348.

Lankford, Heather. “Lowell Shaw (b. 1930): His Musical Career and
Contributions to Horn Ensemble Literature.” D.M.A. diss.,
University of North Carolina, 2000. UMI#99-74032.

Lee, Melvin. “The Development of a Beginning Method of Trans-
position for the Orchestral Horn.” D.Mus.Ed. diss., University
of Oklahoma, 1969. UMIJ# 69-17826.

Lewis, Gail. “Benjamin Britten’s Writing for Horn with Tenor Voice:
Serenade Op. 31, The Heart of the Matter, Nocturne Op.60.” DM.A.
diss., University of Wisconsin, 1995. UMI# 95-26717.

Ley, Ann Marie. “A Compendium of Pedagogical Approaches for
the Advanced Horn Player.” D.M.A. diss., Univ. of Iowa, 1994.

Lindner, Richard. “A Cataloging Technique and a Computer-aided
System for Retrieving Information about Brass music.” Ph.D.
diss., University of lowa, 1971. UME# 72-8281.

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

Lundeen, Douglas. “The Natural Horn in the Orchestra; Composi-
tions Combining Horns in Different Keys: A History.” D.M.A.
diss., University of Cincinnati, 1998. UMJ# 98-33731.

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

McCullough, David Meadows. “Performance and Sylistic Aspects
of Horn Quartets by Hindemith, Tippett, Bozza, Heiden, and
Reynolds.” D.M.A. diss., Univ. of Georgia. UMI# 91-07212.

McLaughlin, Brian James. “American Horn Making in the Twenti-
eth Century.” D.M.A. Essay, University of lowa, 1998.

Meyer, Charles Philip. “Concerto for Horn and Orchestra (original
composition).” D.A. diss., U. of Northern Colorado, 1978. UMI#
79-02840.

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

Miller, James. “The Life and Works of Jan Vaclav Stich (Giovanni Punto);
a Check-list of 18"-century Horn Concertos and Players; an Edi-
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The Conservatory

Inspired teaching... Gifted students...
Dynamic results!

Send your best to study with

David Brockett
Lecturer in Horn

* M.M., University of Akron;

B.M., The Cleveland Institute of Music.

* Frequent performer with The Cleveland Orchestra, the
Cincinnati Symphony, the Pittsburgh Symphony, the Fort
Wayne Philharmonic, Cincinnati Pops, Burning River Brass,
and Elysian Brass.

* Member of the 1992 Cleveland Chamber Brass — prize-
winning brass quintet of the Summit Brass Competition.

For more information:

Anita 8. Evans, Conservatory of Music .

275 Eastland Road, Berea, OH 44017-2088

1-866-BW-MUSIC (toll-free) or 440-826-2368 BALDWIN
www.bw.edu/academics/conservatory WALLACE

thecon@bw.edu COLLEGE

Baldwin-Wallace College admits students of any race, sex, color, national or ethnic origin.

BRASS FACULTY
Norman Bolter, troniboie™

FOUNDED 1915 Jean Rile, horn
James Sommerville, fiorn*

Longy Charles Villarrubia, ritha
School of Music Benjamin Wright, rrumpet* CONTACT
*Boston Symphony Office ol Admissions
Orchestra member Longy School of Music

One Follen Street
Longy School of Music offers the personalized GRADUATE PROGRAMS Cambridge, MA 02138

Located near the heart of Harvard Square, the

Artist Diploma e .
617-876-0956 x521

: : music@longy.edu
musical tradition of a European conservatory, Graduate Performance Diploma www.longy.edu
UNDERGRADUATE PROGRAMS
Undergraduate Diploma
demic opportunity. Bachelor of Music

(joint program with Emerson College)

attention of a small institution, the complete

Master of Music

and Boston as a campus of cultural and aca-

Extensive solo, chamber &

orchestral experience

Scholarships available; full fellowships
for Artist Diploma brass quintets

-
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KENDALL BETTS HORN CAMP §

New French Horn Duets!

CAMP OBONTZ i
PO o In a Jazzy & Classical Style
JUNE 14-29, 2003 L Featuring Funk Junk, Till Meet Monk and many more...

NINTH ANNUAL UNIQUE SEMINAR and RETREAT MUSDIC FOR TWO FRENCZH HORNS

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 o WORLD CLASS FACULTY CHAIRED by
KENDALL BETTS, PRINCIPAL HORN of the MINNESOTA ORCHESTRA

RUSTIC FACILITIES and GREAT FOOD in an IDYLLIC, COUNTRY SETTING

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

PLEASE VISIT our WEB SITE for DETAILED INFORMATION about KBH, :
the SCHOLARSHIP COMPETITION for STUDENTS, age 15-24, and the for almost any instrument
GRADUATE FELLOW PROGRAM for GRADUATES, age 25-29

www.horncamp.org l_ Ag T R Eg O R T M Ug [ c

ANNA BETTS, I(Bolr{éa;;:t‘l::ipuni Coordinator 112€< Ventura Bivd. #€20, Studio City, CA 91604

4011 ROANOKE CIRCLE, GOLDEN VALLEY, MN 55422-5313 (€00) 762-0966 (£1€) 956-00€€ FAX (€1€) 956-1521
TEL: (763) 377-6095 FAX: (763) 377-9706 E-MAIL: HORNCAMP@aol.com Order online WWW.lactrecortmusic.com
under the auspices of CORMONT MUSIC, o New Hompshire nonprofit corporation *

SOLOS, DUETS, QUARTETS

(with strings & winds or all brass)

A WoRD OF BPRING N HOR

SR £ 00"/61116

e

- ; *
Excellent Service - Great Prices

681 Graceland Avenue P.O x 1122 Des Plaines, Illinois 60016
Phone 847.827.0707 Fax: 847.827.9092
L

complete on-line catalog
www.IntIMusicalSuppliers.com
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"Zaps the myth that
classical stuff is stuffy."

Birmingham News

ADRLE

Colorful, compelling, and passionate, e
QUADRE offers over 100 performances Mountain View, CA 94041
each season, including formal concerts and 650 969 4242 T

. g 650 969 4227 F
educational outreach. The California horn www.quadre.org
quartet's fusion of original works, seamless email: info@quadre.org

choreography, and repertoire captivates
audiences and critics time and time again.




