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From the Editor
Bill Scharnberg

fall occurs as planned, you will have this edition of The Horn Call in hand by the

middle of February 2004. The October issue was a complicated “first attempt” for

me. The glacial pace of the publishing industry caused me to reconsider the time
line that I had originally set for each journal. As I explained in my website notice, the
delay was caused by problems with the advertisements in that issue. Although I learned
a lot about the advertising industry in a hurry, I am by no means an expert (yet).

My goals, when taking on the Editor position, included eventually doing the layout
for the journal and finding an excellent mailing system. We were lucky to find a
mailing company in Denton, Texas, which will save us 6 cents per envelope (roughly $180
for US mailing per issue) and an international carrier, DHL, which, with their purchase
of Airborne Express, is now larger than UPS. Some of the postal savings went into “peel
and stick” envelopes. These are slightly more costly but might arrive at your door intact.
The goal is for each of you to receive your Hornn Call on time and in excellent condition!

['am extremely fortunate to now have the expert proof-reading skills of Marilyn Bone
Kloss to assist with the journal! Marilyn brings years of expertise in the publishing field,
including the special ability to remain focused on details.

While the intent was to continue “Correspondence” or “Letters to the Editor” in each
issue, the few e-mails that I received have either been relatively simply questions, that |
have answered directly, or praise for the October journal, which I am reluctant to print.

Enjoy this issue and, thanks to John Ericson, our improving website. Readers who
have comments, suggestions, or questions should aim them at: editor@hornsociety.org.

Errata: Rachel Hands (October Symposium Report) is a student at the University of
Massachusetts, studying with Professor Laura Klock.

In the table of contents to the October journal, Rebecca Dodson-Webster name was
misspelled. Please note the following information that was inadvertently omitted from
her article (p. 81): Jean Rife studied yoga with Joe Armstrong, Boston’s main Alexander
teacher, and Jean recommends two books on the subject: lyengar’s Light on Yoga and Yoga
the Iyengar Way by Silva, Mira, and Shyam Methta.

For back-issues of The Horn Call, visit wiww.hornsociety.org for both a listing of avail-
able issues and an order form. Issues that are currently out-of-stock will be

scanned and available on CD at some point in the future.

Guidelines for Contributors

The Horn Call is 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, Inquirics
and materials intended for The Horir Call should be directed to the Editor or the appropriate Contributing Editor. Inquiries and
materials intended for IHS News should be directed to the News Editor.

The style manuals used by The Horn Call are The Chicago Manual of Style, fourteenth edition, and A Manual for Writers of Term
Pape ses and Dissertations, sixth edition, by Kate Turabian. Refer to these texts or to recent issues of The Horn Call for guide-
lines regarding usage, style, and formatting,. The author's name, address, telephone number, e-mail address (if available), ﬂnd a
brief biography should be included with all submissions.

Articles can be sent as paper/hard copy or electronically on a CD, zip, or floppy disc, or attached to an e-mail. If the format
is unreadable, the author will be notified immediately and asked to try another format. Footnotes should be numbered consec-
utively and placed at the end of the text. Musical illustrations should be sent in black ink on white paper or using an electror-
ic format readable on an Macintosh computer with Finale software. Photographic or other illustrations should be glossy black
and white prints or sent as files readable by QuarkXpress 5.0, PageMake 6.5, Adobe Photoshop 7.0, Adobe Illustrator 10.2, or
Adobe Acorbat 5.0 software. Applications other than Macintosh/Microsoft Word should be submitted as text files (ASCII).
Please label any discs clearly as to format and application being used. Submit graphics and musical examples in a hard copy,
suitable for scanning or electronically on a g
disc. E-mailed graphic files are easily o o
corrupted. |‘ p— — o = =

T]iu‘ octave designation system used in _9 — il 9 — —
The Horn Call is the one preferred by The Slg.fJ
New Harvard Dictionary of Music, edited by
Don Randel (1986), as follows:

]

! c c ¢ o o o
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President’s Message

Johnny Pherigo

Greetings upon a new year to all of you! I hope the
new year finds you healthy and happily engaged
with horn activities.

As you will notice elsewhere in this issue, the deadline for
nomination to the IHS Advisory Council has been extended to
April 1. You will receive your ballots for the Advisory Council
election in the May issue. All nominees must by members of
the IHS in good standing and agree (in writing) to serve if
elected and submit a bio on no more than 150 words to
Executive Secretary Heidi Vogel by the April 1 deadline. See
the announcement on page 17 of this issue for more informa-
tion about the nomination process. This is your opportunity
to shape the priorities and direction of the International Horn
Society, so please consider nominating someone you think
would represent the membership well.

The new year is often a time of new resolutions, usually
to lose weight, exercise more, stop smoking (Not many hor-
nists do this any more!), get control of one’s finances, spend
more time with family, etc. Even though it is February by the
time you are reading this letter, consider adding the horn and
the THS to your list of resolutions for 2004. The IHS is in good
financial condition at this point, but rising costs of printing,
postage, and other expenses continue to put pressure on our
ability to offer all the services that the membership wants and
expects. The [HS depends upon the dedication and generosity
of its membership beyond the membership dues. There are
many ways you can help, so please consider one of the fol-
lowing:

1. Add a contribution the scholarship fund, even if it is only a
few dollars, when you pay your annual dues this year.

2. Make a contribution in the name of a favorite teacher.
Maybe even organize a drive among many of your teacher’s
former students to make a contribution or start a scholarship
in his/her name.

3. If you are a teacher, start a horn club in the IHS, or buy a
gift membership for a promising student.

4. Persuade the members of your orchestra or band horn
section to become members if they are not already members.

5. Volunteer to spend one hour a week at your local elemen-
tary or middle school teaching beginning horn players and
introducing them to music and recordings of the master
hornists and composers. Take copies of The Horn Call with
you.

There are many reasons to contribute your time or money
in these ways, but perhaps the most important is this: it feels
good! There is probably nothing in this world more satisfying
than to give one’s time or treasure to help a cause that is
important to you. Most if not all of you already know and do
this. This year, consider adding the IHS to your giving list and
help us continue to celebrate and promote the horn, its music,
and its people.

Happy Horn Playing to All of You for 2004!

Join the Club!
Your extra gifts will allow the IHS to fund more projects,
offer more and greater scholarships, and...
contact Heidi Vogel to donate to specific projects.

Hampel Club:
Punto Club:
Leutgeb Club:
Duvernoy Club:
Gallay Club:

$25-49
$50-99
$100-249
$500-999
$1000+

“People have made at least a start at understand-
ing the meaning of life when they plant a shade
tree under which they know full well they will
never sit.” -adapted from D. Elton Trueblood

Hampel Club
Victoria Rose Pozzato
Heidi E. Wick
Scott C. Young

Punto Club
Susan N. Miyata

Leutgeb Club
Heidi A. Vogel
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The Concertch 'I'tlgatP ﬁlmost Wasn't

Concerto for Horn and Orchestra by John Williams

ohn Williams is a wizard when composing film music.

Dale Clevenger is a sorcerer of the horn. Thanks to the

Chicago Symphony Orchestra and a grant from the
Edward F. Schmidt Family Commissioning Fund, these two
giants came together for the birth of a major new work for
horn and orchestra.

According to Clevenger, this concerto was an idea kicking
around the orchestra for many years. With nothing formally
arranged and no money forthcoming, many of Clevenger's
original choices (e.g., Bernstein) were no longer available:
they were quite literally...dead. Clevenger jokingly told this
tale at the pre-concert lectures and explained that, while true,
he did feel that he was stealing a bit Williams’ thunder: when
contacted by Steven Spielberg about creating a score for his
movie Schindler’s List, Williams watched the final cut and pro-
claimed that Spielberg needed a better composer. Spielberg
replied "I know, but they're all dead.”

The momentum for com-
missioning John Williams to
write a horn concerto came
from "the lovely horn parts
Williams — writes for his
movies" and a decision was
made. That turned out to be
the easy part.

John Williams is an incred-
ibly busy man. After initial
conversations over dinner in
Los Angeles, the horn player
and the composer came to an
agreement. More talking
would take place and some
movements would appear in Clevenger's mailbox. All went
well until the orchestra announced a deadline for the concer-
to; that's when things got rocky. It appeared that the concerto
would have to be cancelled until Clevenger received a call
about more movements being ready. What everyone failed to
realize was that, for Williams, the deadline was the impossi-
bility, not the composition. His film composing had to take
precedence: once filming was completed, the producers needed
the music now! However, the composition of the horn concerto
was no longer in doubt.

Williams professes he was thrilled when asked to write
for Clevenger and lucky that he could find the time. He
admits to a long-time love of the horn, going back to his ear-
liest days of studying music. When asked why, he says, "l
never analyzed this connection, but it probably has to do with
the drama. The horn is an instrument the recalls thousands of
years of sound that our collected psyche has gathered together.
We remember the calls to battle or prayer. And for me, the
horn can play many roles, perhaps more than any other
instrument in the orchestra.”

The concerto was “unwittingly” written in five scenes
based on medieval subjects, with the horn playing a different
role in each movement. Williams says "unwittingly” because
the medieval idea sprang from his thoughts about the antig-
uity of the instrument and "how the horn allows us to dream

John Williams” Concerto for Horn and Orchestra; Dale
Clevenger, soloist, John Williams, conductor; November 29 and
December 2, 2003, Symphony Center, Chicago, Illinois

backwards to an ancient time." He began a search for five
woodcuts based on secular subjects to illustrate each move-
ment. This proved a difficult task as most woodcuts from the
Middle Ages were based on religious themes, not hunts or
battles. Only one was found: a huntsman blowing a horn with
his dogs circling about his feet.

Though the woodcuts were not to be, each movement has
a poetic (though not necessarily medieval) introduction. Nor
did Williams "adhere to, or purposely avoid, the modalities
and grammar of medievalism." Angelus ("Far, far away....")
begins the concerto with "the distant peeling of the Angelus
bell, calling the villagers home. The horn joins in, sending
calls and signals to complete the picture. The Battle of the Trees
("Swift oak...stout guardian of the door") "is suggested by the
famous Celtic poem of that name, which describes groves of
trees transforming themselves into warriors and led in battle
by the brave oak. The horn enters the fray, as the percussion
section creates sounds of trunks, branches and twigs colliding
in the struggle.” In the third movement, Pastorale ("There came
a day at summer's full"), the
horn is joined by the oboe,
another instrument with the
power to produce nostalgia.
"Nostalgia has been described
as "laundered memory," but the
modern horn and oboe possess
the power to produce it truly.
They conjoin to "dream back-
ward of a pristine glen." Then
ensues The Hunt ("The hart
loves the highwood"), the only
movement depicted by a
woodcut and "an easy thing to
conjure.” The horn is presented
in a "traditional role, getting the blood up, exhilarating the
spirit and animating the chase." Finally, the suite comes to a
close with Nocturne ("Crimson day withdraws") where "the
day's end grants repose and a simple song is offered."

"The concerto has beautiful effects," says Clevenger.
During the composition process, Clevenger requested that the
work have two important characteristics: that it could be per-
formed by good conservatory students and with a piano
reduction. That certainly does not mean that the piece is
without challenges. Practicing since February for the late
November/early December premiere, Clevenger mentions
"riffs that work on the F horn, in a range where you would
expect to use the B-flat side. And one movement has a long
passage for stopped horn that works best with the muting-
valve on my triple horn." He also suggests that "you can play
the movements individually or extract a group.”

The two premiere performances were sold out events in
Chicago and Clevenger hopes to record the Concerto for Horn
and Orchestra for a CD that will also feature Williams'’
concertos for trumpet and horn.

o ¢

This article was complied from material provided by the
Chicago Symphony Orchestra through tapes of pre-concert lectures
and their program book, Philip Huscher, program annotator, and
Cornucopia, Marilyn Bone Kloss, editor.



THE NEW 668

Professional Model Horn

The model number has remained the same, but the sound and response are
completely new. The new 668 offers you all the best qualities of the great instru-
ments of the past — plus incredibly accurate infonation and improved playability.
‘ The sound is rich, warm, full of life and projects well
‘ in even the largest concert halls. A new

lead pipe design dramatically improves

resonance in the mid to lower register
while adding body fo the sound.
The new bell taper and thickness
have been redesigned for quicker

I response with enhanced tonal
' : il projection in every range. And an

ideal amount of air resistance
gives subfle confrol in pianissimo
passages, while allowing a powerful

commanding tone at fortissimo.

This is the horn you’ve been waiting
for — THE YHR-668!
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Perfect for marching bands, drum & bugle corps, pep bands and HOT or €L weather gigs!
Less fatigue on your chops! School & corps colors available.

French Horn (M), Mellophone (6) 521
Trumpet / Cornet (3C, 7C, 5C) $19
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Treat yourself to an

Original
Engelbert Schmid Horn

» which has an especially noble sound,

e which entices you to play magically,

e with optimal intonation and response,

* unique patented valves, permitting smoother curves of the
tubing, with quicker action, better slurs,
and a practically unlimited service lifetime,

* can be tuned a half step higher or lower,

e and, and, and ... all that, and it looks fantastic!

Engelbert Schimid, with 14 years of experience as a horn
player in the best German orchestras, is a master
craftsman you can trust completely!

Engelbert Schmid GmbH

Kohlstattstr. 8, DE-87757 Kirchheim-Tiefenried
Phone: ++49-(0)8266-1579 - Fax: ++49-(0)8266-1874
Engelbert-Schmid-Horns @t-online.de -_ : .
http://www.french-horn.com/schmid Full triplehorn Bb/F/f-alto
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The Merker French Horn

Intimate action. Rich tones. Unrivaled pedigree.

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

G. Leblanc Corporation * www.gleblanc.com

Click on:
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A
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Made in US.A. © Conn-Selmer, Inc. A Steinway Musical Instruments Company.
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Michelle Baker «  Make Embouchure Changes Easier takes only 15 min. 3 limes per week

www.festivalhill.org
: . . ORDER INCLUDES: Set of CHOP-STICKS™,
a]a.lnd@festlval}nll.org Deluxe Carrying Pouch, Instructions and Methodology Booklet

(979) 249-3086

NEW!!! CHOP-STICKS PRO™

Our Unique Mouthpiece Bags are Stylish and Functional!

Liemar Technologies, LLC .
CHOPS-BAG™
Tucson, AZ B5737

'-—.- ___% ; Julig@Chop-Sticks.Info
".‘ ; \\ il WWW.CHOP-STICKS.INFO

Ordering Information at: WWW.LIEMARTECH.COM

NEATREII @ THE STEINHARDT DEPARTMENT OF MUSIC AND
8P tendl SCcHOOL OF EDUCATION PERFORMING ARTS PROFESSIONS

Summer Institute for Wind Quintet and Woodwind
Chamber Music for High School and College Students

In collaboration with the Quintet of the Americas

"Musical dialogue at the highest level." --Washington Post

June 19-26, 2004

- Participate in two weeks of intensive master classes with the quintets and virtuosos
Esther Lamneck and Robert Dick.

- Attend concerts, workshops, and open rehearsals at NYU, in the heart of
New York City's Greenwich village.

- Study with one of the Western Hemisphere's finest chamber ensembles-
The Quintet of the Americas.

Esther Lamneck
Department of Music and Performing Arts Professions

The Steinhardt School of Education FOR ALL PROGRAMS, PLEASE CONTACT

New York University Office of Special Programs

35 West Fourth Street, New York, NY 10012-1172 The Steinhardt School of Education

212-998-5441, Fax 212-995-4043, New York University

E-mail: esther.lamneck@nyu.edu 82 Washington Square East, 5th Floor, New York, NY 10003-6680
New York University is an affirmative actionfequal opportunity institution 212-992-9380, Fax: 212-995-4923, E-mail: ke67@nyu.edu
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Emerson Horn Editions

®

by
Christopher D. Wiggins

SecondHorn Quartet, Op. 121
Conclusions for Horn Sextet, Op. 80
Suite #2 for Eight Horns, Op. 75
Introduction & Allegro for 12 Horns

P.O. Box 101466
Denver CO 80250 USA

emersonhorneditions.com

Horn Ensembles

$14.00
$12.00
$20.00
$23.00

THE HORNSTICK

ergonomic wise playing

Are your neck, shoulders, and back
troubled by your heavy horn? The
Hornstick allows you to play your
horn without any future physical com-
plaints. Also for kids there is no need
to buy a smaller horn!

Benefits from the Hornstick:

-it takes the weight off your hands;
just keep the instrument balanced.
-the connection between the Stick
and the horn is very flexible.

-it provides an excellent ergonomic
carriage and is easily adjustable to
different heights.

-it's (dis)connected in a twinkling.
-in many countries The Hornstick is
already used by many professional

and amateur hornplayers. info and orders:

aluminum/syntheticmodel €  69,- Richard Speetjens
Rotterdam Phil. Orchestra
tel: +31 (0) 356223993
pricesareinc. VAT, exc.postage e-mail: homstick@hemet-m

brass/mahoganymodel € 169-

Simply the Best...

..way to hold your horn.

visit our we,bsi’re,S

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

216-382-8383 _
info@clebschstrap.com

$45.00 + ($5.00 ssh)

tm
PAT. PEND.

...Ergonomic Leather
Support/Grip for Horn
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36 International Horn Symposium. Valencia 2004.

SPECIAL GIFT> Registrations received
before March 1%t will receive a special
gift: a bottle of Rioja wine, from an
excellent year, bottled especially for
our Symposium!

Welcome! The city of Valencia has the honor of hosting the 36" Horn Symposium of the International
Horn Society (IHS), which will be held in the Palau de la Misica (“Palace of Music”) and the Conservatorio
José Iturbi (José Iturbi Conservatory) from 24 to 31 July, 2004. Exceptional settings and spectacular
beaches. Art, history, and age-old traditions. All this, together with an exciting nightlife and savory
cuisine, make Valencia well worth a visit. In addition to such attractions, it is important to note the
strong musical tradition of this land and its people. In order to make this symposium one of the best
ever, a series of concerts will be offered, centered mainly on Latin music. Throughout the event,
participants will be able to enjoy any the 30 concerts featuring top Spanish and international soloists,
as well as over 20 premiere performances of compositions for horn. Moreover, participants can visit
the exhibits set up by top horn builders, and view horn accessories, music and recordings, or attend
seminars, master classes, and a variety of related activities. Young horn players and amateur players
will also find a special place at the symposium, with special seminars and a chance to play in groups
led by leading horn personalities. On behalf of the hosting committee, Manuel Jarrega, Juan José

Llimera, Vicente Navarro, Bernardo Rios, Maria Rubio and myself, we would like to welcome and see

you in what we believe will be a unique event. Javier Bonet. Host of the Symposium Valencia 2004.

Valenda
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GUEST ARTISTS > A great effort has been made to bring together the finest artists at this Symposium. While some performers have
yet to confirm their attendance, a tentative list of the soloists who will be participating in the symposium can be found here:

SOLISTS

David Alonso ‘Lorena Corma Vicente Giner Kristina Mascher  Pasi Pihlaja Maria Rubio
Allesio Allegrini  Rubén Chorda Andrei Gloukhov  Karen Mc Gale Hans Pizka Oscar Sala

Joel Arias Carlos Crespo Inés Gonzalez Luis Morato Alexey Pozin Maxi Santos
José Miguel Asensi Ramon Francisco ~ Cayetano Granados Miklos Nagy: Vicente Puertos | Bruno Schneider
Radek Baborak Cueves Nury Guarnaschelli Szolst Nagy Miguel Angel James Somerville
Thomas Bacon Rail Diaz ; Miguel Guerra Saivadur.Navaer Quirds Esa ;I'-a ni &
Hermann Baumann  J guidanos = Manuel Jarrega  Vicente Navarro  Bernardo Reis Tk, ot
Antonio Benlloch  Rodolfo Epelde Hervé Joulain A[ej_andrb Nufiez  Da Silva EncTEI‘HHllIEEf
Daniel Bourgue  ManuelAntonio  Noriki Kaneko  IvanOrtiz  Jorge Renteria | David Thompson
Eduardo Bravo Fernandez Ab Koster ‘Francis Orval Javier Rizo Dante Yenque
Ovidi Calpe Lin Foulk Juan José Llimerd  Juan Pavia Enrique Rodilla

José Vicente Tomas Gallart Frank Lloyd Santiago Pla Francisco .

Castelld Ignacio Garcia Douglas Lundeen  Abel Pereira Rodriguez ey

Alexander Horn Ensemble Japan

American Horn Quartet

Austrian Horns

Budapest Festival Horn Quartet

Barcelona Symphony Orchestra Horn Quartet
Corniloquio/Natural Horn Quartet

Deutsche Naturhorn Solisten




MASTER CLASSES > During the symposium,
master classes will be held daily, led by
prestigious horn teachers of international
standing. Other classes include guided
warm-up sessions, and even individual classes.

CONCERTS > A total of 30 concerts will be
offered, 20 of them featuring guest artists, and
the rest featuring students and horn groups
representing music schools, conservatories, and
universities. Of special note are the premiere
performances of more than 20 original works
for horn, composed especially for this event.

University of Central Arkansas Horn Ensemble

CONFERENCES > Expert speakers will offer
conferences on a daily basis, focusing on a
variety of topics related to musical
interpretation, technique, musicology, relaxation
techniques, instrument making, and more.

EXHIBITS > All of the top-name instrument
builders will be attending the symposium so
that you can view, try out, and compare the
latest designs, technological advances, and
innovations, or browse through a wide selection
of music and recordings.

VALENCIA = In addition to all of the exciting
options offered by the city itself, a variety of
alternative leisure activities have been planned
to liven up your free time: salsa dancing classes,
sports activities, a special banquet, and more.
And Valencia has much mare to offer, including
a temperate climate, which will surely entice
you to visit the city's beaches (10 minutes from
the concert hall), and of course a lively nightlife.
The city’s “Feria de Julio” also features a
magnificent program of bullfights, which will
take place at the same time as the symposium.
All in all, an abundance of fun free-time
activities!

ESPECIAL BANQUET = Qn the last day of the
symposium, a special banquet will be held,
including one of the best dishes our cuisine
has to offer: “La Paella”, as well as other
surprises!

MEALS > Lunch and dinner will be served in
the cafeteria of the José Iturbi Conservatory.
Meals include two dishes, selected from the
menu, and a drink. Those who wish to take
advantage of this option should indicate this
on the registration form and make the
corresponding payment.

OPTIONAL TOUR = The travel agency is
preparing a variety of vacation options
throughout Spain, which may be enjoyed after
the symposium at a special price. These tours
are highly recommendable, and you can select
from among different itineraries and durations.
Those who are interested should contact the
travel agency trough the email:
igarciarico@halcon-viajes.es

VALENCIA: ARRIVAL INSTRUCTIONS > Valencia
is located on the eastern coast of Spain, on
the Mediterranean Sea, and is accessible by
train (from other European locations via Madrid
or Barcelona), by highway (the A-7 highway
from other European locations, via Barcelona;
or the A-3 highway from Madrid), and by air.
The Valencia airport (Manises) offers direct
international flights to and from various
European cities, including Amsterdam, Paris,
London, Geneva, Zurich, Basel, Brussels, Milan,
Rome, Frankfurt, and Munich; Connections to
all other world locations can be made via
Barcelona or Madrid, Special travel rates are

ilable for this symposium. In some cases,
it may be more economical to fly into other
popular tourist destinations, such as Alicante
(175 km), or to take advantage of charter
flights which are often offered in the summer
at very reasonable prices. Distance in kilometers
from other major cities:Madrid 350 km, Barcelona
360 km, Alicante 175 km

; 36" International Horn Symposium

24th-30th July - Palau de la Misica

Valencia 2004

REGISTRATION FORM

REGISTRATION FORM

Last name(s) First name

Sex [JFemale CIMale Nationality Birth date
Address

City Provincie/State Postal Code
Country Tel Fax

E-mail Mobile

REGISTRATION

[JIHS member €250 [0 Under 16 years of age €160 (include photocopy of document accrediting age)
CJ NOT an IHS member IHS €270 [ School/conservatory group registration® (per person) €200

[ Day pass €50 [ Accompanying family member? €60

[ Later than 1 April (supplement, all cases) €36

(1) Minimum 8. If any group member is under 16, apply the corresponding discount. Include letter from the professor, with the
names of all group members,

(2) Only valid for non-horn players. Horn players must pay the full amount (Indicate full name and relationship)

ACCOMMODATION

Accommodation at the Hotel Abba Actedn: (accommodation and breakfast, arrival 23 July, departure 31 July)
[ Double room (per person)3 €288 [ Double room daily (per person)? €38
O Individual room €480 [J Individual room daily €60

Accommodation in Residence Hall: (accommodation and breakfast, arrival 23 /07, departure 31 /07)
[J Double room (per person) €200 1 Double room daily (per person) €25
[ Individual room €240 [ Individual room daily €30

(3) For double rooms, please indicate the name of the other person you will be sharing with. If you have not arranged to share a
room with a particular person, please leave this space blank, and a roommate will be assigned.

For shorter or longer stays, please specify arrival and departure dates, and multiply the number of days by
the daily price.

1 Abba Actedn [ Residence Hall

Number of days  x € Total price €

Arrival

Departure

[ From 24 July to 30 July, except for the dinner on 23 July and the lunch banquet on 30 July €78

TOTAL PRICE

[ Registration € + [ Accommodation € + [ Meals = TOTAL €

Payment may be made by bank transfer to our bank (Bancaja).
SWIFT: CVALESVVXXX

IBAN: ES1120770294973101331439

Account: 2077 0294 97 3101331439

Or by credit card - VISA/Master Card:

Please send this form by email, fax or post to
(Enclose bank receipt):

Javier Bonet

Carretera de Benitez, 44

28224 Pozuelo de Alarcon (Madrid). SPAIN
Fax: +34-912949045

Email: info@ihsvalencia2004.com Cardholder:

Cancellations: Cancellations received before
1 May will have the right to a full refund minus
€30 for banking expenses. Cancellations recei-

Card number:

ved between 1 May and 15 June will have the | Expires:
right to a full refund minus €50 for banking
expenses. No cancellations will be accepted
after 15 June.
Signature:




ik HORNS ... Every Instrument a Masterpiece ...

Experience ... Tradition ... Explore ... Innovative ... Unique ... Free ...
The All New Model D4 The Model D3
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The unique one-piece valve Our Mouth-pipes are soldered  The bell and bell branch
cluster and Computer-Aided-  from one piece of sheet are manufactured by our
Design of the valve cross metal providing a more uniform master craftsman in one
section guarantees an material thickness which piece. By using this me-
optimal air-flow. produces an ideal stability of thod the critical joint be-
sound throughout the entire tween bell and belltail is
range. neutralized. (Mod D3 only)
For Information Please Contact: (Website: www.DuerkHorns.de) -
EUROPE: DiirkHorns Steuerstralle 16a 55411 Bingen/Rh Germany ———r
Phone: 0049 (0) 6725 1507 Email: info@DuerkHorns.de , @ 5
USA: Kenneth Pope 80 Wenham Street 2 Boston, Ma 02130 ’;;&;W,,wﬁ-
Phone: 001 617 522 0532 Email: ken@PopeRepair.com
JAPAN: Trend Co.Ltd. Hiroshi Hosoya 9-208 Schinmei-cho Kariya-shi Nagoya-pr 448-00:
Phone: 0081-566-27-8077 Email: Trend@Katch.ne.jp
KOREA: Hornshop Dong Ok Kim Seocho-3dong Seocho-Gu 1466-16 Sebong B/D 5F

137-867 Seoul Phone: 0082-2-586-9369 Email: kizki-@Hanmail.net



IHS News and Reports

Heather Petit, Editor

IHS Business

Call for Nominations Extended

Due to complications with the nomination process this
year, the Advisory Council has decided to extend the period
for nominations and to delay the election. Nominations will
be accepted until April 1; the biographies of nominees will
appear in the May 2004 Horn Call, with a mail-in ballot to be
received by the Executive Secretary by July 15. The newly-
elected Advisory Council members will serve three-year
terms of office, beginning after the 2004 international sympo-
sium and ending after the 2007 symposium.

Nominees must be members of the [HS and be willing to
accept the responsibilities of the position. Nominations must
include the nominee’s name, address, telephone number/e-mail
address, written consent, and a biographical sketch of no
more than 150 words. Nominations by fax and e-mail are
acceptable; consent must originate from the nominee.

Terms of the following AC members expire in August
2004: Randy Gardner and Michel Garcin-Marrou are com-
pleting their second term and are therefore ineligible for
reelection this year. Philip Myers, Johnny Pherigo, Bruno
Schneider, and Nancy Jordan Fako are completing their first
term in office and are eligible for renomination.

Send nominations by April 1 to Heidi Vogel, THS Executive
Secretary, P.O. Box 630158, Lanai City, HI 96763-0158 USA;
Telephone /Fax: 808-565-7273; Email: exec-secretary @hornsociety.org.

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.

News Deadline
The next deadline for news submissions is March 10, 2004.
Send items directly to Heather Pettit: HEPhornl@aol.com.

IHS Website
The IHS website has officially been turned over to IHS
and can be found at <www.hornsociety.org>. Check out the
site for added features and pages.

New European Area Representative

Welcome Peter Hoefs as the new IHS European repre-
sentative. Peter studied with Fritz Huth, Philip Farkas and
Otto Schmitz, played principal horn in the Staatstheater
Darmstadt, Miinchner Rundfunkorchester and Staaththeater
Stuttgart, is the co-founder of the Siiddeutsche Horntage and
currently teaches at the University of Mainz (horn), the
Musikhochschule Stuttgart (horn and brass pedagogy) and
the Tiibinger Musikschule (horn). He has been published in
the Horn Call (Vol. XXIII, No.2, 1993), The Horns of the Fiirstlich-
Hohenzollernsche Sammlungen in the Castle Signaringen.

by Jeffrey L. Snedeker

2003 Harold Meek Memorial Award “

The outgoing Editorial Advisory Board of International
Horn Society Publications has selected Jeffrey Agrell’s article,
“Archery, Csikszentmihalyi, and What’s Really Important,
Anyway?”, to receive the 2003 Harold Meek Memorial Award
for volume year XXXIII (2002-2003). This article appeared in
the May 2003 issue of The Horn Call (vol. XXXIII, no. 3).

The Harold Meek Memorial Award was created by the
[HS Advisory Council in the summer of 1999, named in
memory of the first editor of IHS publications, Harold Meek,
whose seriousness for the job laid a firm foundation for the
journal’s successful existence. The criteria for selection
include the following considerations: 1) a featured article
appearing in The Horn Call, 2) wide audience/ member-
ship appeal, 3) high quality: well-written, well-documented
(where appropriate), 4) representing or provoking new or
unique ideas or perspectives related to the horn, 5) exhibiting
potential to stimulate future activity or research, and 6)
exhibiting or encouraging some level of practical
application.

Jeffrey Agrell has taught horn at The University of lowa
School of Music since 2000. Prior to that he was Associate
Principal Horn with the Lucerne (Switzerland) Symphony
Orchestra (1975-2000). An avid writer, Mr. Agrell has some
sixty published articles to his credit and served on the edito-
rial staffs of several international brass journals for many
years. He is also an award-winning composer who has
written dozens of commissioned works for professional
chamber music ensembles. His pieces have been published,
performed, recorded, and broadcast on television and radio
throughout the world. Since his return to the US, he has been
much in demand as a clinician and guest artist, performing at
universities, festivals, and regional and national workshops.
For The Horn Call, Jeff has served as an editor for “The
Creative Hornist” and “Technique Tips,” contributed
featured articles and reviews, and served on the Editorial
Advisory Board. Last summer, he was elected to the IHS
Advisory Council.

On behalf of the International Horn Society and the THS
Editorial Advisory Board, I extend hearty congratulations to
Jeff, with best wishes for continued success in all he does.

The IHS Friendship Project
Please contribute to the IHS Friendship Project, 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.
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News and Reports

€

The following people are “lost sheep” (current IHS members who have not submitted address cor-
rections or u %lgtes? and are no longer receiving IHS mailjn%f): Kenji Aiba, Anne Denhof, Lynn
Gaye, Michael Hoeltzel, Didac Monjo, Tatu-Pe men, |

Hyun-seok Shin, Sachiko Ueda. If you know the address of any of these individuals,

Deyoung, Je

ka Paukkanen, L Katherine Perkins,
lease contact

Heidi Vogel, THS Executive Secretary, PO. Box 630158, Lanai City, HI 96763-0158 USA; elephone/Fax: ||
808-565-7273; e-mail: exec—secretary @hornsociety.org

IHS Composition Commissioning Opportunities

The THS Advisory Council has again approved $2000 for
the purpose of encouraging new compositions for the horn. 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 designated $2000 annually, 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 information may be requested
from Randy Gardner, Chair, IHS Commissioning Assistance
Program, 2325 Donnington Lane, Cincinnati, OH, 45244-3716,
USA.

|| Member News ||

Tom Varner gave concerts and workshops at Pacific
Lutheran University last November 21, at Central
Washington University November 23 and at the University of
Washington (Seattle) November 25, in combination with
appearances at Seattle jazz clubs. Varner was also visited
James Madison University and Virginia Tech on January 25
and 26, for more concerts/workshops. His new CD, Second
Communion, is now available on the OmniTone label. Visit
Tom's site at <www.TomVarnerMusic.com>.

On Sunday, October 26th 2003, at Western Connecticut
University, in Danbury CT.,, Dr. Marjie Callahan and
Professor Abby Mayer, dressed in authentic Tyrolean attire,
presented a Horn Day event. A historical talk, led by Dr.
Callahan, covered the chronological development of the horn
and included garden hoses, animal horns, shofars, conch
shells, authentic hunting horns, natural horns, hand horns,
Alphorns, and an interesting early Besson three-valve piston
horn that was also adaptable for crooks, as well as modern
double horn. Professor Mayer conducted a master class for
students that focused on the Strauss 1st Concerto, Mozart's
Concertos 2 and 3, Glazunov's Reverie, and the Gliere
Concerto. The duo also performed the Telemann Suite for two
horns, movement 1 of the Bach Concerto for two violins in D
minor, and the 1st movement of the Mozart Concerto #4
arranged for two horns by Tina Brain. Dr. Callahan played a
marvelous rendition of the Beethoven Horn Sonata on her
Paxman hand horn, and Professor Mayer played Prolonged
Shofar Variations by Yaacov Mishori.