2003 IHS Scholarship Programs

Michael Hatfield, Scholarship Program Coordinator

Please feel free to copy and post these guidelines

2003 Barry Tuckwell Scholarship

The International Horn Society established the Barry
Tuckwell Scholarship Fund to honor its Founding President
and his contributions as performer, conductor, teacher, and
author, upon his retirement from his solo career in 1997.

The Tuckwell Scholarship is designed to encourage and
support worthy horn students to pursue education and per-
formance by attending and participating in masterclasses
and workshops throughout the world.

Applicants age 18 and older as of January 1, 2003, and
who will not yet have reached age 25 by January 1, 2003, may
apply to attend any 2003 masterclass or workshop in which
they will study with master hornists and perform. An award
of up to $500 may be used in payment of tuition/registration,
room and board, and travel costs. The winner will also re-
ceive a one-year [HS membership (or membership extension).

A complete application will include 1) a completed
Tuckwell Scholarship Application, 2) three copies of two brief
essays, 3) three copies of a CD-format recording, and 4) two
letters of recommendation and assessment of need. The En-
glish language must be used for the application and all sup-
porting materials. All application materials must be received
by March 1,2003. Application materials will not be returned.

The IHS reserves the right to cancel or withhold the
award if conditions so warrant.

The Tuckwell Scholarship Application is available from:

Michael Hatfield

IHS Tuckwell Scholarship

School of Music

Indiana University

Bloomington, IN 47405-2200 USA

or from the THS website: <www.hornsociety.org/forms/
tuckwell_scholarship_app.pdf>.

IHS Workshop Scholarships

Every year the IHS sponsors four scholarship programs
designed to encourage and support students of varying lev-
els, abilities, and experience to attend and participate in the
annual THS Symposium/Workshop. Each of the scholarships
has different requirements, described in the paragraphs be-
low, and interested students are encouraged to submit appli-
cations for whichever scholarships seem most appropriate for
them.

All scholarship winners will be expected to attend the 35"
International Horn Symposium, June 2-7, 2003, in
Bloomington, Indiana, and will be honored at the symposium
banquet. Previous THS scholarship award winners are ineli-
gible to participate in the same scholarship competition again.

The Jon Hawkins Memorial Scholarship

Jon Hawkins was a Life Member of the IHS, just starting
his career as a professional musician when he met his death
in a traffic accident. His parents, Neil and Runa Hawkins,
established this scholarship as a memorial to their son. A
biography of Jon Hawkins appears on page 108 in the Octo-
ber 1992 issue of The Horn Call.

Jon Hawkins, 1965-1991

The purpose of this scholarship is to encourage the atten-
dance of deserving, highly motivated horn students at the
annual IHS workshops, where they can be intensely exposed
to state-of-the-art levels of performance, pedagogy, equipment,
and resources. Hornists who have not yet reached their twenty-
fourth birthday by June 2, 2003, may apply for up to $1,500
(US) to be used for the registration fee, room, board, and travel
costs to the 2003 IHS Symposium. One or two of these schol-
arships are available each year. The winner(s) will be selected
on the basis of (1) performance ability, (2) a demonstrated need
for financial aid in order to attend the upcoming workshop,
and (3) personal motivation. In addition to the cash prize
(awarded as a reimbursement at the workshop), the scholar-
ship winner(s) will receive instruction from at least one Sym-
posium artist in the form of a private lesson and/or master-
class, give a solo performance at the Symposium, receive an
autographed copy of Werner Pelinka’s Concerto for Jon, and
receive a one-year IHS membership (or membership exten-
sion). The IHS reserves the right to cancel the competition or
withhold one or more awards if, in the opinion of the judges,
conditions warrant such action.
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Each applicant will be asked to prepare three short es-
says and supply three copies of a high quality recording
(CD format recommended) including at least two contrast-
ing works that represent a range of the applicant’s perform-
ing abilities. The English language must be used for all
written information accompanying the application. The
judges for this year’s competition are Kimberly A. Reese
(chair), John Wates, and Ab Koster. Students who have stud-
ied with any of the judges listed above in the past five years
are not eligible for this scholarship. Application forms may
be obtained online at <www.hornsociety.org/EXTRA/
scholarships.html#hawkins> , or by writing:

Kimberly A. Reese

Dept. of Fine and Performing Arts
Elizabethtown College

One Alpha Drive

Elizabethtown, PA 17022-2298 USA

Completed applications must be received by the chair
of the Hawkins Scholarship Committee no later than March
1, 2003. Hawkins winners are ineligible to participate in the
Farkas competition.

Symposium Participant Awards

The International Horn Society is pleased to offer five
Symposium Participant Awards of $200 (US) each, to assist
deserving students with financial limitations in attending
the IHS Symposium /Workshop. A recorded performance is
not required from applicants for this award. This year, the
prize money will be used to help winners attend the 35* In-
ternational Horn Society Symposium in Bloomington, Indi-
ana, June 2-7, 2003, and each winner will also receive a pri-
vate lesson from a member of the IHS Advisory Council at
the workshop. Each winner will also receive a one-year IHS
membership (or membership extension). Conditions for the
awards are as follows:

1. To qualify, an applicant must:

a. Be a student of the horn who is no more than twenty
years of age as of June 2, 2003.

b. Write a short essay (at least one page long) describing
the importance of the horn in his or her life. The
English language must be used for all written infor-
mation accompanying the application.

c. Show a financial need by including with the above-
mentioned page, letters from parent/guardian and
teacher attesting to the applicant’s interest in the
horn and to his or her financial situation. N.B. Par-
ent/Guardian letter must include permission to at-
tend the Symposium if the applicant is under the
age of majority.

d. Include his/her name, address, and telephone num-
ber with the application.

2. Winners will be chosen on the basis of their applications
and indication of financial need.

3. Application letters with supporting material must be re-
ceived no later than April 15, 2003.

4. Winners will be notified by mail no later than May 1. The
$200 (US) awards will be sent directly to the workshop
host and be credited to the winners to partially cover
registration and/or room and board fees. If an award
cannot be utilized by a winner, notice must be sent im-
mediately to the application address.

5. The IHS reserves the right to cancel or withhold one or
more of the awards if conditions so warrant.

6. Applications should be mailed to:

Michael Hatfield

IHS Participant Awards

School of Music

Indiana University

Bloomington, IN 47405-2200 USA

Please allow ample time for international mail delivery.