Myron Bloom joined long time friend and colleague John
Cerminaro in September 2003 for several performances of
Mahler's First Symphony with the Seattle Symphony, Gerard
Schwarz conducting. Bloom calls Cerminaro and the Seattle
section the standard-bearers of a tradition of playing begun in
America by Anton Horner with the Philadelphia Orchestra
and carried on by James Chambers, New York Philharmonic,
and Myron Bloom, Cleveland Orchestra. John Cerminaro may
be heard in performances of Mozart's Third Horn Concerto on
February 7 and 8 with the Bozeman Symphony Orchestra,
Matthew Savery conductor.

= _ =

Seattle Symphony horn section, Mahler’s First Symphony. L-R:
Myron Bloom, Jeff Fair, Mark Robbins, Jint Weaver, Susan
Carroll, Adam lascone, John Cerminaro, Neil Bolter.

The Chaconne Brass, fast becoming one of Britain’s most
prominent brass quintets, performed at the Music Teaching in
Professional Practice (Mtpp) program at the Institute of
Education, Reading University, UK. The Chaconne Brass,
with several albums, radio broadcasts, recitals at London's
South Bank, and an appearance on BBC TV, was augmented
by youngsters from Berkshire Young Musicians’ Trust,
demonstrating their commitment to music education. The
Mtpp, developed in association with the Incorporated Society
of Musicians, is an exciting opportunity for practicing or
aspiring instrumental teachers and leads to a postgraduate
Diploma or MA degree. The inclusion of the Chaconne Brass
during the July public workshops and master classes was a
high note on the Mtpp calendar.

Phil Hooks gave his “From the Walls of Jericho to the
Halls of Carnegie” history of the horn presentation at the pic-
nic of the Carroll County, MD chapter of the National
Association of Retired Federal Employees.
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Karen Schneider taught a master class on “Embouchure
Problem Solving” on November 5 at the University of Akron.
Later that evening, she and Bill Hoyt performed the Handel
Concerto for Two Horns with the very fine University of
Akron Chamber Wind Ensemble.

The Cincinnati Horn Connection, directed by Karen
Schneider, performed a concert on December 2 at Miami
University featuring the dramatic Paradigm Shift, written for
eight horns, percussion and CD. The piece was composed by
pilot Raymond Chase, a member of the group, and is his reac-
tion as a pilot to 9/11. The remainder of the program featured
many of Dick Meyer’s beautiful and unique Christmas/holi-
day arrangements. The group also performed at Music Hall
on December 21.

Lisa Bontrager’s horn studio at Penn State became the
recipient of grant from the Hiawatha Foundation to incorpo-
rate the study of natural horn. According to Dr. John Gerber,
the natural horn instructor, the project gives qualified stu-
dents an opportunity to play not only on historic nineteenth-
century instruments, but also to play baroque music on a
baroque horn copy and even dabble in trompe de chasse music
as well, utilizing the small but growing collection of natural
horn instruments at Penn State.

Members of the Natural Horn Ensemble at PSU: Left to right:
first row: Katie O'Brien, Kelly Jacobs, Kelly Delvecchio, back row:
Carolyn McLucas, Christina Ciraulo, and Chris Naugle

The first semester of 2003 was an active one for Doug
Hill’s horn studio at the University of Wisconsin-Madison
School of Music. Eight students presented recitals and seven
participated in the studio recital; guest master classes were
conducted by Corbin Wagner of the Detroit Symphony, Paul
Basler of the University of Florida and William Barnewitz ad
William Cowart of the Milwaukee Symphony. The UW horn
choir was also the invited ensemble at the Wisconsin Music
Educators State Conference on October 30, where they were
joined by students and teachers from Wisconsin for a
performance of the first movement of Beethoven’s Symphony
No. 5. The horn choir wrapped up the calendar year with a
holiday performance on December 6 at the Elvehjem Art
Gallery.

News and Reports @

Michelle Stebleton was selected to serve as a Holton-
Leblanc Artist Clinician. Ms. Stebleton is currently an
Associate Professor of Horn at Florida State University and a
member of Mirrorlmage, a horn duo with Lisa Bontrager of
Penn State University.

MyAuditions is a provider and distributor of career
employment information connecting musicians, educators
and arts professionals with opportunities in the performing
arts. This service allows customers to search hundreds of
available jobs, research thousands of school programs and
competitions; keep up to date on the latest news; and partici-
pate in their lively discussion forums. In January,
MyAuditions will launch Career Services, allowing customers
to create customized resumes and cover letters; set up
personal search agents to find opportunities that match
predefined requirements, and be instantly notified via email
of matching jobs. Visit <www.myauditions.com> or contact
Jonathan Mednick at 954.924.8222 for further information.

Rebecca Dodson-Webster was featured with the Monroe
(Louisiana) Symphony Orchestra on November 16, 2003, per-
forming the Franz Strauss Concerto op. 8 in C minor.

This fall, the Houston Grand Opera performed Handel's
Julius Ceasar with William VerMeulen playing the solo aria.
Bill’s season continued with the Shepherd School Horn Choir
concert on November 17 (conducting and performing), a
chamber music concert including the Poulenc Sextet on
November 21, the Strauss 1st Concerto and a Rossini encore
“Una wvoce poco fa” December 5/6 with the Buffalo
Philharmonic, and coaching the New World Symphony in
Miami. Another recital is scheduled at Rice on February 12th,
featuring works for an upcoming recording of his transcrip-
tions. Bill also would like to announce his new solo manage-
ment, Angela Fabry, President of Performing Artists
International.

The Eastman Brass, comprising faculty of the Eastman
School, will present concerts in Houston, Texas and Monroe,
Louisiana during the week of February 16, 2004. We regret
having to leave Rochester at that time of year!

November was patriotic music month for Phil Hooks and
his wife, Norma. They are members of the VA-National
Medical Musical Group Orchestra and Chorus, a nationwide
volunteer group that performs twice a year: in June on
Capitol Hill for Flag Day, and in November at different
venues for Veterans Day (this year at Saddleback Church in
Lake Forest, California). Following the Veteran’s Day pro-
gram, the group traveled to Honolulu, HI, where they
repeated the performance at the historic St. Andrew
Cathedral. Security was important, including guards and
hovering helicopters, due to the participation of Miss America
2000 and the attendance of over 100 high ranking military
officers. Phil and Norma then spent 10 days working on the
Battleship Missouri (Mighty Mo) in a University of Hawaii-
Elderhostel service project, polishing brass, painting projec-
tiles, and maintaining the teakwood deck, where the World
War II surrender document was signed. Phil took this oppor-
tunity to play patriotic tunes on the ship’s deck: an emotional
experience for Phil. One of the ship’s employees played the
bass clarinet and, when she heard about Phil and Norma, she
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asked them to join her in some trios, so one day during lunch
they treated the crew to arrangements of The Children’s Prayer
from Humperdinck’s Hansel and Gretel, and the “Chorale”
from Beethoven’s Symphony No. 9.

Robin Dauer, Arkansas State University and the
Arkansas Symphony Orchestra, performed the Sextet, Op. 47
by Lennox Berleley with Karla Fournier, clarinet, and mem-
bers of the Rockefeller Quartet (William Manley, first violin,
Israel Getzov and Beth Massa, second violins, Kater
Reynolds, viola, and Dan Cline, Cello) as part of the Arkansas
Symphony Chamber Series concerts. Performances were
October 22 in Subiaco, November 21 in Little Rock, and
December 2 in Magnolia, Arkansas.

Band du Soleil, a trumpet, horn, and piano trio, have
joined forces to create a new sound in chamber music. All
classically trained, trumpeter Gary Ross, horn player
Lawrence Kursar, and pianist Rosetta Senkus Bacon jour-
neyed into different areas of music. Ross gravitated towards
jazz, Lawrence Kursar picked up the conductor’s baton, and
Rosetta Senkus Bacon followed an opera coaching path,
before discovering a love for music, a love for performing,
and a sense of humor. With a limited repertory for their trio,
Mr. Ross and Mr. Kursar have molded orchestral, operatic,
and solo instrumental works for the group that run the
musical gamut from Baroque to Classical to Jazz. Look for more
information about Band du Soleil at <www.banddusoleil.com>.

The annual Hornaments event took place December 6.
About a dozen hornists met and rehearsed at University of
Arkansas, Little Rock, ate lunch at Bennigan’s, and gave a
performance at University Mall.

News and Reports

2003 Hornaments

Two senior Eastman School of Music horn majors
received early graduation presents this academic year. Julie
Fagan (Atlanta, GA), runner-up in the Jacksonville second-
horn audition and finalist in the Columbus fourth-horn audi-
tion, was awarded the second-horn position with the
Harrisburg Symph(}ny; she remains active with the Cayuga
Chamber Orchestra and is a frequent extra player with the
Rochester Philharmonic. Megan Hall (Dallas, TX) was
awarded a position with the Philharmonie der Nationen, a
resident and touring orchestra of young professionals based
in Germany. Recent alumni have also fared well, with Jenny
Kim (ESM ‘00) garnering an appointment as principal horn of
the Fresno Philharmonic, and David Brimhall (ESM ‘01)
named assistant principal/utility horn of the Honolulu

Symphony. Back on campus, the Eastman Horn Choir plans a
busy spring semester, with a St. Patrick’s Day performance in
the 3100-seat Eastman Theatre, and a later performance in
nearby Honeoye Falls, NY. The choir has also received an
invitation from Javier Bonet to perform at the 2004 IHS
Symposium in Valencia, Spain. Sponsors for this prestigious
opportunity are sought. Please contact Peter Kurau, 585-274-
1478, if you can help!

Daren Robbins (DMA, University of Wisconsin) created
an excellent website for aspiring orchestral hornists. His site,
<www.hornexcerpts.org>, offers 47 standard excerpts “pre-
sented as they appear in the original parts,” with recordings
of each. Daren lists the free software needed to access the
recordings.

Peter Steidle, [HS Advisory Council member, had the
opportunity to buy the horns of Eduard Vuillermoz (1869-
1936), one of the best-known horn players in France. The five
instruments include an orchestra-handhorn Guichard brevéfe
@ Paris (around 1830) with f-crook, an orchestra-handhorn
Raoux with all the crooks and a French Sauferelle (ascending
3rd valve) in a marvelous wooden case of the time, two cor
solo of Raoux (one for right hand in the bell, the other for the
left hand!) circa 1850 in wooden form cases, and one of the
first double horns of France by Thibouville-Lamy (1925).
These instruments have widened Steidle’s collection of rare
horns and have been named Collection Vuillermoz.

Kaarle Penti, a horn enthusiast, celebrated his 85th birti-
day in June 2003 with his horn player friends and was pre-
sented with a very special gift from his family: a horn
concerto composed for the occasion by Finnish composer
Aulis Sallinen. The premier of the concerto, by Esa Tapani,
horn, and the Helsinki Philharmonic conducted by Okko
Kamu, was in October 2003, on a program that also offered 7i/
Eulenspiegel and the Alpine Symphony. Esa recorded
Sallinen’s concerto in Sweden for future release.

The Racine Symphony Orchestra horn section per-
formed a concert, “John Williams and Friends,” August 22,
2003 as part of the orchestra’s Lakeside Pops Series.

After the hectic summer of 2003, the fall schedule for the
American Horn Quartet was very light. Kerry, Charlie and
Geof's orchestra schedules all involved tours around Europe
and the Far East, so it was not possible to do more than some
rehearsals for upcoming projects. In January the group
begins the year with a trip to Florida, including the FMEA
conference in Tampa on January 8, and performances in
Lakeland and Orlando. In March the group heads to
Tuttlingen for an appearance in the Stadthalle, then on to
Milano for three performances of Schumann'’s Konzertstiick on
March 25, 26 and 27. On the return trip, the group will stop in
Lugano, Switzerland for a recital at the Music Conservatory.
The AHQ has further appearances scheduled in Switzerland
in May, and will appear in Valencia at the IHS Symposium
in July. Selected octets by Kerry Turner are scheduled,
and for these events the Budapest Festival Horn Quartet will
join the AHQ. For more details about upcoming concerts and
master classes with the AHQ, as well CDs and music, please
visit the AHQ website: <wwwhornquartet.com>.

20 The Horn Call/February 2004



In April 2003, the Liege Horn Quartet toured the
central/eastern United States visiting four universities. They
presented master classes and recitals at the University of
Cincinnati College-Conservatory of Music, Miami University,
the University of West Virginia, and Penn State University.
The tour was organized around the premiere of Eric
Ewazen’s Woodland Quartet, commissioned by the Liege Horn
Quartet, with assistance from the IHS Mier Rimon commis-
sioning Assistance Fund. The premiere took place at the
Cincinnati College-Conservatory of Music on April 14, 2003,
hosted by Randy Gardner. After a recital at Miami University,
the quartet travelled to the University of West Virginia. They
presented a master class about excerpts and concertos for
Virginia Thompson’s students and performed a recital. After
a well-deserved break in Pittsburgh, the LHQ moved on to
Penn State where they performed for two Easter services
with John Gerber and Lisa Bontrager, and gave a master class
that evening on chamber music with Lisa Bontrager’s col-
lege students. The following day was full, including a master
class featuring Michelle Stebleton in the afternoon and a con-
cert that evening. With the help of Lisa Bontrager and
Michelle Stebleton (also known as Mirrorlmage) and John
Gerber for Handel’s Water Music and Paul Basler’s Ascension,
the LHQ finished the tour with a flourish. The quartet’s
members were unanimous: the highlights were the Ewazen
premiere and dining with the students after the concerts. The
conversation was fabulous and the ambiance even better. It is
amazing what students will say about their teachers when
the teachers are not around! The LHQ wishes to express their
sincere thanks to the students and teachers of these fabulous
schools for their great music making and for hosting them so
graciously. We hope they learned as much from the LHQ!
Bruce Richards

_ Coming Events

International Horn Meetings

Rencontres Internationales de Cor

Au mois de janvier 2002, pour sa premiere édition, le
Festival International de Cor fut un grand succes pour ses
organisateurs et tous leurs partenaires, tant le public a répon-
du présent et su faire preuve de curiosité a I’occasion de cette
manifestation exceptionnelle. Devant ce premier succes, c’est
tout naturellement qu’est venue aux organisateurs 1'idée de
prolonger la découverte de cet instrument par les
“Rencontres Internationales de Cor” du dimanche 28 mars au
dimanche 4 avril 2004.

Cette seconde édition regroupera de nouveau les
meilleurs spécialistes venus de tous pays, renforcera 1'ap-
proche pédagogique de ces rencontres, et cherchera, en
décentralisant plusieurs concerts et classes de maitres, a
toucher un public plus large encore a travers toute la région
Basse-Normandjie.

La participation de ces musiciens, de tout premier plan,
garantira l'intérét artistique de ces rencontres: Javier Bonet
(Espagne), Daniel Bourgue (France), Francois Cagnon
(France), Gregory Cass (Grande-Bretagne), Michel Coquart

News and Reports @

(France), Daniel Catalanotti (France), Jean-Pierre Dassonville
(Belgique), Michel Garcin-Marrou (France), Nancy Jordan
Fako (USA), Frank Lloyd (Grande-Bretagne), Francis Orval
(USA), Yoshiko Otsu (Japon), Hans Pizka (Allemagne/
Autriche), Jean-Pierre Saint-Dizier (France), et Hiroshi
Yamagishi (Japon).

En 2004 les “Rencontres Internationales de Cor” seront
entierement consacrées a la “musique francaise” avec notam-
ment 3 créations de Claude Pascal, Vincent Guyot,
Dominique Gable. Auditions, classes de maitres, conférences,
expositions...ont contribué a la qualité pédagogique du pre-
mier festival. Le programme pédagogique des “Rencontres
Internationales de Cor” promet une qualité identique dont
bénéficiera encore plus la région puisque des classes et des
concerts seront organisés dans les différentes villes de la
région, avec un des concerts au Mont-Saint-Michel. Michel
Coquart, Hameau Saint Léger, 27230 Fontaine La Louvet, France.

The January 2002 First International Horn Festival in Vire,
France, was a great success for the participants and organiz-
ers alike. It attracted both horn players and large audiences of
local residents to the presentations. Such success encouraged
organizers to offer a longer event, and the International Horn
Meetings will occur March 28-April 4, 2004. This second
gathering will bring together outstanding artists from many
countries, including Javier Bonet (Spain), Daniel Bourgue
(France), Frangois Cagnon (France), Gregory Cass (UK),
Michel Coquart (France), Daniel Catalanotti (France), Jean-
Pierre Dassonville (Belgium), Michel Garcin-Marrou (France),
Nancy Jordan Fako (USA), Frank Lloyd (UK), Francis Orval
(USA), Yoshiko Otsu (Japan), Hans Pizka (Germany/Austria),
Jean-Pierre Saint-Dizier (France), and Hiroshi Yamagishi
(Japan), who will present classes and concerts in many of
Normandy’s cities, including a concert performed at Mont-
Saint-Michel. Contact Michel Coquart, Hameau Saint Léger,
27230 Fontaine La Louvet, France for information. (Translation
by Nancy Jordan Fako)

Midwest Horn Workshop

The Midwest Horn Workshop will be held on the campus
of Butler University in Indianapolis, IN (“The crossroads of
America”), March 5-7, 2004. The special guest artist for the
event will be Frank Lloyd, with other guest artists/clinicians
to include John Ericson, Brian Holmes, Kent Leslie, and Jeff
Tessler, among others. For more information on the event,
contact the host, Dr. Gail Lewis, Associate Professor of Horn,
Butler University, 4603 Clarendon Road, Indianapolis, IN
46208, glewis@butler.edu or (317)940-8369.