The IHS Orchestral Audition Competition/
Dorothy Frizelle Memorial Awards

Dorothy Frizelle was a member of the International Horn
Society whose biography appears on page 124 of the April
1989 issue of The Horn Call. These awards have been estab-
lished in Dorothy Frizelle’s memory and to support the study
of orchestral horn playing at the IHS workshops. Two awards
of $200 (US) each will be granted at the 2003 Symposium,
one for the winner of the high-horn audition and one for the
winner of the low-horn audition. Winners will also receive a
one-year IHS membership (or membership extension). Par-
ticipants may compete in both high- and low-horn auditions.
The 2003 Symposium will take place in Bloomington, Indi-
ana, June 2-7, 2003. Registration for the orchestral competi-
tion will be at the Symposium.

Eligibility

1. Contestants must be under twenty-five years of age at
the time of the competition and must not be under a full-
time contract with a professional orchestra.

2. All contestants must be registered participants of the
2003 IHS Symposium. Current registration will be checked
at the Symposium.

Repertory

High horn (first horn parts unless noted):
Beethoven Symphony No. 6, mvt. I1I
Beethoven Symphony No. 7, mvt. I
Brahms Symphony No. 3, mvt. I
Ravel Pavane pour une infante défunte
Strauss, R. Till Eulenspiegel, 1* & 3™ horn calls
Strauss, R. Ein Heldenleben, opening
Tchaikowsky Symphony No. 5, mvt. II
Wagner Siegfried’s Rhine Journey, short call

Low horn (second horn parts unless noted):
Beethoven Symphony No. 3, trio
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Beethoven Symphony No. 9, mvt. III, 4% horn
Mozart Symphony No. 40, trio

Shostakovitch Symphony No. 5, mvt. I, Reh. 17
Strauss, R. Don Quixote, Variations 7 & 8

Wagner Prelude to Act 3 of Lohengrin

Wagner Prelude to Das Rheingold, opening, 8" horn

Adjudication

The competition will be judged by a panel of individu-
als recognized as leaders in the field of teaching and perfor-
mance on the horn. The names of the judges will not be an-
nounced until the end of the competition. Judging will be
based solely on the live performances. The IHS reserves the
right to cancel or withhold one or more of the awards if con-
ditions so warrant.

The Farkas Performance Awards

Finalists for the 2003 Farkas Performance Awards will
receive the opportunity to perform on a recital at the 35 In-
ternational Horn Symposium, to be held June 2-7, 2003, in
Bloomington, Indiana. Up to five winners of the preliminary
competition (selected by a taped audition) will receive a re-
fund of their 2003 Symposium registration fee, $150 (US) to
help defray the cost of room and board while at the Sympo-
sium, and a one-year IHS membership (or membership ex-
tension). The final competition will be a live performance held
at the 2003 Symposium, from which two cash prize winners
will be selected. The first-place winner will receive a prize of
$300 (US), the second-place winner a prize of $200 (US).

Eligibility

This competition is open to anyone who has not reached
the age of twenty-five by June 2, 2003. Proof of age will be
required of all finalists.

Preliminary Audition
All applicants must submit a recorded performance of

not more than thirty minutes (will not be returned). Appli-

cation requirements are as follows:

1. The recording must be unedited and of high quality. CD
format is preferred but tapes are acceptable with the ap-
propriate Dolby noise reduction (if any) indicated on the
cassette.

2. All of the recorded works must include piano accompani-
ment.

3. The recording should include the following music in the
order listed.

A. W.A.Mozart Concerto No. 3, K. 447, first movement
only (including cadenza).
B. Any one of the following solos:
Bozza En Forét
Hindemith Sonata (1939) any two movements
Schumann Adagio und Allegro
F. Strauss Theme and Variations, op. 13
R. Strauss Horn Concerto No. 1, op. 11
(either 1 & 2°d mvts OR 2™ & 3™ mvts)

2003 IHS Scholarship Programs )

4. All application materials are to be mailed to the following
address:

Milan Yancich
9185 SW 90t Street
Ocala, FL. 34481

5. All applications for the 2003 Farkas Performance Awards
must be received by Milan Yancich no later than April
15, 2003. The finalists will be informed of their selection
for the Symposium recital no later than May 1, 2003. Any
applications received after the listed deadline or not ful-
filling the repertoire requirements will be disqualified
from the competition.

6. The English language must be used for all written infor-
mation accompanying the application.

7.Include the following information with the cassette record-
ing: (a) applicant’s name, (b) address, (c) telephone num-
ber, (d) FAX number, if available, () email address, if
available, (f) birth date, and (g) a list of all compositions
performed on the cassette in order of their presentation.

Final Competition

Up to five applicants with the most satisfying recorded
performances will be chosen to perform at the 2003 Interna-
tional Horn Symposium. The finalists will pay their own
expenses to attend the Symposium. The refund of the regis-
tration fee and the $150 (US) expense allowance will be given
to each finalist during the workshop. Music to be performed
on the scholarship recital is to be chosen from the repertory
listed in items 3A and 3B above. In all cases, all movements
of each composition must be prepared in case there is time
for the complete works to be performed during the final com-
petition. A half-hour rehearsal with a staff accompanist will
be scheduled after the Symposium begins for each finalist
who does not bring his or her own accompanist.

A panel of judges composed of guest artists or Advisory
Council members will select the first- and second-place cash-
prize winners. The two cash-prize winners will be announced
during the banquet of the 2003 Symposium. All prize money
will be presented to the winners during the week of the 2003
Symposium.

The International Horn Society reserves the right to can-
cel the final competition or withhold one or more
awards if, in the opinion of the judges, conditions @
warrant such action.

Shop for

IHS Merchandise

Shirts, Hats, Tote Bags, Accessories

www.hornsociety.org/forms/sale_items.pdf
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“The Cleveland Orchestra, its horn
section and the Cleveland Institute

of Music make a great combination

for learning, providing the highest

musical standards for our students.”
Richard King
Principal Horn

The Cleveland Orchestra

cm

INSTITUTE
OF MUSIC

David Cerone, President

BY ANY MEASURE, EXCEPTIONAL

The Cleveland Institute of Music
is a leading international
conservatory that is distinguished
by an exceptional degree of
collaboration between

students and teachers.

The horn faculty at CIM includes
Richard Solis, head of the department,
Richard King and Eli Epstein, all members
of The Cleveland Orchestra.