First Annual Mid-South Horn Workshop

The First Annual Mid-South Horn Workshop will be
April 2-4, 2004, at University of Central Arkansas in Conway.
Featured artists include Richard King, Principal Horn of the
Cleveland Orchestra, and the Center City Brass Quintet, of
which Mr. King is a member. Solo and orchestral competitions
will be held in high school and university categories. Details
will be posted as available and updated at www.
arkansashorn.org. For further information, contact Brent
Shires at 501-450-5768 or bshires@mail.uca.edu.
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Southeast Horn Workshop

The Southeast Horn Workshop, hosted by Michelle
Stebleton, will be March 5-7, 2004 at the Florida State
University School of Music. This year’s featured artists
include Arkady Shilkloper, Russian jazz hornist, the
TransAtlantic Horn Quartet, and the US Army Brass Quintet.
Dr. William Capps, (FSU horn professor of 31 years) will be
honored upon his retirement. Visit http: / /southeasthorn-
workshop.org/ for more information.

Western Illinois Horn Festival

The Western Illinois Horn Institute and The Illinois Arts
Council present the Western Illinois Horn Festival 2004, April
18 at Western Illinois University, with featured artist Jennifer
Kummer. Ms. Kummer, a 1990 graduate of Western Illinois
University, performs as a hornist in the recording studios in
Nashville, Tennessee, where she has worked with many
artists, including Amy Grant. Previously, she held positions as
the principal horn of the Memphis Symphony and assistant
principal horn of the Grant Park Symphony Orchestra. Her
orchestral experience also includes performances with the St.
Louis and Nashville Symphonies. For more information,
contact Dr. Randall Faust, 126 A Browne Music Hall, Western
Hlinois University, Macomb, Illinois 61455, 309-298-1300,
e-mail: RE-Faust@uwiu.edu

International Festival-Institute at Round Top

The International Festival-Institute at Round Top, a
summer program for advanced orchestral, chamber music
study and performance, will be held May 3-July 11, 2004.
Current faculty includes William VerMeulen (May 30-June 20)
and Michelle Baker (June 27-July 11), and conductors Bohumil
Kulinsky, Pascal Verrot, Grant Llewellyn, Benjamin Zander,
Charles Olivieri-Munroe, and Heiichiro Ohyama. Visit
<http:/ /festivalhill.org /Summerprogram.html> for addi-
tional information.

TransAtlantic Horn Quartet Summer Seminar

The fifth annual TransAtlantic Horn Quartet Summer
Seminar will be held June 6-12, 2004 at The University of
Alabama in Tuscaloosa, AL. Hosted by the TAHQ (Michael
Thompson, David Ohanian, Skip Snead, and Richard
Watkins), the seven-day event, designed for horn players of
all ages and levels of experience, incorporates daily master
classes, lectures, large and small ensemble rehearsals, special
topics sessions, private lessons, and a wide range of concerts.
In addition to the scheduled events, an important part of the
seminar is the time set aside daily for interaction among the
TAHQ and participants in a more relaxed social setting.

Participants are housed at The Sheraton Four Points Hotel
of Tuscaloosa (a full service hotel), a one-minute walk from
the Moody Music Building, which provides state of the art
facilities for all of the seminar activities. In addition to the
daily class opportunities, each participant performs in two
concerts during the week featuring quartets and large ensembles.

This week is a terrific experience for horn players of any
age. For more information, visit the TAHQ website:
<http:/ /www.music.ua.edu/TAHQ> or contact Skip Snead:
ssnead@bama.ua.edu; 205-348-4542.

2004 Rafael Mendez Brass Institute

The 2004 Rafael Mendez Brass Institute will again be held
at the University of Colorado at Boulder, June 7-14. Featuring
the Summit Brass, some of the nation’s leading brass chamber
and orchestral musicians, the Institute is considered to be the
foremost annual performance and career development semi-
nar for aspiring brass musicians. Participation is open to
advanced high school students, college music majors, young
professionals, and serious amateurs of all ages. Daily chamber
music rehearsals, masterclasses, career seminars, concerts and
exhibits highlight a week of brass music making and cama-
raderie in the beautiful Rocky Mountain region of Colorado.

Hornists scheduled to appear are Gail Williams
(Northwestern University), David Krehbiel (formerly San
Francisco Symphony), Martin Hackelman (National
Symphony), Thomas Bacon (Houston Grand Opera), David
Pinkow (University of Colorado), and Michael Thornton
(University of Colorado). This section can be heard on their
recently released recording Summit Brass — Live (Summit
Records DCD 380) recorded at the 2003 RMBI in Boulder. For
further information, visit <www.colorado.edu/music/Mendez>.

Tenth Annual Kendall Betts Horn Camp

The tenth annual Kendall Betts Horn Camp will be held
June 12 - 27, 2004 at Camp Ogontz in Lyman, NH under the
auspices of Cormont Music, a New Hampshire non-profit cor-
poration. For the tenth consecutive year, Kendall is hosting
his unique seminar and retreat for hornists of all ages (mini-
mum age 15), abilities, and accomplishments. The partici-
pants will study, perform and have fun in the beautiful White
Mountains under the guidance of a world class faculty:
Hermann Baumann, Michel Garcin-Marrou, Lowell Greer,
Michael Hatfield, Séren Hermansson, Abby Mayer, Richard
Mackey, Robert Routch, and others to be announced, in addi-
tion to Mr. Betts. Enrollment is limited to provide for a 4:1
participant to faculty ratio to ensure personalized curricula
and individual attention. Participants may attend either or
both weeks at very reasonable cost. A number of scholarships
to the camp will again be awarded on a competitive basis for
students age 15-24. For further details, application and schol-
arship information, visit the KBHC web site <www.homn-
camp.org> or contact Kendall and Anna Betts, 4011 Roanoke
Circle, Golden Valley, MN 55422-5313, Tel: 763-377-6095, Fax:
763-377-9706, e-mail: HORNCAMP@aol.com.

Natural Horn Workshop

Richard Seraphinoff and Indiana University will host a
Natural Horn Workshop June 14-19, 2004. Space is limited to
15 performers and is open to professionals, students, teachers
and advanced amateurs interested in furthering their studies.
Application deadline is May 15. Please visit <www.music.indi-
ana.edu/som/special_programs> or contact Mr. Seraphinoff
at seraphin@indiana.edu or 812-855-8715 for information.
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Menlo Summer Brass Institute

The Summer Brass Institute at Menlo from July 10-18
seeks aspiring professional and serious student hornists to
perform in brass quintets and large ensembles and work with
members of the Bay Brass, including SF Symphony hornists
Jonathan Ring and Robert Ward. For full information and an
online application, visit <www.brass.menloschool.org>.
Contact Vicky Greenbaum at vgreenbaum@menloschool.org.

Seventh Pitten Music Festival

The seventh Pitten Music Festival will be July 29 through
August 16 in Pitten, Lower Austria. Horn players, vocalists,
and pianists of all ages come to Pitten for 18 days of intense
musical study and performance in an idyllic ancient village
located between Vienna and Graz. Horn players have the
opportunity to study and participate in master classes with
Alan Parshley, and will perform in chamber ensembles, solo
performances and the Festival Orchestra. The tuition of $2150
includes all classes, lessons, concert admission, housing, two
meals per day, cultural tours and sightseeing, and round trip
transportation from the Vienna airport to Pitten. Scholarship
assistance is available, and special consideration will be given
to hornists who can sing tenor or bass in the festival chorus.
Visit the festival web site at <www.pittenfestival.org> or
contact The Pitten Festival, PO. Box 3135, Burlington, VT,
05401, 802-655-2768, or e-mail pittenfestival@aol.com for infor-
mation.

Western Horn Symposium

Back by popular demand is the Western US Horn
Symposium, scheduled again for the University of Nevada,
Las Vegas (UNLV), October 27-31, 2004. Host Bill Bernatis,
Assistant Professor of Horn at UNLV, promises that the
program will, like Las Vegas, be bigger and better than before.

The symposium will feature master classes, lectures, and
demonstrations covering a wide variety of music styles, play-
ing techniques, problems facing horn players, and equipment,
presented by noted national experts. Heading up the featured
artists are the internationally renowned American Horn
Quartet. Returning from the 2002 symposium will be a
concerto competition, a massed horn choir for all registrants
(featuring music especially commissioned for the symposium),
and an exhibition area with more vendors than last year.

No symposium would be complete with out a series of
outstanding concerts. Ten concerts are scheduled, beginning
with Wednesday evening'’s kick-off, and continuing at three-
per-day through Saturday evening’s finale. These concerts
will feature soloists, symphonic horn sections, presented by
noted national experts.

To contact the symposium and be added to our mailing
list, e-mail us at horn.symposium@ccmail.nevada.edu and visit
our website at <www.unlv.edu/faculty/unlvhorns>. Plan
now to Come Play Las Veguas.

G

News and Reports

Obituaries

See page 63 for an obituary for Honorary Member
Edmond Leloir.

Joseph Mourek (September 13, 2003)

A member of the Chicago Symphony horn section for 47
years, Joseph Mourek passed away from heart disease on
September 13, 2003. Beginning his career as a violinist,
Mourek moved to horn in high school when asked by the
band director to learn that instrument. He performed with the
Chicago Civic Orchestra from 1927-29, and then was hired as
assistant third horn in the Chicago Symphony. He became the
third horn the following year and moved to fourth 10 years
later. Upon retirement in 1976, Mr. Mourek sold all of his
horns and never played again, maintaining that he could not
continue to meet his own high standards.

Reports ”

University of Oklahoma Workshop
Eldon Matlick

On October 24-26, the University of Oklahoma hosted a
workshop with a focus of preparation for auditions and com-
petitive playing. The event consisted of master classes and
recitals by special guest artist Randy Gardner, with assistance
from other outstanding horn players; mock auditions for low
and high horn were held with finalists working with Mr.
Gardner in a master class. In addition to his master classes,
Mr. Gardner presented a lecture: “Achieving Maximum
Performance,” step-by-step instructions on how to prepare
for important performances, including outstanding examples
of how to mentally prepare for an audition. Karen McGale
Fiehler organized a breathing class/clinic that provided infor-
mation regarding the mechanics of breathing and how to
maximize air intake to match individual physiology. Brian
Kilp set up the IVASI system demonstrated by students from
the OU horn studio. John Ericson’s lecture on horn
tone/sound reiterated points on how to achieve the best
sound for maximum effect, focusing on achieving efficient
sound production and the inherent problems young players
have.

Two outstanding recitals featured many contributing
artists: Patrick Hughes (University of Texas-Austin), John
Ericson (Arizona State University), Paul Stevens (University
of Kansas), Kate Pritchett (Oklahoma City University),
Michelle Johnson (Oklahoma State University), Marcia
Spence (University of Missouri), Karen McGale Fiehler
(Phoenix, AZ), Brian Kilp (Indiana State University), Kent
Leslie (Indianapolis, IN), Jackie Fassler-Kerstetter (Kansas
State University), Rebecca Dodson-Webster (University of
Louisiana-Monroe) and Eldon Matlick (University of
Oklahoma).
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Randy Gardner works with Sharon Weyser
(doctoral student at SUNY-Stonybrook)

Russian International Horn Players Seminar
Froydis Ree Wekre

To celebrate the August 27, 2003, 75th anniversary of the
birth of the Russian horn player, composer, and pedagogue
Vitaly Boujanovsky, some of his former students arranged
the International Horn Players Seminar in St. Petersburg on
September 7-9, 2003. Invited guests including myself
(Norway), Javier Bonet (Spain), Hermann Baumann
(Germany), Pasi Pihlaja, Raimo Palmu, and others from
Finland, and Fulbright grantee Carrie Strickland from the
USA, currently working on a project in Oslo, Norway.
Andreij Glukhov, principal horn in the St. Petersburg
Philharmonic, lead the organizing committee, a group that
faced many difficulties. With the fall of communism, many
aspects of Russian life have changed: salaries are very low
and institutions must think more about the commercial value
of events. Fortunately they persevered and, with some last
minute assistance, were successful. Former student Victor
Mosjkin, the leader of the Vitaly Boujanovsky Society, also
helped launch this celebration. The Boujanovskys had no chil-
dren or close relatives, so their estate went to the Society,
which is working to produce a series of CDs, including many
of Boujanovsky’s solo and chamber music recordings.
Anyone interested in the CDs should contact Pasi Pihlaja in
Finland at pasipihlaja@luukku.com

The seminar consisted of concerts and master classes at
the St. Petersburg Music Conservatory, named after Rimsky
Korsakov. Tchaikovsky was one of the first students at the
conservatory; Boujanovsky studied here under his father,
Mikhael, and many horn students, from Russia and abroad,
studied at the school with Boujanovsky. The first concert
featured many of Boujanovsky’s compositions and arrange-
ments (which will be published). Five horn players each
performed one movement from Traveling Impressions, father
Andreij and son Pavel Glukhov among these; Javier Bonet
performed Espaiia. Of the pieces for horn and piano, the
Scherzo a la chasse, a virtuosic and entertaining contribution to
our hunting-style repertoire, was popular with the audience.
Works for solo trombone and brass quintet, plus a beautiful
Meditation for six horns and soprano, also made good impres-
sions.

Another concert, called “Musical Offering to the Teacher,”
featured myself performing the 4th Sonata for Horn and

Piano by Norwegian composer Wolfgang Plagge, an interest-
ing selection of works that former students had chosen, and
Javier Bonet, with an impressive Weber Concertino on natural
horn.

Personally, the “Russian Horn Band” was the most over-
whelming event. I had heard stories from my teacher about
this old Russian tradition, but only during the last two to
three years has this important part of Russian musical
heritage been brought back. The instruments have been
reconstructed, high-level musicians have joined the group,
and a repertoire has been developed. This group functions as
a human organ: each musician performs on from one to three
conical and straight brass tubes of different lengths. Each
instrument produces only one tone, and the single tones of
each instrument must fit perfectly into the whole, without
disturbing the rhythmic flow, or the dynamic and melodic
lines. The concert was very impressive and atmospheric.
Hopefully, this group can make it to the West in the future, to
the benefit of new listeners.

Two excursions were also arranged. One was “Musical St.
Petersburg,” and the other visited the grave of Boujanovsky,
far outside the city in a wooded graveyard. Here participants
held a memorial service, playing Tcherepnin beautifully, and
drinking vodka in paper cups, a Russian tradition.

Finally, there was a farewell party in the best Russian
style, with many toasts and speeches. It was very nostalgic to
be back; I had not visited St. Petersburg since 1984. Four
months of studying there in the late sixties were decisive for
my artistic development. I am still paying back my debts
through my continuing activity as a pedagogue and
performer.

Graduate Assistantships

The Illinois State University School of Music announces
a Graduate Assistantship in Horn for 2004- 2005, to perform
in the School’s Graduate Brass or Woodwind Quintet. The
stipend is $5,400 per year plus a full tuition waiver worth
$3,700 for Illinois Students and $8,000 for out-of state stu-
dents, for a total value of up to $13,400 for non-residents. In
addition to performing in a graduate quintet, other duties
may include large ensemble performance and/or studio or
classroom teaching, depending on the candidate’s interests and
experienceand departmental needs. Illinois State University
offers the Master of Music in Performance, Conducting,
Composition, and Music Therapy and the Master of Music
Education. Guest Artists at Illinois State have included Martin
Hackleman, Hermann Baumann, Barry Tuckwell, Gail
Williams, Freydis Ree Wekre, Eric Ruske, Roland Pandolfi,
Tod Bowermaster, Daniel Bourgue, hornists with the US.
Marine, Army Field and Navy Bands, and hornists from the
Philadelphia Orchestra, Houston, Baltimore, and National
Symphonies. Illinois State University is located in
Bloomington-Normal, a musically active and culturally rich
city of more than 100,000. For more information, contact Joe
Neisler, professor of horn at jneisle@ilstu.edu.Visit our web
site at <www.arts.ilstu.edu>.
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Bowling Green State University is offering a graduate
assistantship in horn for their growing horn studio. Current
first-year nine-month contracts provide a stipend from $3,750
to $7,500. In addition, students receive a full fee waiver
($11,777), an out-of-state tuition waiver ($10,274), and waiver
of the applied fee ($225). Total value of assistantship ranges
from $27,304 to $31,054. The appointment date begins on
August 16, 2004; qualifications include a Bachelor’s degree in
music, 3.0 GPA, and unconditional admission to the Graduate
College. The TA will be responsible for 10 hours of work each
week that will include 2 hours conducting the horn choir, 1
hour-preparation time, and 7 hours of undergraduate lessons
(freshmen and non-majors). To be considered for an assistant-
ship, candidates must present a campus interview.

To be assured of consideration, candidates should com-
plete the application and campus interview/audition by
February 28, 2004 (conducting applicants should apply before
February 2, 2004). Inquiries for 2005-2006 are invited. For
application write to: Coordinator of Graduate Studies,
College of Musical Arts, Bowling Green State University,
Bowling Green, OH 43403-0290 or call 419-372-2182. Here is
the site for information on Graduate Admission to BGSU:
<wwwbgsu.edu/colleges/music/admission/grad /index html>.

The University of Louisiana at Monroe provides a num-
ber of research and teaching assistantships. To be eligible for
a music assistantship, the applicant must be eligible for grad-
uate school enrollment and is required to be eligible for
admission or in the Master of Music degree program.
Applicants admitted conditionally because they lack under-
graduate prerequisites are also eligible.

Stipends for graduate assistants vary, depending on the
graduate level of the applicant, credentials, and service ren-
dered. In-state graduate tuition and out-of-state fees are
waived for the regular semester or summer session during
which a student holds an assistantship. The out-of-state fee is
also waived for the summer term following the spring semes-
ter in which an assistantship is held, if the student does not
graduate that semester. Graduate assistants are required to
pay a general fee, activity fee, ID validation fee, technology
fee, and, if applicable, a vehicle registration fee, international
student service, and insurance fees. For more information visit
<www.ulm.edu/gradschool> or <www.ulm.edu/music>.

Western Michigan University announces a graduate
assistantship in horn for the 2003 academic year. Duties
include performing in the graduate brass quintet or graduate
wind quintet and assisting in the horn studio; 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 audition into the Master’s degree
program. The award, which is renewable for a second year, is
up to $11,110 plus up to $4025 in out-of-state tuition scholar-
ships. Interested hornists should contact Professor Lin Foulk
at 269-387-4692 or lin.foulk@wmich.edu. Additional informa-
tion about the graduate program at Western Michigan
University is available on their website <www.wmich.
edu/music>.

For the fall of 2004, a graduate teaching assistantship, and
several full and partial horn scholarships will be open at

G

Arizona State University. With three orchestras and a student
body of over 750 music majors, Arizona State offers the full
range of degrees including Bachelors degrees in performance,
music education, and music therapy, the Masters in perform-
ance, and the DMA.. For more information contact Dr. Ericson
at john.ericson@asu.edu or visit the studio website at
<www.public.asu.edu/~jqerics>

News and Reports

The Indiana University Horn |
Department announces that
recordings of performances from
the Bloomington Symposium in
June of 2003 will be available
soon. A list will be published in
the next Horn Call and on the
Symposium web site: <www.
indiana. edu/~ihs>, with infor-
matlon on how to order CDs. We
apologize for the delay inmaking |
t em available due to copyright
and performance release paper-
“work, required by Indiana
University. Please e-mail ues-
tions to Rick Seraphinoff
seraphin@indiana. edu.

JI

Shop for

IHS Merchandise |

h Shirts, Hats, Tote Bags, Accessories

www.hornsociety.org/forms/sale_items.pdf -

| | —
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Two exciting new products from

hornsaplenty.com

The place for used, professional quality horns

Absent Soloists - orchestral accompaniment CDs

We provide the orchestra, YOU play the solo partl

A full orchestra at your fingertips - whenever and wherever you want it? That's right -
Absent Soloists CDs are an exciting, new solution to your playing needs.

All Absent Soloists CDs contain full orchestral concerto accompaniments, but WITHOUT

the solo part. Learn, practice, play, improve, enjoy - all in the comfort of your own home or
studio...

Issues 1 & 2 - the Four Mozart Horn Concertos - go on sale March 1st 2004.

Take a look at www.absentsoloists.com - nowl!

Tony's ToneBlobs - horn performance enhancers

Do you want: A bigger, fatter, warmer sound, better control, greater security and
‘notchiness,’ a much greater dynamic range?

You need a ToneBlobl Developed by Anthony Halstead - one of the world's best know horn
virtuosi and teachers - and currently available ONLY from hornsaplenty.com

Curious? You should be...

Take a look at www. hornsaplenty.com ~ now!

www . hornsaplenty.com

The Old Manse 63 Park Road Gloucester GL1 1LS UK
Tel +44 (0) 1452 536264
email: alan@hornsaplenty.com
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LINES OF THOUWGHT...

. FrROM HEHORN SPECIALISTS

THE PATTERSON CUSTOM HORN

THE TOPOFTHE LINEFROM PATTERSON |
HORNWORKS, CRAFTED WITH GREAT CARE
FROMTHE MOSTSUPERB MATERIALS

THE PATTERSON CONSULTATION

| IN THIS ULTIMATE SERVICE, PATTERSON

|  LISTENS TO YOUR DESIRES AND PARTNERS
------ WITH YOU TO ACHIEVE A HORN UNIQUELY
YOUR OwWnN

MEISTER HANS HOYER HORNS

GENUINE HOYER-FROM PATTERSON -
HORNWORKS, EXCLUSIVE HOYER MUCH/NMNORE PATTERSON
REPRESENTATIVES FOR THE

SO MUCH MORE TO PONDER AT
WESTERN UNITED STATES

WwWW.HORNWORKS.COM

JANES PATTERSO

10511 FAIRGROVE AVENUE * TUjUNGA, CA O1042

<\ /—\ 818-353-3727 PHONE * 818-353-0569 FaX

PATTERSON HORNWORRS JIN@HORNWORKS.COM * WWW.HORNWORKS.COM



A NEW RECORDING BY

THE AMERICAN BRASS QUINTET

AMERICAN VISIONS

FEATURING THE WORKS OF
SAMUEL ADLER
ROBERT BEASER

WILLIAM SCHUMAN
ANDREW THOMAS
JOAN TOWER

o150 - e s =
s s b s .
ﬁ , Vs o MELINDA WAGNER
A . ,fﬂ“}".';- W ..II;"‘I
AMERICAN BRASS QUINTEY “Suffice it to say that the ABQ

AME IONS virtually invented the modern brass

' quintet.” Fanfare Magazine :
Summit Records DCD365 Photo: Richard Frank

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

TO ORDER AMERICAN VISIONS OR OTHER ABQ CDs ON SUMMIT RECORDS,
VISIT WWW.SUMMITRECORDS.COM
TOURING/RESIDENCY INQUIRIES: STANTON MANAGEMENT AT 718-956-6092
VISIT WWW.AMERICANBRASSQUINTET.ORG

$25.00

With eight original exercises $3.00 S&H

by composer Normand Lockwood

This book will inspire any musician to rethink
how music 1s made and how to listen
not only to music, but to hear her or himself as well.

— John Thow

Composer

WITH = JBIRDALONE
AS PI R}lTI 0 NS Convenient online ordering available.

HI GH Credit cards accepted, registered, secure site.
Phone: 619-889-0293
Discussions and Exercises Fax: i 5%9551(50?76
o e-mail: info@birdalone.com
f or Musicians Mail: 2212 32nd Street
by DaVid M. Kaslow San Diego, CA 92104
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McCoy’s Horn Library

Over 100 Exciting Works listed for Hom Solos,
Horn Ensembles, Homn in Chamber Music, Alphomn, and More!

TR TN £ TR TR A T AT e DL D 2 T

After 20 years of promises, the final two volumes
of William Scharnberg’s
19 Viennese Horn Quartets are available.
Find more exciting additions to our
already extensive catalog at

www.mccoyshornlibrary.com ' *

Cali or Write for your FREE Catalog

b M ,

McCoy’s Horn Library -

PO. Box 907 Houston, MN 55943.0907 USA - |
Phone 507-896-4441  Fax 507-896-4442

info@mccoyshornlibrary.com www.mccoyshomlibr‘agy:.coni,_

Atkinson

Brand New!
Erfurt Models &
Elkhart Models

* Nickel Silver & Bronze

* Faster
* Louder
* Lighter

Call for details @
877-291-4198

E-mail: salesal02@earthlink.net

Custom Horn

Looking for an accurate copy of a rim or cup?
The best copies require measurement techniques

’ ‘Moutﬁ}neces cmd‘ as well as a computer-controlled lathes. We use them
both to produce outstanding duplications.
O”W/ Se”wceSfm’ If hand-made copies have been a source of frustration
The pro to you and your students, please give us a call.
.The teacher = Plating- Gold & Silver
Tﬁe serious Jo(ayer © Threading

9 Models in Stock

inc[uc[ing *Julie Landsman

...................

@ Alterations

*Gene Standley- GS12 and GS12L
*Myron Bloom- B8 and Vienna

New this Winter: Screw Rim Kits

Logical progression in rim contour and diameter
Standard kits available to fit most cup interface diameters

Ideal for the teacher and student
Want to use your rim? Custom Kits can be designed around your rim and cup

Available in U.S. and Metric threads

610-584-8939 Daytime
email:
Dave@housermouthpiece.com

Houser Mouthpiece Works
10 Clyston Circle, RR#2
Norristown, Pa. 19403

www.housermouthpiece.com
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N F R ABN @21~ SEEGE)
ERVATORY OF MUSIC

World-class city, exceptional faculty, intimate class settings
and over 350 performance opportunities annually

Horn Faculty Programs for Horn

Jonathan Ring BACHELOR OF MusIC
Biitc Roberts AND MusIC DIPLOMA

Robert Ward MASTER OF MUSIC
All members of the San

B Sy Symihi PROFESSIONAL STUDIES OFFICE OF ADMISSION
QYymprory DIPLOMA 1201 Ortega Street
IN INSTRUMENTAL San Francisco CA 94122-4498

admit@sfcm.edu ® www.sfem.edu

WO db‘wm D

BRASSWIND

-—

Don't Miss.a Cue!

Buy Your Next Horn'at the Woodwind & Brasswind ’l _ '
4004 Technology Drive -
South Bend, Indiana 46628 4 '
wWwbw.com

e 800,348 0TS

gl
-
- »
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Bachelor of Music in: A comprehensive

An Orchestra Musician’s Odyssey « Education » Performance » Jazz Studies music program with
g

“A View From the Rear” Bachelor of Arts in Music zzggfem':’;?;c’zfy

by Milan Yancich Master of Music in: within one (};}r

] o . + Education  Collaborative Piano America’s most

Read Milan Yancich’s account of experiences » Performance * Conducting prestigious universities.
meeting and performing with many of the great « Performance with specialization in Jazz Studies

musicians of the 20th century. His musical Master of Arts in:

» Composition/Theory * History/Theory

journey includes encounters with personalities -
Doctor of Musical Arts in: @

such as...
« Education * Coliaborative Piano
Bohumir Kryl * Performance with specialization in ail orchestra/,e
William D. Revelli, Howard Hanson instruments, voice, keyboard, or coducting. 35
Philip Farkas, Arnold Jacobs, Adolph Herseth Artist Diploma
Carl Geyer, Wayne King PhD in Musicology
Monteux, Reiner, Walter, Stokowski, Szell PhD in Composition/Theory

“I really enjoyed Milan’s wonderful collection of o
recollections, anecdotes and life sketches. It’s something N 3 - '
all of us in that business have in the back of our minds, and - .

finally someone has done it — and wonderfully well.”

Adolph Herseth, Principal Trumpet Department of Music
Chicago Symphony Orchestra Marryott Music Building * 81 George Street’ .
WIND MUSIC PUBLICATIONS ';g‘;' 2;:":;:;;'( NFJ ‘)’(89703121;; ; ?531/; e
974 Berkshire Rd. NE,  Atlanta, GA 30324 USA (732) 932- A t( ) 2 “
Phone or FAX (404) 874-7662 www.music.rutgers.edu +
- See our half-page ad for more details - THE STATE UNIVERSITY OF NEW JERBEX... B o
RUTGERS | MasonGross |
School of the Arts i

Marvin C. Howe

. . The Singing Hornist
Brass Quintet Music
Randall E. Faust
Fresh arrangements by Gary Slechta Quartet for Four Horns
for Church, Christmas, Ceremonies
and more and many more!

Hear samples and order online at www.faustmusic.com

www.selectapress.com
Your online source for
the Horn Music of
SELECT-A-PRESS Randall E. Faust

P.0O. Box 200909, Austin, TX 78720-0909
phone: 512-250-1958

email: slechtamusic@earthlink.net Faus t MUSiC
P.O. Box 174
TRADITIONAL - SWING - DIXIE - BIG BAND Macomb, Illinois 61455 U.S.A.

BOSSA NOVAS - JAZZ WALTZES - SAMBAS
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The
and ear fraining
e Instantly switch between _
e Warm up quietly @
e Build embouchure, endurance and range

* Maximize sound production
playing and buzzing
e Adjust resistance to fit your preference

Mail, fax, phone or email us through the web site to order
your Berp. $19.95+$3.00 S/H. Please specify Horn, Cornet,
Trumpet, Trombone(S. or L.), Euph. (§.M.L.), or Tuba,

SCHOOL VOLUME DISCOUNTS AVAILABLE

The BERP * P.O. Box 629 © Fairfax CA, 94978
888 927 2448 = 415 457 6529 * www.berp.com

FERREE'S TOOLS, INC

THE MOST B2, NOBODY CAN
COPIED \¢  BEAT OUR
TOOLS IN REASONABLE
THE REPAIR PRICES!
BUSINESS

CALL US TODAY FOR A FREE CATALOG
AT 1-800-253-2261 FROM 7:30 AM TO
4:45 PM OR E-MAIL US AT
www.ferreestools@aol.com
PHONE:1-269-965-0511

FAX:1-269-965-7719

DON'T WAIT, CALL TODAY!
FAX IS ON 24 HOURS A DAY.

WE GLADLY ACCEPT VISA AND
MASTER CARD

1477 E. MICHIGAN AVE., BATTLE CREEK, MI 49014

For more information

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

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
quartel reperioire and newly-commissioned

works composed for the ensemble.

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

Concerts, masterclasses, and full residencies
are available.

SKIP SNEAD, RICHARD WATKINS, DAVID OHANIAN, MICHAEL THOMPSON

Contact the TransAtlantic Horn Quartet for
more information on tour dates, availability,
and scheduling.
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The Assistant First Horn in

Orchestra and Band
by John Q. Ericson

hero of the section. The essential role of the fifth horn

in a five horn section is to assist the principal horn by
taking over that part periodically, especially during tutti pas-
sages, allowing the first horn to remain fresh for those more
soloistic, exposed passages. The first horn, if there were no
assistant, would have a much more difficult time performing
these passages with a level of comfort and freedom. With a
competent assistant horn, certain works, such as The
Nutcracker, are relatively simple to perform well. However,
without an assistant, this same ballet suddenly becomes a
grueling test of endurance for the first horn, especially during
the Christmas season, with multiple performances. The assis-
tant first horn is thus a very important member of any horn
section.

Specifics as to how the part will be divided will vary
depending on the players and the literature. Some principal
players favor a good bit of doubling but, in general, I would
recommend very little doubling in an orchestral situation,
except for very loud, climatic moments in the music.
Locations where the assistant is to play should be clearly
marked in the music in logical, consistent locations. These
points should be at least roughly thought out before the first
rehearsal and marked at least approximately by the end of the
first rehearsal.

Usually the passages for the assistant are marked with
brackets by the principal player. When marking the locations
for the assistant, the principal should be especially attuned to
changes of orchestration and texture. When playing, the assis-
tant needs to “take the ball” and lead! Anything very exposed
should be performed with the principal horn in the “hot seat,”
but when the assistant is playing he/she should “lead” the
section.

[n some works it may not be possible to use an assistant
due to the thin orchestration or the lack of tutti passages. If
this is the case, it is better to simply let the assistant take the
time off. Generally, depending on the literature, the split
between the first horn and the assistant will be from 85/15%
to 60/40%, with a split of 50/50% possible on light literature,
such as marches and “pops” concert material.

In general, there are four types of passages that I tend to
give to the assistant horn when I am playing principal horn:
1) passages closely aligned with the trumpets (this is espe-
cially common in Classical literature where the first horn and
first trumpet are in octaves); 2) passages where the first and
third horns are doubled: unison tutti passages are great places
to lay off for a moment or longer; 3) passages before major
solos: the classic example is the end of the first movement of
Tchaikovsky’s Symphony No. 5, where the first horn should
rest for most of the page before movement two. Even for less
extended solos I personally find it of great help to insert even
a very short rest before exposed passages; 4) “footballs,” long
strings of whole notes (or similar) when not overly exposed.
In any of these situations it is essential for the principal and

In an orchestral setting, the assistant horn is the unsung

assistant to match in terms of volume, tone, and general style.

Orchestral passages should be doubled only rarely by the
both the first and assistant. The passages where I would
include the assistant are typically climatic passages where at
least the first and third horn parts are already doubled and
one more player on the part can only enhance the climax.

The principal horn should rest when suitable passages
occur for the assistant, even if the overall range demands are
not especially difficult. A good example of this type of a work
is Schubert’s Symphony No. 9. While the symphony is never
particularly high or difficult, there are very few rests, a factor
that can become especially significant in an orchestral
rehearsal or concert with other “heavy” works.

When I mark passages for the assistant, I try to think of
the assistant: if what I have marked seems too boring, I either
give them more to play or let them have the time off. Always
be sure that the assistant has enough music to play to remain
reasonably warmed up and interested.

Finally, it is worth noting that the assistant horn in an
orchestra is often considered to be a “utility” position. If any
other section member is missing for a rehearsal or concert, the
assistant is expected to fill that position. However, if the prin-
cipal horn is absent, typically the third horn will move to the
principal chair and the assistant will perform the third part.

The assistant horn in a band situation may be treated in a
manner similar to that in an orchestra, but more often the
function of the position is altered. The assistant’s role is sig-
nificantly different in a large symphonic band, with a section
of eight (or more) hornists. With eight horns, all the parts are
normally doubled. The “principal” player on each part
should play the more soloistic and thinly orchestrated
passages, but the principal may also wish to lay out for some
of the tutti sections. Probably 80-90% of any part will be dou-
bled by both players. This is normally necessary to achieve
the proper balance within the ensemble.