Bachelor of Music
Master of Music
Doctor of Musical Arts
Artist Certificate
Artist Diploma
Professional Studies

For further information, conract
William Fay, Director of Admission
Cleveland Institute of Music
11021 East Boulevard
Cleveland, Ohio 44106
(216) 795-3107

Visit our web site at cim.edu
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THE BOSTON
CONSERVATORY

MUSIC DANCE THEATER

Dr. Karl Paulnack,
Music Division Director

WINDS AND BRASS DEPARTMENT

Lawrence Isaacson, Chair Kenneth Radnofsky, Saxophone
Doriot Anthony Dwyer, Flute Steven Emery, Trumpet

Laura Ahlbeck, Oboe David Ohanian, Horn

Scott Andrews, Clarinet John Faieta, Trombaone
Suzanne Nelsen, Bassoon Charles Villarubia, Tuba

FOR AUDITION AND APPLICATION INFORMATION CONTACT:
OFFICE OF ADMISSIONS
8 The Fenway + Boston, MA 02215
www.bostonconservatory.edu -+ admissions@bostonconservatory.edu
617.912.9153 pHONE * 617.247.3159 FAX

M. JIRACEK & SYNOVE

Maker handcrafted brass instruments

DOUBLE HORNS
SINGLE HORNS
DESCANT HORNS
NATURAL HORNS
VIENNA HORNS
REPAIR WORKS

M. Jiracek & sons
Zahradni 340, 683 53 Saratice, the CZECH REPUBLIC, Tel./Fax: +420/5/44 22 40 16, e-mail: jiracek@mbox.vol.cz, http:/www.volweb.cz/jiracek
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2003 CCM

Cincinnati:

Chicago: Feb.4

for application and further information:
Paul Hillner, Assistant Dean
College-Conservatory of Music, Box HC
University of Cincinnati

PO Box 210003

Cincinnati, Ohio 45221-0003

513/556-5463

FAX:513/556-1028

www.ccm.uc.edu

or contact Randy Gardner at
513/556-9553 or randy.gardner@uc.edu
www.ccm.uc.edu/horn/horn.htm

Audition Dates

Jan.18 *Feb 15+ Mar. 14-15
Atlanta: Feb.24-25

Interlochen: Feb.3
Los Angeles: Feb.11
New York City: Mar.18-19

“...one of this country’s leading conservatories”
—the MNew York Times

Randy Gard NE@Y, professor of horn

22 years with the Philadelphia Orchestra, successful and dedicated teacher

Duane Dugger, adjunct horn faculty

Cincinnati Symphony Hornist

Talent scholarships available for all degrees
Academic awards available for qualified undergraduates

CCM horn students receive:
comprehensive horn study e two hours of studio class each week
audition preparation e extensive performance opportunities
introduction to natural horn e elective horn choir

UNIVERSITY OF .KG

Cincinnati
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Band Instruments of Boston

Qualit

 And .
Sele CTIOh

Intermediate Series.

467" 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

Professional Series

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

www.emwinston.com

E.M.WINSTON:'

International Horn Society
Financial Statements

Years Ended December 31, 2001 and 2000

Statements of Financial Position
December 31, 2001 and 2000

2001 2000
ASSETS
Current Assets:
Cash $ 6,653 2,872
Investments 90,790 92,345
Accounts receivable 35,367 12,301
Total assets $ 132,810 107,518
LIABILITIES AND NET ASSETS
Current Liabilities:
Accounts payable $ -0- 759
Net Assets:
Unrestricted (18,241) (32,933)
Temporarily restricted 151,051 139,692
Total net assets 132,810 106,759

Total liabilities and net assets $132,810 107,518

Statements of Activities

UNRESTRICTED NET ASSETS
Revenue and Support:
Advertising 58,458 52,869
Publication sales 1,610 886
NEWS contributions -0- 580
Workshops 19,417 -0-
Investment income 1,601 2,292
Other support 4,974 4,389
Total unrestricted revenue and support 86,060 61,016
Net assets released from restrictions 104,373 88,297

Total unrestricted revenue and support 190,433 149,313

Expenses:
Program Services:

Publications 134,121 142,667
Scholarships 4,274 3,040
Commissions 2,457 (2000)
Workshops 3,432 2,646
Total program services expenses 144,284 146,353

Supporting Services:
General 31,457 34,962
Total expenses 175,741 181,315
Increase (Decrease) in unrestricted net assets 14,692 (32,002)

TEMPORARILY RESTRICTED NET ASSETS:

Membership dues 103,202 84,872
Scholarship contributions 5,269 5,170
Friendship Fund contributions 7,261 -0-
Net assets released from restrictions 104,373 (88,297)

Increase in temporarily restricted net assets __11,359 1,745
Increase (Decrease) in Net Assets 26,051 (30,257)
Net Assets at January 1 106,759 137,016
Net Assets at December 31 $ 132,810 106,759
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@ 2001 International Horn Society Financial Statements