In a large band, the “chorus effect” is very much at work.
Many other parts (for example, the trumpets) are doubled or
even tripled. There is a fullness of tone and a cancellation of
intonational inconsistencies gained by this doubling.

During the period when I performed in the Nashville
Symphony, I also had the opportunity to do recording session
work. In the studios, I found doubling the first horn part to be
quite common: three hornists would often be called for a ses-
sion with two parts, two of these doubling the first part on
nearly all passages. Evidently producers preferred the fatter
tone of the doubled part. As an alternate, some producers had
us record two passes of horns to achieve the same effect.
There is certainly literature where this type of doubling really
works in a band or wind ensemble as well.

Although a wind ensemble section with five horns is
more like an orchestral horn section, it may work better to
treat the assistant horn in a manner similar to that seen in the
symphonic band section described above. My experience has
been that, while I to want to mark the part for the assistant
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@ The Assistant First Horn

much like what it would be in an orchestra, it works better to
double the part more often. Like the example from the recording
studio above, doubling makes a “richer” sound that can com-
pete better with the rest of the brass. The principal player in a
wind ensemble section with five horns should certainly play
the exposed solos and thinly orchestrated passages and like-
wise lay out during loud tutti passages as necessary to “save
face.” However, depending on the literature, much of a typi-
cal wind ensemble part can be doubled, perhaps something
like 50-60% of the time

While, in the orchestra, the practices concerning the use of
an assistant are rather routine, the tradition in the band liter-
ature is not as clear cut. It would be wise to consult with your
conductor to note his/her preferences. Also, look around to
see where other doublings are occurring in the band. If you
see six trumpets and /or four trombones playing all the time,
you can be fairly sure that they are doubling and that this
would also be adviseable in the horn section.

The assistant player is a very important member of the
horn section and is not there to merely play “the boring stuff”
or to only play when the first horn wants to rest. That
approximately 20% of all major orchestral players hold
the job should remind us how valuable this position is in our
business!

John Ericson is Assistant Professor of horn at Arizona State
University and faculty at the Brevard Music Center. Prior to join-
ing the faculty at ASU, he performed for five seasons in the
Nashville Symphony and taught for three years at the Crane School R :
of Music (SUNY-Potsdm). To read his other arics, e | SRS OBe0 O S,
<www.public. asu.edu/~jqerics/articles_online.htm>

: FOI' horn Cll'ld sfrlngs or plcmo
l(e ry-_Turner, 6 Lives of Jack McBride

for tenor, horn, violin & piano

Winp Music PUBLICATIONS
General Musical Interest French Horn Etudes
An Orchestra Musician’s Odyssey - by Milan Yancich $28.00 90 Etudes for Horn - Complete Kopprasch $15.00
The Art of Brass Playing - by Philip Farkas $15.00 Etudes for Modern Valve Horn - de Grave 515.00
The Art of Musicianship - by Philip Farkas $10.00 Thirty Etudes for Horn - by A. Cugnot $10.00
French Horn Methods French Horn Solos and Duets
A Practical Guide to French Horn Playing - Yancich $20.00 4 Mozart Horn Concertos w/Piano $20.00
Method for French Horn Playing, Volume I - Yancich $ 5.00 Bach Six Suites for Cello - Yancich $20.00
Method for French Horn Playing, Volume II - Yancich $ 5.00 15 Solos for Fr Horn w/Piano — Yancich $15.00
Grand Theoretical & Practical Method for the Valve Horn Grand Duets for Horns - by J. Blanc $10.00
— by Joseph Schantl $15.00 Thirty Duets for Horns - by 1. J. Kenn $10.00
Kling Horn-Schule $15.00 Six Duets for Two Horns - by H. Kohler 5 2.00
[lustrated Advance Method for Horn — Robinson/Farkas $ 4.00
A Photo Study of 40 Virtuoso Horn Players” Embouchures Orchestral Repertoire
— by Philip Farkas $10.00 The “Complete First Horn Parts:
Brahms® Orchestral Works™ $15.00
Chamber Music Tchaikowsky’s Orchestral Works™ $15.00
8 Artistic Brass Sextets - by Philip Palmer, Edited by Farkas $15.00 Strauss” Tone Poems™ $15.00
3 Trios for Piano, Horn and Bassoon/Oboe/Clarinet - Molbe $10.00 Mabhler's Symphonies 1 — 6 $15.00
Duets for 2 Flutes from Scarlatti Piano Works - Mariano $ 8.00 The “Complete First Clarinet Parts:
Brahms® Orchestral Works™ $15.00
Recordings
A Practical Guide to French Horn Playing - Double CD Set French Horn Mouthpieces
- Narrated by Milan Yancich $23.00 MY-15 MY-13  MY-9 $65.00
15 Solos for French Horn - Milan Yancich — Cassette $ 5.00
Trios with Horn Galore! - Milan Yancich, French Horn We accept Visa/MasterCard or send check payable to
- Double Cassette Set $10.00
WinDp Music PUBLICATIONS
Prices Subject To Change 974 Berkshire Rd. NE  Atlanta, GA 30324 USA (404) 874-7662 (Phone or Fax)
US Postage: $1.75 for first item, plus $.50 per additional item, GA residents add 7% sales tax. Foreign orders: contact for shipping costs
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Huffing gf“n Puffing?
ACOUSTICOIL*

can make it easier for just

$35.00
Really, or your money back!

(Less than 2% get returned)

*A unique power insert to the bore that can
enhance resonance, response, range,

articulation, endurance, and pitch.

“Still the most effective, efficient, and economical
improvement for brass and wind instruments”

Don Novy, Owner/Inventor

For more information, secure on-line ordering, visit::
www.dmamusic.org/acousticoils
e-mail: aaiirrpwr@hotmail.com
AAIIRR<<Power AcoustiCoils
1234 S. Quince Way., Denver, CO 80231 USA
++1-(303) 751-0673

, SOLID BRASS
MUSIC COMPANY

Sheet Music
for Brass Instruments

Huge Selection ® Personalized Service

Complete catalog online at
www.sldbrass.com

Free printed catalog
Specify Horn or Ensemble catalog

SOLID BRASS MUSIC COMPANY
71 MT. RAINIER DRIVE
SAN RAFAEL, CA 94903
(800) 873-9798
dick @sldbrass.com

&

DOMAINE

O{yeﬁ

Music AND DANCE
ACADEMY

Private lessons, masterclasses,
chamber music, sectional readings of
orchestral literature, mock audition.

5, Saint-Antoine, Saint-lrénée
{Québec) GOT 1V0, Canada
(418) 452-8111
aca@domaineforget.com

www.domaineforget.com

2004 Brass Session - French Horn

June 6 to 20

Fergus McWilliam

Eugene Rittich James Sommerville

Formely 1st Horn,
Toronto Symphony Orchestra

Soloist, Principal Horn,
Boston Symphony

Berlin Philharmonic

Jean Gaudreault

Professor, Conservatoire
de musigue de Québec

Montreal Symphony

An exceptional roster of faculty,
the incomparable beauty of =
Charlevoix
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A BRASS EXPERIENCE LIKE NONE OTHER!

THE 2004

RAFAEL MENDEZ BRASS

INSTITUTE

COLLEGE OF MUSIC - UNIVERSITY OF COLORADO AT BOULDER

JUNE 7-13, 2004

ENSEMBLE COACHING/PERFORMANCES » MASTERCLASSES
CAREER SEMINARS ¢ EXHIBITS ¢« READING SESSIONS

ORCHESTRAL EXCERPTS
HORN

VID KREHBIEL
formerly Pri al Horn,
ymphany

UNIVERSITY OF COLORADO
BRASS FACULTY:

FEATURING
MEMBERS OF SUMMIT BRASS
SCHEDULED TO APPEAR:

TRUMPETS

Allan Dean - Profe

08e-LWNS

WASHINGTON SYMPHONIC BRASS

F_Swnn RASS

EUPHONIUM
Brian Bowman - F
Un

Inciana University; wl

Harvey Phillips -
Emeritus, Indiana U

Samuel Pilafian - Prc
Arizona State U

LLIAMS
of Hom,
MNorthwestern Univer:
formerly ite Principal
3
chestri

uphonium,

of Tuba,
tuba soloist

“\) SUMMIT

®

)
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‘A Tribute to William Bllenko

Roger Birnstingl

Bassoonist Roger Birnstingl honors a long
friendship with the retired solo hornist of the
Swiss-Italian Radio Orchestra.

n the occasion of his 80th birthday celebration, it
Oseems appropriate that I write some of my
thoughts and memories of an exceptional person,
William (Bill) Bilenko. Bill was born in Brooklyn on November
4, 1922, but my knowledge of his earlier years is scanty. I do
know that during the war years he was in the Navy. On being
discharged and, with his innate interest in music, he became
an usher at the Carnegie Hall where he could hear many of
the great musicians of the day, such as Toscanini, Heifetz and
Rachmaninoff. Very important for his future was meeting
Nadia Boulanger during one of her visits to the States. He
asked about studying composition with he,r but the advice
she gave was to study the horn, an orchestral instrument that
would lead to a “safer” future. What is more, she helped him
get a French scholarship so that he could study at the Paris
Conservatoire.

The problem was how to pay for a horn. His uncle was a
cellist in the Philhadephia Orchestra, and one day Bill man-
aged to visit him and was given a cash present that enabled
him to buy the instrument. On returning to the family apart-
ment in Brooklyn, there transpired a heated argument over
the proposed waste of time in studying a musical instrument
rather than going into tailoring as his father wished. The
argument became more serious and finished with the horn
being thrown through the window into the street below.
Neither father nor son looked out to see what happened or
descended to pick up the remains. Apparently no deaths were
caused.

Later, in addition to the scholarship, Bill received a
Fulbright Scholarship and, at the first opportunity, left for
France. At the Paris Conservatoire, Nadia Boulanger looked
after him and his new wife, Ellie, becoming a sort of mother
to them both. In additin to studying the horn intensively, Bill
became a passionate collector of antiques and was an habitué
of the flea market and the quais, where he found many arti-
facts from Coptic manuscipts to African carvings and old
books.

On finishing at the Conservatoire, he won a place in
Switzerland with the orchestra in Winterthur. He stayed there
for a couple of years before going to the Swiss-Italian Radio

Orchestra in Lugano in the early 1950’s, where he remained
until his retirement in 1987. He continues to live there where
'he has a house on the hill overlooking the town and beautiful
lake.

I first met Bill in 1956 when I was in Lugano and heard
the orchestra giving a summer concert in the municipal park.
He was introduced to me by a friend, the bassoonist in the
orchestra, and I remember Bill as a thick shock of black curls
and vivaciousness. Two years later, I took the place of my
friend and became Bill’s colleague, immediately becoming
friendly with the Bilenko family: Bill, Ellie and the two

children. I did not speak a word of Italian, and their house on
the hill overlooking Lugano became a haven of relaxation and
good eating. Bill tended to do all the cooking and would rush
to the food store after a morning rehearsal, go home on his
motor scooter and cook a superb meal in no time at all. Then
there were teas with pdtisseries, walks in the hills, visits to art
collections and trips to the cities of north Italy.

I could appreciate his musicianship as solo horn in the
orchestra. At that time, the Swiss-Italian Radio had the funds
to be able to engage some of the finest conductors of the
1950’s, among them Charles Munch, Georg Szell, Igor
Stravinsky, and the young Lorin Maazel. Bill was a really
excellent and totally confident player and, to my knowledge,
is unique as a solo hornist who only started to study when
already well into his 20’s. One would marvel at his extraordi-
nary knowledge of the classical musical repertoire. On a
chance hearing of some work on the radio, there would be
instant recognition: five seconds was enough to identify
almost any work.

One remembers the animated conversations when Bill’s
mind would run ahead of what he was saying in such a way
that often he would not bother to finish a sentence, presum-
ing perhaps that his listeners had already understood what he
wanted to express. On the occasions when this happened on
a country walk, he would unfailingly stop, turn to you, and
fix your gaze whilst he held forth. A nice trait, but one that
curtailed somewhat the distance covered.

I left the orchestra after three years and returned to
England, so my subsequent recollections are based on fairly
frequent visits to Bill’s home. These occasions were filled with
books, pictures sculptures, and the trappings of a really cul-
tured owner. Bill loves books and is extremely well read on
many subjects from philosophy to the classics, interspersed
with a sprinkling of pulp fiction. Those who know him think
of him as a person of compassion, generosity, and hospitality.
His family was and is always of the greatest importance to
him, and he enjoys frequent visits from his children and
grandchildren. He has always been an inspired teacher; it was
moving to see the number of present and former students
who came to his birthday party. Notable were two Czech
clowns, now living in Switzerland, who were learning to play
a variety of brass instruments with which to enhance their act.
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DEGREES OFFERED
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B.M. ; /'
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music therapy ! IS PROUD TO HAVE

M.M. 'CHARLES KAVALOVSKI

performance

Suzuki pedagogy/violin performance E H ERBERT W INSLOW =+ +

wind conducting

orchestral conducting
' AS HORN INSTRUCTORS ON A WORED-CLASS

choral conducting brass faculty

piano pedagogy :
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church music

M.Ed. 5 Trumpet

| music education David Baldwin
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composition i Thomas Ashworth

musico]og_y/ethnom usicoiogy

theory I Tuba
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performance
conducting
accompanying/coaching
5 + affiliate faculty, Minnesota Orchestra
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RICHARD M. SERAPHINOFF

Historical Instrument Maker

i

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)

i

@

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

Ly

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 « Web: seraphinoff.com

M. JIRACEK & SYNOVE

Maker handcrafted brass instruments

DOUBLE HORNS
SINGLE HORNS
DESCANT HORNS
NATURAL HORNS
VIENNA HORNS
REPAIR WORKS

M. Jiracek & sons
Zahradnf 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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Arnold Jacobs: Song and Wind

by Brian Frederiksen - 29.95

Arnold Jacobs Legacy of a Master
by M Dee Stewart - 18.00
Portrait of an Artist, Arnold Jacobs CD - 16.98
Breathing Gym by Pat Sheridan & Sam Pilafian
DVD - 35.00, VHS - 33.00, Book - 29.00
Breathing Devices-Inspiron®-15.95, Breath
Builder-17.95, Voldyne®-16.50, Air Bags: § L-23.50, 6
L-34.95, Variable Resistance Compound Gauge - 100.00
Brass Mouthpiece Rims: Horn - 22.00, Trumpet - 19.00
Delrin Buzz Aids Horn, Trumpet, Tenor or Bass
Trombone, Tuba - 12.50

%

New! Prints from
Notable Images

All prices in United States Dollars. Add 6.5% sales tax for sales within
llinois. Compact Disc prices include postage in the U.S.For Shipping
within the United States add $3.85 Canada, Mexico add 853, International
Orders will be charged exact shipping costs. Check, Money Order, Visa,
MasterCard or American Express accepred. Only credit cards accepied
Jfor orders outside the United States and Canada.Visit us at
www. WindSongPress.com for Music and CDs from our partners!

WinoSong Press Limited - P.O. Box 146 -
Gurnee, 11 60031
Phone 847 223-4586 Fax 847 223-4580~
www. WinoSongPress.com

%

BECK BRASS WORKS

REPAIR - RESTORATION - FABRICATION - SALES

SERVING AMATEURS, PROFESSIONALS AND
MAKERS WORLD WIDE

» CLEANING

» MINOR AND MAJOR DENT WORK

» CUT BELL CONVERSION

» VALVE REBUILDING

» TOTAL RESTORATION

» FABRICATION AND INSTALLATION OF PARTS
» CUSTOM WORK

McLean, Virginia U.S.A.
(703) 827-2790
www.beckbrassworks.com

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.

— New Millennium Brass Faculty

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

Norman Pearson (Tuba, LA Philharmonic)

— Elective Studies with

Wadada Leo Smith (Trumpet, Improvisation, Composition)
John Fumo (Jazz Trumpet)

Alex lles (Jazz Trombone)

— 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.

CalArts School of Music

24700 McBean Parkway
Valencia Ca 91355-2397
661-255-1050
admiss@calarts.edu
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BALTIMORE BRASS COMPANY

DAVID T. FEDDERLY

For all your horn needs.....
....at down to earth prices

Call our horn specialist: Albert Houde

99 Mellor Avenue * Catonsville, MD 21228

Phone: (410) 744-1722
Cell:  (410) 258-2542
Fax: (410) 744-0683
Website: http://members.aol.com/BBCTUBA

CONN * HANS HOYER
NEW * USED * TRADE
Call for other brands

96 PAGE CATALOG!

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

*Many Imported Titles Not Found in Stores.

We Also Publish Sheet Music for Brass.

*More than 700 Pieces Available.

*Solos, Duets, Trios, Quartets, and more.
sEnsemble Works for Like & Unlike Instruments.
*Brass Choir & Big Band Compositions.

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

Tap Music Sales, 1992 Hunter Avenue

Newton, 1A 50208 USA

Phone: 641-792-0352 or Fax: 641-792-1361
Email: tapmusic @ tapmusic.com

*Catalogs sent 1st Class Mail. Yes, we accept Discover, VISA and Mastercard.