Statement of Functional Expenses
Year ended December 31, 2000

Program Services Supporting o-rtm
Services
Publications Scholarships Commissions =~ Workshops General Total
Contract Labor $ 12,154 $ - $ - $ - $ 16,730 $ 28,884
Printing 88,566 - - - 1,730 90,296
Postage 38,475 - - - 2,623 41,098
Office expenses 2,860 - - - 3,363 6,223
Workshops - - - 2,646 - 2,646
Awards and Scholarships 137 3,040 - - - 3,177
Commissioned works - - (2,000) - - (2,000)
Travel 230 - - - 6,525 6,755
Area representative expenses - - - - 1,025 1,025
Professional services - - - - 2,304 2,304
Thesis Lending - - - - 290 290
Miscellaneous 245 - - - 202 447
Bad Debt - - - - 170 170
Total expenses $ 142,667 $3040 _$ (2,000) $ 2646 _$ 34,962 $ 181,315
Statement of Functional Expenses
Year ended December 31, 2001 .
Program Services S_upp%g
Services
Publications Scholarships Commissions Workshops General Total
Contract Labor $ 14,218 $ - $ - $ - % 15,080 $ 29,298
Printing 83,859 - - - 3,308 87,167
Postage 33,016 - - - 1,697 34,713
Office expenses 2,047 - - - 3,776 5,823
Workshops - - - 3,432 - 3,432
Awards and Scholarships 75 4274 - - - 4,349
Commissioned works - - 2,457 - - 2,457
Travel 220 - - - 4,101 4,321
Area representative expenses - - - - 341 341
Professional services - - - - 2,340 2340
Thesis Lending - - - - 310 310
Miscellaneous 686 - - - 214 900
Bad Debt - - - - 290 290
Total expenses $ 134,121 $ 4,274 $ 2,457 $ 3432 $ 31,457 $ 175,741
Statements of Cash Flows Notes To Financial Statements
Years ended December 31, 2001 and 2000 Note 1. Summary of Significant Accounting Policies
2001 2000 The financial statements of the International Horn Society have been
Cash Flows from Operating Activities: prepared on the accrual basis. The significant accounting policies followed
Increase (Decrease) in net assets $ 26,051 (29,493) are described below to enhance the usefulness of the financial statements
Adjustments to reconcile increase in net to the reader.
assets to net cash provided by operating activities: Organization—The Society was organized in the State of Illinois as
Changes in operating assets and liabilities: a general nonprofit corporation August 19, 1977 for the purpose of, but
Decrease (Increase) m accounts receivable (23,066) 9,981 not limited to, promoting musical education with particular reference to
Increase (Decrease) in accounts payable __(759) 759 e hom, The Society publishes a journal, The Horn Call, and ofher infor-
Total adjustments (23,825) 10740 mation for those witl'laspecialmtmtstmtl'llehom The So,cietyalsoawards
Net cash provided (used) by operating activities 2,226 (18,753) . o .
scholarships and commissions and sponsors workshops promoting the
Cash Flows from Investing Activities: hom. The 80di is exempt from federal income taxes as a public chat-
Purchase of money market mutual fund shares (35,000) (25,257) ity under Section 501(c)(3) of the Internal Revenue Code.
Purchase of Certificates of Deposit - (70,000) The Advisory Council and management of the Sodiety acknowledge
Redemption of Certificates of Deposit 36,555 100,811 that, to the best of their ability, all assets received have been used for the
Net cash provided by investing activities 1,555 5,554 purpose for which they were intended, or have been accumulated to al-
Increase (Decrease) in Cash 3,781 (13,199) low management to conduct the operations of the society as effectively
Cash at January 1 2872 _16071 and efficiently as possible.
Cash at December 31 $ 6,653 2872 Changes in Presentation—In 1995, the Society adopted Statement
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Notes to Financial Statements, continued

of Financial Accounting Standards (SFAS) No. 117, Financial Statements of Not-for-Profit Organizations. Under SFAS No. 117, the organization is required
to report information regarding its financial position and activities according to three classes of net assets: unrestricted net assets, temporarily restricted
net assets, and permanently restricted net assets.
' Estimates—The preparation of financial statements in conformity with generally accepted accounting principles requires management to make

estimates and assumptions that affect certain reported amounts and disclosures. Accordingly, actual results could differ from those estimates.

Recognition of Donor Restrictions—Support that is restricted by the donor is reported as an increase in temporarily or permanently restricted
net assets. As the restrictions expire, temporarily restricted net assets are reclassified to unrestricted net assets.

Allocation of Expenses—Direct expenses are reported in the program to which they relate. Indirect expenses are not allocated to programs but
are reported as general expenses.

Donated Services—A number of individuals have donated time to the Society; no amounts, however, have been reflected in the financial
statements for such services.

Note 2. Deposits and Investments
At December 31, 2001, the carrying amount of cash deposits is $6,653, all of which is covered by FDIC or SPIC

insurance. Deposits and investments with maturities of three months or less are considered cash.

Note 3. Temporarily Restricted Net Assets
Changes in the temporarily restricted net asset account for the year ended December 31, 2001 follow:
Membership Dues Scholarships Friendship Fund Life Memberships Total

Balance at December 31, 2000 $_ 29,909 $__ 59,596 $ -0 $ 50,187 $_139,692
Temporarily Restricted Support Received:
Membership dues 94,202 - - 9,000 103,202
Frizelle Scholarship - 10 - - 10
Farkas Scholarship - 5 - - 5
Mansur Scholarship - - - - -
Hawkins Scholarship - 1,500 - - 1,500
Tuckwell Scholarship - 757 - - 757
Friendship Fund - - 6,917 - 6,917
General Scholarship - 127 - - 127
Interest Allocation - 2,870 344 - 3,214
Released from Restrictions 94,414 4,274 - 5,685 104,373
Balance at December 31, 2001 $ 29,697 $ 60,591 $7,261 $ 53,502 $ 151,051
Temporarily restricted net assets at December 31, 2001 are summarized as follows:
Membership dues received for the year ended December 31 Scholarships
2003 $ 20,247 Frizelle $ 16,363
2004 — 9450 Farkas 6,529
$ 29,697 Mansur 6,310
- Hawkins 3,190
Life Memberships Tuckwell 13,197
Received from August 19, 1977 General 15,002
(date of incorporation) to $ 60591
December 31, 2001 $ 103,401 -
Accumulated amortization (49,899) Friendship Fund $ 7,261

$ 53,502

Membership dues are recorded as revenue in the year to which they apply. Life memberships are recorded as temporarily
restricted net assets when they are received and are amortized over 20 years using the straight-line method.

Note 4. Restatement

An account receivable for advertising in the amount of $764 was recorded twice in error in the year ending 12/
31/2000. Accounts receivable at 12/31/2000 and advertising revenue for the year ending 12/31/2000 have been reduced
by this amount. Management deems the amount immaterial to the financial statements taken as a whole.
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Wichita Band Instrument Co., Inc.

HOLTON

Gebr. fllexander Y@

LONDON

New or fully restored in our own workshop.

2525 E. Douglas ¢ Wichita, KS 67211
Orders: (800) 835-3006 e Info: (316) 684-0291
Fax: (316) 684-6858
E-Mail: wbic @ wichitaband.com

Visit our website: www.wichitaband.com

\ ***Since 19531*** f

BRASS STUDIES AT O

UNIVERSITY
OF OREGON

THE OREGON
BRASS QUINTET

George Recker, trumpet
Stephen Dunn, trumpet
Ellen Campbell, horn
Jeffrey Williams, trombone
Michael Grose, tuba

For information on
degree programs or
Oregon Brass Quintet
concert/clinic
availability, contact
Michael Grose at
(541) 346-5646

Application deadline for
scholarships: The unmatched beauty of Oregon

February 1, 2003 and one of the top music programs
in the western United States

An equal opportunity, affirmative action
institution, committed to cultural diversity
and compliance with the Americans
with Disabilities Act.

music.uoregon.edu
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Feature Articles

Volume XXXII, No. 1 (November, 2001)

Snedeker, Jeffrey. “The Color of Brass: An Interview with Eric
Ewazen.” 33-34.

Melton, William. “Greetings from Heaven, or Demonic
Noise? A History of the Wagner Tuba: Part 2.” 37-43,

Honea, Sion M. “A System Approach to Playing and Teach-
ing.” 45-48.

Roche-Wallace, Catherine. “Six Solo Concerti from the
Bliitezeit of the Oettingen-Wallerstein Hofkapelle.”51-56.

Leloir, Edmond. “A Visit to Lisbon.” 61.

Volume XXX1I, No. 2 (February, 2002)

Tritle, Thomas. “A Legacy of Elegance: An Interview with
Francis Orval.” 33-35.

Garcin-Marrou, Michel. “The Ascending Valve System in
France: A Technical and Historical Approach.” 39-44.

Honea, Sion M. “A System Approach to Playing and Teach-
ing, Part 2.” 47-51.

Melton, William. “Greetings from Heaven, or Demonic
Noise? A History of the Wagner Tuba: Part 3.” 55-62.

Volume XXXI1, No. 3 (May, 2002)

Fako, Nancy Jordan, and Daniel Bourgue. “A Conversation
with Edmond Leloir.” 33-40.

Melton, William. “Greetings from Heaven, or Demonic
Noise? Part 4: Fruition.” 43-53.

McFarland, Mark. “ An Interview with James Thatcher.” 57-59.

Turner, Kerry. “In Defense of Clams?” 61.

Clinics

Volume XXXII, No. 1 (November, 2001)

Agrell, Jeffrey. “The Creative Hornist: ‘Often it is the Horn
Player’.” 67-69.

Rose, Stewart. “Micaela’s Aria in Bizet’s Carmen.” 71-72.

Boerger, Ron. “The Electronic Hornist: Hornists on the ‘Net—
Thomas Bacon.” 75-76.

Agrell, Jeffrey. “Technique Tips: Beyond Power Scales—Pat-
terns.” 79-80.

Frey, Kevin. “Past/Presents: Revisiting the Recorded Impro-
visation.” 83-84.

Volume XXXII, No. 2 (February, 2002)

Agrell, Jeffrey. “The Creative Hornist: Horn Design 101.” 65-67.

Frey, Kevin. “Past/Presents #2: Julius Watkins and Linda
Delia.” 71-74.

Boerger, Ron. “The Electronic Hornist: The Promise—and the
Peril—of Buying Online.” 77.

Kaslow, David. “The Exercise from Hades.” 81-82.

Agrell, Jeffrey. “Technique Tips: The Stepping Stone Ap-
proach.” 85-86.

Volume XXXII, No. 3 (May, 2002)

Agrell, Jeffrey. “The Creative Hornist: Do you PLAY your
Horn?” 65-66.

Frey, Kevin. “Past/Presents #3: John Clark and Airegin.” 69-71.

Boerger, Ron. “The Electronic Hornist: Making Music...on
your PC!” 73.

Meeroff, Myrna. “ A Unique Solution to the Plating Problem.”
75-76.

Agrell, Jeffrey. “Technique Tips: Learning from Others 1: Low
Brass.” 77-78.

Reviews

Volume XXXII, No. 1 (November, 2001)

Scharnberg, William, ed. “Music and Book Reviews.” 89-91.
Dressler, John, ed. “Recording Reviews.” 95-99.

Volume XXXII, No. 2 (February, 2002)
Scharnberg, William, ed. “Music and Book Reviews.” 89-90.
Dressler, John, ed. “Recording Reviews.” 93-97.

Volume XXXII, No. 3 (May, 2002)
Scharnberg, William, ed. “Music and Book Reviews.” 81-84.
Dressler, John, and Calvin Smith. “Recording Reviews.” 87-93.

THS Reports and Miscellaneous

Volume XXXII, No. 1 (November, 2001)

Pettit, Heather, ed. “IHS News and Reports.” 17-25.

“ACLA: Latin American Horn Society.” 27.

Hatfield, Michael. “2002 IHS Scholarship Programs.” 103-105.

Fako, Nancy Jordan. “Minutes of the 2001 IHS General Meet-
ing.” 107-108.

“THS 2000 Financial Statements.” 109-112.

Fierman, Harriet. “Index to The Horn Call XXXI (November,
2000-August, 2001).” 113.

Gullickson, Lynn. “Out the Bell: Holiday Cheer.” 116.

Volume XXXII, No. 2 (February, 2002)

Pettit, Heather, ed. “THS News and Reports.” 17-25.

#2001 Harold Meek Memorial Award.” 26.

Larkin, Christopher. “Four-horned Fandango: An Interview
with Mark-Anthony Turnage.” 27-28.

Hatfield, Michael. “2002 IHS Scholarship Programs.” 99-101.

Kelly, Glenn. “Out the Bell: The French Horn, Eugene, Or-
egon.” 104.

Volume XXXII, No. 3 (May, 2002)
Pettit, Heather, ed. “IHS News and Reports.” 17-25.
Bourgue, Daniel, and Nancy Jordan Fako. “Festival Interna-

tional de Cor de Vire.” 27-28. :

“Out the Bell: ODDS and ENDS.” 96.
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Correspondence j

(continued from page 8)
his name was included among the horns, and that he did not
perform when his name was missing.

Generally, four concerts per season were given until 1858-
59 when five concerts became the rule. The number was in-
creased to six concerts from 1868-69, and an extra concert was
included in the 1870-71 season to celebrate the centennial anni-
versary of the birth of Beethoven.

The participation of Henry Schmitz as principal horn is
therefore as follows: 1848-50, 1850-51 (first concert only), 1851-
52,[1852-53, second horn?], 1853-54 (concerts 2-4), 1854-58, 1858-
59 (concerts 2, 5), 1859-60 (concerts 2, 3, 5), 1860-61 (concerts 1-
4), 1861-63, 1863-64 (concerts 1, 4, 5), 1864-69, 1869-70 (third
horn on first concert), 1870-71 (second concert only, although it
was noted in the Annual Report for the season that Schmitz
did not perform at all). For the next several seasons, beginning
with 1870-71, the Annual Report includes him as an Actual
Member, but an asterisk by his name indicates that he did not
perform. It may be that he was too busy with his principal horn
commitments to the Theodore Thomas Orchestra to take part
in the Philharmonic concerts. In any case, he lost his member-
ship on April 28, 1876, but was re-elected on September 28, 1877,
playing both third and second horn through 1881-82.