J

LONDON

Wichita Band Instrument Co., Inc.

W

Gebr. fllexander

New or fully restored in our own workshop.

2525 E. Douglas * Wichita, KS 67211
Orders: (800) 835-3006 - Info: (316) 684-0291
Fax: (316) 684-6858
E-Mail: wbic@wichitaband.com

Visit our website: www.wichitaband.com
\ ***Since 1953/***

Overseas customers please send $5.

/
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\@ The University of Reading
Institute of Education

SOLOS - DUETS - QUARTETS

with strings & winds or all brass

PG Diploma/MA programme in

Music Teaching in Professional Practice
In collaboration with the Incorporated Society of Musicians Almost any combination

Mtpp is a PG Diploma part-time distance-learning programme. for almost any instrument...
Graduates who pass the diploma may proceed to the MA Course, It is
designed for instrumental and vocal teachers and open to students in the
UK and overseas.

Mitpp is a practical modular course, taken over two to four years. It
comprises 4 Modules. Units in Module 3 are instrument-specific and the
Brass Module is edited by Gordon Cox and Kevin Thompson. Unit
authors include highly respected authorities such as William Salaman,
Manny Brand, Michael Clark, Douglas Yeo, Bram Wiggins, Anthony
Veal, Jeffrey Nussbaum and Kevin Thompson covering a range of topics.
Details of the authors and content of each unit are available on our
Website: www.soews.rdg.ac.uk/mtpp

M;p International Summer School HORN DUETS - 2 Volumes!

17th - 23xd July 2004 Featuring Jazzy Original Titles
The Mtpp Summer School is an integral part of the Mtpp programme. It is & Christmas Favorites

open to participant observers who are not registered for Mtpp. Attendance

on a daily basis is also possible by arrangement with the course director,

Further Information: Mtpp Administrator, The University of

Reading, Institute of Education, Bulmershe Court, Reading RG6 112€% Ventura Bivd. #€20, Studio City, CA 91604
1HY, United Kingdom (200) 762-0066 (21€) 956-00€€ FAX (€1€) 056-1521
Tel.: +44 (0)118 378 8843  Fax: +44 (0)118 378 8834 order online - Www.lacfrecorfmugic.com
E-mail: mtpp@reading.ac.uk

. J

THE LOS ANGELES HORN CLUB PRESENTS:

A NEW COLLECTION OF
LARGE HORN ENSEMBLE MUSIC
BY TELEVISION AND FILM COMPOSERS:

BRUCE BABCOCK
ELMER BERNSTEIN
BRUCE BROUGHTON
JAY CHATTAWAY
ALF CLAUSEN
MICHAEL GIACCHINO
LEE HOLDRIDGE
DENNIS MCCARTHY
STEVEN MORRELL
TiM SIMONEC
BRAD WARNAAR
PATRICK WILLIAMS

THIRTY DOLLARS EACH

SEE WEBSITE FOR DETAILS!
WWW.USC.EDU/SCHOOLS/MUSIC/LAHORN

FPROCEEDS TO BENEFIT THE VINCE DE ROSA HORN SCHOLARSHIP FUND AT USC
AND THE RESTORATION AND MAINTENANCE OF THE WENDELL HOSS
MEMORIAL HORN LIBRARY OF THE LOS ANGELES HORN CLUB
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Greetings from Heaven, or Demonic Noise?

A History of the Wagner Tuba
by William Melton

Part 7: Modern Yoices

fter a long incubation period, the Wagner tuba had
been employed masterfully by Richard Wagner
and Anton Bruckner, and then adopted by a select

number of post-Wagnerians led by Richard Strauss. But the
turmoil of changing musical styles at the

onset of the 20th century meant that the =~ sebringan
status of the tenor and bass tubas wasonce [ # 4 &
more in question: how would they be |°

used by “modern” composers, or would 9§

they be used at all?

Though he has since become an icon of
20th-century modernism, Arnold
Schoenberg had for a time in his develop-
ment been heavily influenced by Wagner.
The young cellist, previously an admirer of Johannes Brahms,
joined the Polyhymnia Orchestra and came into conduc-
tor Alexander von Zemlinsky’s orbit. “In this circle a glowing
enthusiasm for Wagner prevailed,”! and Schoenberg became
Zemlinsky’s pupil. “While (my String Quartet in D major)
was still strongly under the sway of Brahms and Dvorak,”
commented Schoenberg, “here began an almost immediate
change to a more ‘progressive’ compositional style.”2 In
Gurre-Lieder, a lengthy cantata begun in 1900 but not com-
pletely orchestrated until 1911, Schoenberg employed an
orchestra so massive that he was compelled to special order
outsized sheaves of what he called “Gurre music paper.”>
“Wagner was the great model,” wrote Eberhard Freitag, “and

Waldemnr 3

é' Ee=t=

murdered. Two themes recall the Ring: death, and the isola-
tion of those who rule. Reminiscent of Bruckner’s evocation
of the numinous is the brief four-part solo chorale of Part I
(Example 1) that accompanies Waldemar’s text, “It is mid-
night, and accursed creatures arise [tubas enter here] from

forgotten, sunken graves.””
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e
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Example 1: Arnold Schoenberg, Gurre-Lieder, Part I (2 mm.
before rehearsal no. 56). Arnold Schinberg “Gurrelieder” © 1920
by Universal Edition A.G., Wien/UE 18412, UE 3696

Twice in Part I the tubas appear in accompaniments to
Tove, again underscoring the theme of death: second F tuba
entering alone (3 mm. before rehearsal no. 54), and the entire
quartet appearing pianissimo on the second syllable of the
word “ersterbend” (“dying,” 2 mm. after rehearsal no. 70).
Waldemar’s despair in Part II conjures the tubas again
(Example 2) with the words “Lord God! I am also a ruler. And
it is my kingly belief that I cannot rob my subjects of their last
guiding light.”

according to his own testimony Fwas belebier
Schoenberg had heard all of the Wagner 2T mub - T i
operas 25 to 30 times before beginning [ § v » === ——— =g F=TE==
this composition.”# H. H. Stuckenschmidt - | e . £ R "
. " . N— s T e ——— —

called Gurre-Lieder “A true creation of || 2ssmwmsie - 7 |, . ’ P 4 4
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poems of Richard Strauss and the early
music dramas of Hans Pfitzner.”>
Gurre-Lieder forces included ten horns in F, with the last
four players doubling on Wagner tubas in the designations
and keys inherited from Wagner: tenor tubas in E-flat and
bass tubas in B-flat (basso, written in both treble clef and old
style bass clef). There was one departure, as Schoenberg made
de facto seating arrangements official by giving horns seven
and eight the B-flat tubas and nine and ten the F tubas.® The
writing for the instruments shows that the composer had
absorbed the lessons of the Ring. The tubas are used sparing-
ly and tactically—Schoenberg rarely applied them merely to
thicken the orchestral texture, and the integrity of the quartet
is respected. The majority of the tuba entries are associated
with King Waldemar (tenor), whose lover Tove (soprano) is

L= SR

Example 2: Gurre-Lieder, Part 11 (2 mm. after rehearsal no. 4).
Arnold Schonberg “Gurrelieder” © 1920 by Universal Edition
A.G., Wien/UE 18412, UE 3696

[n Part IIT of the work the instruments appear only in five
bars near the opening (Example 3): “Then Schoenberg intro-
duces a theme in the four tubas (muted), the
previous..."Midnight World motif.”8 This echoes Waldemar’s
“from forgotten, sunken graves” of Part I, but as Alban Berg
noted, “now that vocal line is brought forth solely by the four
Wagner tubas.”?

The Wiener Tonkiinstler-Orchester was directed by Franz
Schreker at the premiere of February 23, 1911 in Vienna’s
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@ The Wagner Tuba, Part 7
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Example 3: Gurre-Lieder, Part Il (2 mm. before rehearsal no. 1)
Arnold Schinberg “Gurrelieder” © 1920 by Universal Edition
A.G., Wien/UE 18412, UE 3696

Grofies Musikvereinssaal. The work was a huge success:
“...people wept and cheered, and Schoenberg received an
ovation that lasted a quarter of an hour. The triumph was, in
fact, a posthumous one, a cele-
bration for a composer who had
changed almost beyond recogni-

employed local military substitutes for the Wagner tubas. The
visit to Bayreuth in 1911 did not include the Ring, and
Stravinsky would never return to the festival (Parsifal left him
disgusted with “the murky inanities of the Art-Religion, with
its heroic hardware”).14 Stravinsky knew the Bruckner scores
chiefly by playing them four-hands with an uncle, but “did
not learn to like them,”15 and the aforementioned
Heldenleben would have used the Strauss-sanctioned
replacement of euphonium for tenor tuba. Nevertheless the
young Stravinsky had a fascination for new orchestral colors.
That hornists used their bells in the air to good effect he
learned from Vuillermoz, a Parisian orchestral hornist. In
addition, “a hornist from the St. Petersburg imperial orchestra
showed him the glissando (one can imagine with what pleas-
ure he added this to his growing arsenal of effects that were
contrary to canonical rule).”16 His interest in the tone color of
the tenor tubas would be characterized by employing them in
a way that was uniquely his own.

Arrival of Kastchei

tion.”10 Schoenberg had already

taken a different road, and with mp

Gurre-Lieder had composed for |z 5

Wagner tubas for the first and
last time.
Raised far from the opera

fH
houses and concert halls of cen- |§=

tral Europe, Igor Stravinsky was

still exposed early to the Wagner [
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tuba literature. He was only six
years of age when Angelo Neumann’s touring “Richard
Wagner Theater” (conducted by Karl Muck) performed the
Ring in St. Petersburg and Moscow in February and March
1889. But Stravinsky heard other traveling conductors con-
duct Wagner, and attended the entire Ring when it was
mounted in St. Petersburg in Russian, with Russian forces. He
wrote,

There were other good conductors, of course—Mottl
whose Siegfried impressed me, Hans Richter, etc...I
remember meeting the conductors Arthur Nikisch and
Hans Richter...When Richter saw me he scowled and
asked: ‘Wer ist dieser Jiingling?'11

Such exposure left its imprint on the young composer, and
as Rosamund Bartlett maintained, “Several of Stravinsky’s
early works (his song cycle The Faun and the Shepherdess
[1906], for example, and his Scherzo Fantastique [1907-1908]
reveal his youthful enthusiasm for Wagner...)”12 A Bayreuth
visit followed in 1911. Stravinsky was also acquainted with
Bruckner’s symphonies, a number of which had been per-
formed in St. Petersburg, and “was exposed to the music of
Strauss for the first time in 1904 or 1905, with Ein
Heldenleben.”13 He was introduced to Strauss, and to Arnold
Schoenberg, in Berlin during the winter of 1912-13.

Yet Stravinsky’s familiarity with the above scores did not
translate into familiarity with the Wagner tuba itself. It is
questionable whether he had even heard the authentic instruments.
The Ring performances in St. Petersburg would have

Example 4: Igor Stravinsky, The Firebird, 1910 Version (1 m.
after rehearsal no. 105) © B. Schott’s Sohne, Mainz, 1933. Mit
freundlicher Genehmigung des Verlages Schott Musik Intl.,Mainz.

Stravinsky’s original 1910 version of the ballet L'Oiseau de
Feu (The Firebird) calls for two tenor tubas in B-flat and two
bass tubas in F. They a{g)ear just before the demon Kastchei’s
Entrance (Example 4),"/ and only have thirteen bars to play
offstage, muted, in crescendo from mezzo-piano to fortississimo.
The bass tubas are notated in F in bass clef, and the tenor
tubas are notated in B-flat (alto, though it is not specified) in
treble clef,18 though their range remains relatively low as
befitting the bass representation of Kastchei.

Stravinsky called The Firebird “in some respects a fecund
score for my own development in the next four years.”1%
Much later in life he would visit Wagner’s villa Triebschen
near Lucerne. “The collection of musical instruments on the
second floor contains many beautiful objects by Renaissance
and Baroque craftsmen,” wrote Robert Craft, who accompa-
nied Stravinsky through the villa. Craft did not fail to note
that the older exhibits shared the floor “with such Wagnerian
instruments as the tenor Tuben not only of the Ring but also
of Le Sacre du printemps [The Rite of Spring].”20 The latter was
to be Stravinsky’s second and final work for the instruments.

Pierre Monteux, conductor of an Orchestre des Concerts
Colonne expanded for the occasion, described the premiere of
The Rite, one of history’s most infamous musical riots:

Le Sacre du Printemps was presented [on May 29] 1913 at
the Théatre des Champs-Elysées in Paris, and cause a
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scandal it certainly did. The audience remained quiet for
the first two minutes. Then came boos and catcalls from
the gallery, soon after from the lower floors. Neighbors
began to hit each other over the head with fists, canes or
whatever came to hand. Soon the anger was concentrated
against the dancers, and then, more particularly, against
the orchestra, the direct perpetrator of the musical crime.
Everything available was tossed in our direction, but we
continued to play on. The end of the performance was
greeted by the arrival of gendarmes. Stravinsky had dis-
appeared through a window backstage, to wander discon-
solately along the streets of Paris.2!

The hornists that endured the abuse were the regular
Colonne roster of Paul Hoogstoel, Jules Michel, Joseph
Algrin, and Pierre Warin,22 and they were joined by the extra
players Marius-Joseph Fabre, Messrs. Ferret (or perhaps
Henri Farré), Vadot, and Ferdinand Bailleux.23 Two hornists
from the latter quartet presumably played the two tenor tuba
parts, 4 though they would have used Saxhorns or
cornophones rather than true Wagner tubas, which were
unknown in France at the time.25 It is notable that the most
practiced tenor tubists in Paris were prevented from playing
the Stravinsky premiere. The Opéra was in the midst of a gala
Ring production staged for the centennial of Wagner’s birth,
and on the night of the premiere of The Rite, the Opéra tuba
quartet was busy coping with Siegfried.

The bulk of the tenor tuba contribution to The Rite is a
prominent ostinato (the first eleven mm. of which are quoted
in Example 5).
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Example 6: The Rite of Spring (2 mm. after rehearsal no. 78).

©Copyright 1912, 1921 by Hawkes 6 Son (London) Ltd. Reproduced

by permission of Boosey & Hawkes Music Publishers Ltd.

inconclusive internal evidence from the score, or
undocumented attributions to the composer. Contention has
been surprisingly intense despite the brevity of the parts
involved.

Hornists who played under Stravinsky have left conflict-
ing records of his preference. James Decker wrote about
Columbia’s definitive complete recorded edition of
Stravinsky works:

Bob Craft conducted all the rehearsals but Stravinsky con-
ducted the recordings...The tuben parts in The Rite were
played down. I have heard them in the upper register but
Stravinsky wanted them played in the lower octave and
loud.?”

In contrast, Richard Merewether testified, “Stravinsky’s
parts in ‘Le Sacre’ are intended as B-flat-alto—the author
worked for him many years ago—yet are often heard an
octave too low in the absence of that indication.”28 Thomas
Widlar described rehearsing The Rite in the 1960s with the
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Example 5: Igor Stravinsky, The Rite of Spring (rehearsal no. 64)
©Copyright 1912, 1921 by Hawkes 6 Son (London) Ltd. Repro-
duced by permission of Boosey & Hawkes Music Publishers Ltd.

This line, which mutates into 6/4 meter (maestoso,
rehearsal no. 70) during the course of thirty-four continuous
bars, finishes fortissimo. The final contribution from the instru-
ments is a brief ascending figure (Example 6) in the first B-flat
tuba that reinforces the contrabass tuba line.

Missing in the score was one essential detail. As William
Scharnberg stated, “It is unclear to this day which octave
Stravinsky intended, alto or basso.”26 In the absence of spe-
cific directions, a longstanding controversy in the horn world
as to the proper octave for the B-flat tenor tuba parts was
begun. Arguments raised have been based on local tradition,
subjective judgements over which sound is preferred,

tenors playing in unison with the
basses because that’s what everybody wanted to do, but
when the tenor players volunteered to play up, he happi-
ly let them, and that is what he now actually preferred.