Over the 23-year period from 1848 to 1871, Schmitz prob-
ably performed as principal horn for 21 seasons, with two sea-
sons (1852-53 and 1870-71) in doubt. James Chambers was
principal horn of the Philharmonic from 1946 to 1967 (21 sea-
sons), switching positions with Joseph Singer for two addi-
tional seasons. Even if he did not perform during those last
two seasons, principal obligations having alternated between
Joseph Singer and section colleagues Ranier Delntinis and A.
Robert Johnson, as Mr. Cerminaro has informed us, he still
totaled 21 seasons as an active principal, a tenure equal to
Henry Schmitz. In 21 seasons, Schmitz would have performed
as principal in a total of 93 concerts. Chambers would have
played as many concerts in a season or two. However, Philip
Myers, who began his principal horn duties in January 1980,
already has more than 22 seasons to his credit and will soon
pass 23. In light of the above, does Myers not already hold the
record? To paraphrase a popular television news program, “I
report, you decide.” Incidentally, the obituary of James Cham-
bers by Glenn Collins, which appeared in The New York Times
of January 3, 1989, states that Chambers “was the principal
hornist of the New York Philharmonic for 23 years...” And, to
top it off, the International Musician of September, 1974, re-
ported that retiring hornist Joseph Singer “... held the posi-
tion of solo horn longer than anyone else in the history of the
Philharmonic.” But, of course, it has already been proven that
we can’t believe everything we read in the newspapers.

Norman Schweikert
Washington Island, W1

CLASSIFIED ADS:

Best Online Horn Deals.

www.hornmart.frhorn.com
Asian and Australian Horn Teachers Directory.

www.teacher.frhorn.com

A Modern Valve Horn Player’s Guide to the Natural
Horn by Paul Austin, PO Box 6371, Grand Rapids
MI 49516-6371 USA. $25.00 per book (Michigan
residents add $1.50; non-USA orders add $3.00).

ALPHORNS: Traditional appearance with high
tech design and improved performance. For info
call 607 569 2495 or e-mail littletonplus2@juno.com

For Sale: Holton H200 Double Descant Horn Bb/
High F. Shop display model. £2000.00 as new. MIR
UK (Tel 00-44-121-550-9707) Web-site address
WWW.MIR-SALES.CO.UK e-mail:

MIRSALES@AOL.COM

Arnold Jacobs:
Song and Wind - $29.95

Arnold Jacobs Legacy of a Master - $18.00
Portraif of an Artist CD, Armold Jacobs - $16.98
CSO Trombone & Tuba Section CD - $19.98

Breathing Devices
Inspir on®-$15.95, Voldyne®-$16.50, Breath Builder-$17.95
Air Bags: 5 Liter-823.50, 6 Liter$34.95
Variable Resistance Compound Gauge-$100.00

Mouthpiece Rims / Buzz Aids
Brass Mouthpiece Rims: Hers —$22.00 Trumpet-$19.00,
Trombone-$20.00, Tuba-$35.00, Delrin Tuba Rim-$15.00,
Delrin Bass or TenorTrombone-$14.00 Delrin Buzz aids
Horn, Trumpet, Tenor or Buss Trombone, Tuba-$12.50

All prices in Ukited States Dollars. Add 6 5% sales tax jor sales within
Hiingis. Compact Disc prices include postage inthe US For Shipping
within the United States add $3.85 Canada, Mexico add 35,
International Orders will be charged exact shipping costs. Checl
Money Order, Visa, MasterCard or American Express accepted Only
credit cards accepled for orders outside the United States and Carnada.

WinbSong Press Limited
P.O. Box 146 ~ Gurnee, Illinois 60031 USA
Phione 847 2234586 FaX 847 2234580
www. WinoSongPre ss.coms
email info@WindSongPress.com
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Daniel Rauch, Horn Maker

Rauch Double Horns - hand-cragfted 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

ORFOLK

CHAMBER MUSIC FESTIVAL
YALE SUMMER SCHOOL OF MUSIC

2 9% CHAMBER MusiC SESSION
3 JuLy 6 - AucusT 17, 2003

Intensive coachings and performance opportunities
for individuals and ensembles at an historic estate in
Connecticut’s picturesque Litchfield Hills.

PREFORMED WOODWIND
& BRASS QUINTETS ARE
ENCOURAGED TO APPLY.

ALL ACCEPTED MUSICIANS

COVER THE FULL COST OF
TUITION.

PRACTICE SPACES ARE LOCATED IN THE BaRN,

ArpLicATION DEADLINE: JANuARY 13, 2003

2002 WinD & Brass Artist FacuLty INCLUDED:

Robert Blocker, Dean
Joan Panetti, Director

Frank Morelli, bassoon
Steve Perry, trombone
William Purvis, horn
Carol Wincenc, flute
Randall Wolfgang, oboe

Allan Dean, trumpet
Scott Hartman, trombone
David Krakauer, clarinet

| F-OR ArpLicaTions CaLL: 203.432.1966 or

VWessiTE: www.yale.edu/norfolk
Y

EmaiL: norfolk@yale.edu

SUBSCRIBE TO OTHER
BRASS JOURNALS

Brass Bulletin
Jean-Pierre Mathez
P.O. Box 12
CH-1674 Vuarmarens, Switzerland
www.brassbulletin.com

International Trumpet Guild Journal
241 East Main Street #247
Westfield, MA 01086-1633 USA
www.trumpetguild.org

International Trombone Association Journal
PO Box 50338
Denton, TX 76203 USA
www.ita-web.org

International Tuba/Euphonium Association
Journal
2253 Downing Street
Denver, CO 80205 USA
www.iteaonline.org

Historic Brass Society Journal
148 West 23rd St #2A
New York, NY 10011 USA
www.historicbrass.org
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Back Issues Order Form

Vol. Ino. 1 (Feb. 1971)
Vol. Ino. 2 (May 1971)
Vol. I no. 1 (Nov. 1971)
Vol. Il no. 2 (May 1972)
Vol. Il no. 1 (Nov. 1972)
Vol. IIT no. 2 (May 1973)
Vol. IV no. 1 (Autumn 1973)
Vol. IV no. 2 (Spring 1974)
Vol. V no. 1 (Autumn 1974)
Vol. V no. 2 (Spring 1975)
Vol. VIno. 1 (Nov. 1975)
Vol. VI no. 2 (May 1976)
Vol. VII no. 1 (Nov. 1976)
Vol. VII no. 2 (May 1977)
Vol. VIII no. 1 (Nov. 1977)
Vol. VIII no. 2 (May 1978)
Vol. IX no. 1 (Nov. 1978)
Vol. IX no. 2 (Apr. 1979)
Vol. Xno. 1 (Oct. 1979)
Vol. X no. 2 (Apr. 1980)
Vol. XIno. 1 (Oct. 1980)
Vol. XIno. 2 (Apr. 1981)
Vol. XII no. 1 (Oct. 1981)
Vol. X1I no. 2 (Apr. 1982)
Vol. XIII no. 1 (Oct. 1982)

PTTETETTTTET Bl ] Bkl | Bl EREER

SHER RN A RN

Ellensburg, WA 98926-7458 USA

—_———— e =

Vol. XVIno. 2 (Apr. 1986)
Vol. XVII no. 1 (Oct. 1986)
Vol. XVII no. 2 (Apr. 1987)
Vol. XVIII no. 1 (Oct. 1987)
Vol. XVIII no. 2 (Apr. 1988)
Vol. XIX no. 1 (Oct. 1988)
Vol. XIX no. 2 (Apr. 1989)
Vol. XX no. 1 (Oct. 1989)
Vol. XX no. 2 (Apr. 1990)
Vol. XXI no. 1 (Oct. 1990)
Vol. XXI no. 2 (Apr. 1991)
Vol. XXII no. 1 (Oct. 1991)
Vol. XXII no. 2 (Apr. 1992)
Vol. XXIII no. 1 (Oct. 1992)
Vol. XXIII no. 2 (Apr. 1993)
Vol. XXIV no. 1 (Nov. 1993)
Vol. XXIV no. 2 (Feb. 1994)
Vol. XXIV no. 3 (May 1994)
Vol. XXV no. 1 (Nov. 1994)
Vol. XXV no. 2 (Feb. 1995)
Vol. XXV no. 3 (May 1995)
Vol. XXVIno. 1 (Nov. 1995)
Vol. XXVI no. 2 (Feb. 1996)
Vol. XXVI no. 3 (May 1996)
Vol. XXVII no. 1 (Nov. 1996)

SARRNREN

All issues $15.00 each

Vol. XXIX no. 1 (Nov. 1998)
Vol. XXIX no. 2 (Feb. 1999)
Vol. XXIX no. 3 (May 1999)
Vol. XXIX no. 4 (Aug. 1999)
Vol. XXX no. 1 (Nov. 1999)
Vol. XXX no. 2 (Feb. 2000)
Vol. XXX no. 3 (May 2000)
Vol. XXX no. 4 (Aug. 2000)
Vol. XXXI no. 1 (Nov. 2000)
Vol. XXXI no. 2 (Feb. 2001)
Vol. XXXI no. 3 (May 2001)
Vol. XXXI no. 4 (Aug. 2001)
Vol. XXXII no. 1 (Nov. 2001)
Vol. XXXII no. 2 (Feb. 2002)
Vol. XXXII no. 3 (May 2002)

Special Archive Issue (1986)
Annual no. 1 (1989)
Annual no. 2 (1990)
Annual no. 3 (1991)
Annual no. 4 (1992)
Annual no. 5 (1993)
Annual no. 6 (1994)
Annual no. 7 (1995)
Annual no. 8 (1996)
Annual no. 9 (1997)

$

Vol. XIII no. 2 (Apr. 1983) Vol. XXVII no. 2 (Feb. 1997)
Vol. XIV no. 1 (Oct. 1983) Vol. XXVII no. 3 (May 1997)
Vol. XIV no. 2 (Apr. 1984) Vol. XXVIHIno. 1 (Nov. 1997)
Vol. XV no. 1 (Oct. 1984) Vol. XXVIII no. 2 (Feb. 1998)
Vol. XV no. 2 (Apr. 1985) Vol. XXVIII no. 3 (May 1998)
Vol. XVI no. 1 (Oct. 1985) Vol. XXVIII no. 4 (Aug. 1998)
Surface postage included: add $6.00 per Amount Enclosed
issue for overseas air mail. 20% discount
for full set of available issues. Overseas air
mail charges still apply. Photocopy and Name
send this order form with payment to the
International Horn Society in US funds, Address
international money order, purchase/
requisition order, or Visa/Mastercard to: City
Jeffrey Snedeker State Postal Code
Editor, The Horn Call Country
Department of Music
Central Washington University Tel
400 E. 8th Avenue
VISA /Mastercard #

Exp:

An index to the contents of all issues of The Horn Call can be found on the
[HS Website: www.hornsociety.org/HORN-CALL/index.html
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Grab Life By The Horn!

Donna Riley of West Chester, Ohio, sent this photo. Familiar with the logo of a well-known com-
pany “Grab life by the horns”? Well, here is her truck (made by that same well-known company) with
a little twist on the logo!

Ed. Note: “Out the Bell” is intended for readers to share stories, pictures, cartoons, poetry, etc., that explore the lighter
side of our instrument and music-making. Those seeking similar “creative outlets” should forward suggestions or
submissions to the Editor. Suggestion: 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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AE{UV[CORQ Horn Mutes for the

Discerning Professional

rumCor mutes 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.

Tri-Stop

Stealth
#4

Stealth #5

Stealth Simply the best practice mute available, the Stealth is a must for hotel rooms and late night
#4 & #5 Ppracticing. Pitchandarticulationareexcellent. The Stealthcomesin twosizes, 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 Iri-
Tri-Stop Stop comes with three interchangeable bell flares, each uniquely sized to accommodate
repertoire, register and volume needs.

#4 & #5 Patterned after the famous "DePolis" mute, the #5 sounds especially good in the upperregister.
The #4, made for narrow bore horns, isaslightlysmallerversion of the #35.

The TrumCor Tri-Stop horn mute istriccd 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-line store at www. trumcor.com

TrumCor ® 3456 Mockingbird Lane ® Dallas, TX 75205
telephone: 214/521-0634 © fax: 214/521-1174 © e-mail: trumcor@aol.com




&

—absolute competence.

model 103

Bahnhofstrasse 9 < D-55116 Mainz - Germany
phone +49 (0)61 31/28 §0'80 - fax +49 (0)61 31/22 42 48

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