I wasn’t so sure that Stravinsky didn’t remember and
didn’t care. I felt he was tired of arguing with horn players
about it.2%

Pierre Monteux had made extensive corrections in the
score of The Rite before the 1913 premiere, collating the two-
piano version with the orchestral score. He requested many
changes of the composer, including a number aimed at
strengthening the conical brass sound. At rehearsal number
41, Monteux singled out “first, the [contrabass] tubas, which
in spite of fortissimo, produce only a very weak sound; second,
the seventh and eighth horns, which one does not hear at all
in the low register.”30 Stravinsky incorporated the changes,
and continued to make his own corrections along these lines.
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In 1926 “Stravinsky rewrote the entire Evocation des ancétres
and much of the Danse sacrale, adding lower brass (bass
trumpet, trombones, tubas) between 186 and 190.731 The
composer explained to Ernst Ansermet that he was “redoing
the instrumentation. This needed strengthening in the bass,
which determines the accentuation and the dialectic structure
of the musical phrase.”32

Pieter C. van den Toorn found that “Stravinsky repeatedly
changed his mind on a number of critical issues, and even
after some of the more extensive revisions it is by no means
always apparent just what his real or ideal intentions
were...Often enough, adjustments were made as practical
concessions to the difficulties encountered by specific per-
formances.”33 Robert Craft suggested:
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In the case of The Rite, Stravinsky’s alterations continue to
outdate new issues of recordings and scores...No
absolutely conclusive answer can be fixed for every ques-
tion concerning anything so circumstantial as a perform-
ance, of course, and neither could any score convey all of
the nuances Stravinsky was at one time able to bring to his
own readings of The Rite. In spite of his complaints about
interpreters, Stravinsky is a practical musician who enjoys
collaboration with instrumentalists, who is sensitive to the
different requirements of each occasion, and who learns
from them all. Indeed, those who regard the score as an
inviolable text beyond tampering even by the author are
often shocked by his temerarious overriding of the printed
page...34

One tally listed seven official revised editions of The Rite
(spanning the years 1922 to 1968), and there were quite a
number of pirated editions as well.35 The composer himself
explained, “I would go on eternally revising my music...were
I not too busy composing more of it.”30

A powerful horn sound was one constant that Stravinsky
was after. The manuscript score of The Firebird (1909-1910)
lists “6 horns in E” though this was later crossed out in red
and replaced with the more modest “4.”37 Even late in life
Stravinsky greeted the newest commercial recordings of The
Rite with the critiques “...the horns are weak at 65, where
they should come through like Roland at Roncesvalles,”38 or
“At [65] and passim the horns are puny.”3? In contrast, he
declared himself satisfied with “the animal ruttishness of the
tubas at [66).”40

The stage action of The Rite provides an insight into the
mystery of the composer’s preferred octave for the tenor
tubas. “The Ritual of the Two Rival Tribes” (rehearsal no. 57)
portrays a game of war in which the two sides are given two
disparate musical incarnations, the first heavy, slow motifs in
the low regions, and the second quick motifs in the treble reg-
ister. Stravinsky wrote Sergei Koussevitsky about what fol-
lows: “The holy procession of the wise old man [Procession
of the Sage’]. The oldest and wisest interrupts the spring
games, which come to a stop.”"l1 “It is the Saint who arrives,”
Stravinsky explained in a famous 1913 interview (later
disavowed),

the Sage, the High Priest, the eldest of the clan. A great
shudder of fear passes through the crowd. And the Sage,

stretched out on his belly, with his arms and legs extended,

blesses the earth, becoming himself one with the soil.42

The Sage is portrayed in the orchestra by two tenor and
two contrabass tubas, Robert Craft noting that “the
Procession of the Oldest and wisest One is heralded by the
entrance of the tubas at No. 64”43 (in contrast to the widely-
spaced orchestral tutti at no. 70 that Craft found “signifies the
gathering of all the people”).44

Surprisingly, the sketches of The Rite (1911-1913) do not

contain Wagner tubas-—their motif at no. 64 was given to
stopped horns, written in the short score in the key of C.45
Craft observed, “The orchestration of the theme of the sage
for the thin and nasal stopped horns is surprising, because we
are used to the tubas of the printed score.”46 Thus both
contrabass tubas and Wagner tubas in this passage were
afterthoughts, aids in strengthening the bass line. Stravinsky
himself compared “the use of the Wagner Tuben at No. 105,
the arrival of Kastchei, with the use of those instruments in Le
Sacre du printemps...”47 And significantly, the tessitura of the
B-flat tubas in The Firebird, though notated in alto, is very
much the same as that of The Rite parts in B-flat basso.

Yet the dramatic logic of playing the tuba parts basso was
lost as ballet performances of the score were superseded in
the 1920s by what Pieter C. van den Toorn called “the extraor-
dinary success of The Rite in the concert hall.”48 A number of
conductors adopted the work primarily as an orchestral
showpiece, including Ernst Ansermet, Leon Goosens, Sergei
Koussevitzky, Leopold Stokowski, and inevitably Stravinsky
himself. Alfred Kalisch noted the confusion caused when “the
upholders of ‘Sacre’ tell us that it is to be judged on its musical
merits exclusively, and on the other hand that it is condi-
tioned by the story of the ballet for which it was originally
written.”4? “The latest catchword of the partisans is that the
‘Sacre’ is abstract music,” wrote Ernst Newman. “We do not
take that too seriously, however. We know how dependent
Stravinsky’s music has hitherto been upon the action it was
designed to accompany.”0 Still, the stage origins of the music
faded, and were supplanted by a symphonic aesthetic that
gave far more scope for interpretation by the individual
conductor.

A human element was also at work. Stravinsky was not
always happy with Monteux, a master conductor whose tech-
nique surpassed that of the composer as well as Stravinsky’s
favorite, Ernst Ansermet.5] As time went on, a distinct rift
developed. In 1929 the Compagnie Francaise du Gramophone
advertised a Monteux-led recording of The Rite with the fol-
lowing points: 1) that the interpretation of the Sacre created
by M. Monteux in his memorable premiere of 1913 has been
approved and sanctioned by the composer; 2) that without
the perseverance of M. Monteux, who repeated the Sacre in
concert in 1914, the work would perhaps be forgotten today;
3) that the interpretation of M. Monteux is now considered as
a classic, the only model on which all conductors base
their performances.>?

At the request of Columbia Records, France, which also
had a recording to sell, Stravinsky countered in December,
1929:

I am happy to state that the Sacre du printemps just

recorded under my direction by Columbia is a masterpiece
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of phonographic realization. To be specific, the dynamic
element (which is the play of relationships, not the inten-
sity of the sound), as well as the timbre of the Sacre, is con-
veyed by these new records in a way that could not be
more evident. The result is a model of recording that
renders a true service to all those who would like to learn
the performance tradition of my work.53

Peter Hill found the Monteux recording with the Orchestre
Symphonique de Paris®* “almost certainly the most authentic
guide to Stravinsky’s earliest intentions.”>>

Very possibly Monteux in 1929 is a credible record of what
the public heard in 1913. He seems to have been a ‘conser-
vative’ conductor—his later recorded versions are in
essential respects similar to the 1929 account—and he con-
tinued to prefer the first edition of the score.”>0

The tenor tubas on the 1929 Monteux recording
performed the part in B-flat basso,%’ sounding the very incar-
nation of “the lowing tubas which signal the advent of the
Sage.”>8

In contrast, Stravinsky’s recording with the Orchestre des
Concerts Staram®® was but one station of an ever-changing
vision of the score.

Attempt a comparison of all the Stravinsky sources—his
own recordings, the various editions of the score
(described by Louis Cyr as ‘I'imbroglio presque inextricable’),
and Stravinsky’s written views on how the work should
be performed—and one finds that all frequently contradict
one another...Like all performers, over the years his inter-
pretations changed, reflecting both changes in himself and
in the orchestras he conducted.t0

Stravinsky’s tenor tubas in 1929 played the part in B-flat
alto.1 The composer may have once hoped that his recorded
performances would serve as guides to posterity, but by 1968
he had doubts about their validity. “I have changed my
mind...about the advantages of embalming a performance on
tape...one performance represents only one set of circum-
stances.”%2 That he gave conflicting answers when
questioned about the proper octave for the tenor tuba line
over the course of decades is understandable. The Rite had
split into two pieces—the original ballet for the stage, and the
well-known orchestral showpiece. Thomas Widlar’s picture
of an older Stravinsky disinterested in settling a point that
had ceased to have meaning for him rings true. The cliché
“Old men forget,” was one that Stravinsky himself invoked in
1968. “But,” he added, “they forget or remember selectively,
like everyone else.”63

Béla Bart6k spent his teenage years under the influence of
the music of Johannes Brahms and Franz Liszt. Then, in 1899
his first semester at the Budapest Music Academy gave him a
glimpse into the scores of Wagner’s Ring.%* Subsequent com-
poser’s block reached a crisis point in 1902, when “The first
performance of Also sprach Zarathustra in Budapest (1902)
jolted me out of this stagnation like a lightning bolt...finally I
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recognized a direction that promised new things. I plunged
into a study of the Strauss scores and began to compose
again.”% His solo piano performances of Ein Heldenleben the
next year electrified musicians in Vienna (Eduard Hanslick is
said to have commented, “He is certainly a musician of
genius, but it is a shame that he has been spoiled by
Strauss”).66 Bartok would write a friend in 1904, “I can tell
you truly: since Wagner there has been no greater master than
Strauss.”®” There are a number of parallels with Heldenleben in
Bartok’s own symphonic poem Kossuth (1903), such as “the
unison deployment of eight horns for which Heldenleben was
the prototype,”®8 and the inclusion of two tenor tubas in B-
flat to Strauss’ one. Hans Richter heard the composer play
Kossuth on the piano, and his promise to schedule it for
performance in Manchester the next year spurred Bartdk to
orchestrate the work.

The program of Kossuth is intensely patriotic: the attack of
the Austrian army on Hungarian revolutionaries loyal to
Lajos Kossuth is greeted with a parody on the Austrian
national anthem, played among others by the two tenor
tubas®? (interestingly, the Austro-Hungarian Richter “had
singled this 7part out for praise with ‘Bravo and grossartig
[splendid!]"”70). At the world premiere with Istvin Kerner
and the Budapest Philharmonic on January 13, 1904, Austrian
nationals in the orchestra refused to play at this juncture. Still,
the applause for the twenty-three-year-old Barték, who
appeared demonstrably in national costume, was overwhelming.
“The young composer is a great talent in the sphere of instru-
mentation,””! wrote the correspondent for Az Ujsdg, though
the Neues Pester Journal found “the musical language that he
speaks stems chiefly from the vocabulary of Richard
Strauss.”’2 The Manchester Guardian praised the perform-
ance of the Hallé Orchestra on February 18, 1904, noting “the
facile manner with which Barték handles the great mass of
the orchestra.””3 The Hallé performance used bugle horn
substitutes for tenor tubas (two extant parts done by an
English copyist are transposed into C).74 Even in Hungary,
according to Franz Liszt Academy of Budapest professor
Adam Friedrich, “The Kossuth Symphony is very seldom
on the program, but if so, it is played generally by baritones
or euphoniums.””> Friedrich continued, “Nowadays, it hap-
pens that one plays it with tubas as well.”76

Bart6k’s The Miraculous Mandarin, a pantomime in one act,
op. 19, was composed 1918-1919 and premiered in Cologne on
November 27, 1926.77 The rhythmic energy of the work has
been compared with Stravinsky’s The Rite. Two tenor tubas in
B-flat, written into the third and fourth horn parts, are used
effectively in the low register to thicken the overall sound
both in fortissimo (Pesante, 2 mm. after 79)78 and in pianissi-
mo (Grave, at 97).79 Unlike Kossuth, Adam Friedrich wrote,
“in the Hungarian State Opera the Mandarin is played—as it
is written—by Wagner tubas. Always.”80

Like many composers of his generation, Gustav Holst also
went through a Wagnerian phase: “Holst had already been
taken in by Wagner s influence by 1892 when, after attending
a Covent Garden performance of Gétterddmmerung conducted
by Gustav Mahler, he composed his own Song of the
Valkyrs...”81 However, the “One Tenor Tuba in B-flat”82
called for in Holst's suite for large orchestra The Planets (com-
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posed 1914-1916) is without question meant to be played on
euphonium. Holst began his musical career as a trombonist,
first in summer resort bands, but in 1897 playing under con-
ductors Richard Strauss and Hans Richter (the latter compli-
mented the young trombonist by saying that he would like to
take him back to Germany).83

The following year Holst was engaged by the Carl Rosa
Opera Company and, in 1900, he moved to the Scottish
Orchestra in Glasgow, a position he would leave in 1904 when
he gave up performing in favor of teaching. Holst biographer
Michael Short wrote plainly “...in The Planets Holst included
a tenor tuba (euphonium) in his already large brass sec-
tion...”84 The euphonium was the instrument that the former
trombonist would have known best, and authentic Wagner
tubas were first played by an English orchestra in 1935.
Holst’s tenor tuba solo is another that is played in Vienna on
Wagner tuba.8°

Leos Janacek, a Moravian original, was demonstrably not
influenced by Richard Wagner, though his musical education
included stints at conservatories in Leipzig (1879) and Vienna
(1880). These sojourns might have provided him with expo-
sure to Wagner’s music, but “Janacek, the formalist with his
classical conservative tendencies, stood on the opposing side
in the camp of Brahms and Hanslick.”8¢ Neither did he avail
himself of the teaching of Anton Bruckner at the conservatory,
having intentionally arranged composition classes with the
“dry, taciturn, pedantic, ‘typical’ professor”87 Franz Krenn.88

Jandcek’s employment of tenor tubas late in life was
inspired by a military band concert in Pisek in 1925. “The well
rehearsed military band played fanfares in addition to other
numbers,”8? a performance that resulted in Janacek’s Sokol
Fanfare, which in turn grew into the composer’s best known
concert work, the Sinfonietta, originally titled the Vojenskd
(military) symfonietta. The music fits the Wagner tuba, from
“the opening ostinato three parallel fifths that the tubas [two
tenors in B-flat] strike up in archaic style,”? to the finale,
when the tubas reenter (Allegretto, rehearsal no. 9).91 That the
two tenor tubas and third and fourth horns are never required
to play at the same time is at least a circumstantial argument
for players doubling on both instruments.”?

In Janacek’s unusual Capriccio for piano, left hand, of 1926,
the relatively lean piano part is balanced against flute, two
trumpets, a tenor tuba, and three trombones.?3 The virtuosic,
but bumptious tenor tuba part had a possible antecedent, and
Martin Wehnert observed of the first movement (Tempo [,
rehearsal no. 3),74 “It is particularly similar to the part in Don
Quixote by Richard Strauss.”%5 The third movement?® begins
“with the tuba’s widely-spaced interval leaps followed by six-
teenth note triplets.”?” Similar to a theme in the viola from
Janécek’s first String Quartet, “though it poses no technical
problems for the viola, it creates many for the cumbersome
tenor tuba.”?8 Over the first manuscript score of the work the
composer penned “or horn” in parentheses after the designa-
tiontenor tuba, an alternative missing from subsequent
editions.? According to Czech Philharmonic hornist Zdenek
Divoky, “In Prague we play both compositions, Capriccio and
Sinfonietta, on euphoniums. In Brno is it the same.”100 Yet
again, in Vienna the parts are traditionally played on Wagner
tubas.101
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Bass Wagner tuba in F made by Robert Schopper of Leipzig
circa 1925 (© Copyright Edinburgh University
Collection of Historic Musical Instruments)

Composing for Wagner tuba slowed considerably after
the First World War, perhaps at least partially a casualty of the
conflict. Traditional art was tarnished with connections to the
old regime. The Wagnerian orchestra was obsolete, and the
instrument synonymous with the suspect attributes of “stately
power and hallowed grandeur”102 especially so. In addition,
German and Austrian composers banned by the Allied coun-
tries during the war were often a long time in returning to
international stages and concert halls.103 Gurre-Lieder was not
given its US premiere until Leopold Stokowski mounted it in
Philadelphia in 1931, and it waited another eighteen years for
its second American appearance.!04

Through four decades, from the 1920s until the late 1950s,
the Wagner tuba repertoire languished. There were a handful
of exceptions. Stokowski’s orchestral arrangement of Bach's
Passacaglia in C minor, BWV 582 included a quartet of tenor
and bass tubas. Philadelphia had also seen the Stokowski-led
premiere of Arcana by Edgard Varése in 1927, a work that
contained two tuba parts, one “basse” and one “contrabasse,”
the former of which has been performed on Wagner tuba.!0?
The solo tuba in “Bydlo” in Maurice Ravel’s orchestration of
Mussorgsky’s Pictures at an Exhibition was sometimes played
on Wagner tuba, a &Jractice particularly advocated by conductor
Igor Markevitch.1%6 But these were merely cameo appear-
ances for the instruments, and Michael Holtzel’s observation
“with the progress of the 20th century they were increasingly
overlooked by (:(;n*nposers,”107 reflected the overall trenc.
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Many manufacturers closed their doors. The Erste Wiener
Produktiv-Genossenschaft der Musikinstrumentenmacher ceased
production in 1935, as did Max Enders of Mainz. The deaths
of Munich craftsmen Anton Schopf Jr. (1931) and Josef Poschl
(1947), and of Oskar Reifmann of Chemnitz (1958) further
thinned the ranks. The Second World War hurried the end of
the respected firm C. F. Schmidt of Weimar and drastically
reduced the production of Ed. Kruspe of Erfurt. C. W. Moritz,
the oldest extant maker of the instruments, shut down opera-
tion in 1955.108

The Wagner tuba was in danger of becoming a museum
piece. To be continued...

“The Wagner Tuba” (circa 1955). Drawing by Gerard
Hoffnung, reproduced from The Hoffnung Symphony Orchestra,
published by the Hoffnung Partnership, London who are owners of
the copyright. Further information about Hoffnung merchandise canle
found on the Hoffnungwebsite: hitp://Welcome.to/Gerard Hoffnung

Thanks are due to Thomas Bacon, James Decker, Zdenek
Divoky, Addm Friedrich, Annetta Hoffnung (daughter of Gerard
Hoffnung), Chris Hutchinson (Boosey & Hawkes Music Publishers
Ltd., London), Ricco Kiihn, Aygiin Lausch (Universal Edition,
Vienna), Arnold Myers (Edinburgh University Collection of
Historic Musical Instruments), Hans Pizka, David Pickett,
Norman Schweikert, and Thomas Widlar.

William Melton studied horn with Ron Wise and Sinclair Lott,
and was a graduate student in historical musicology at UCLA. He
has been a member of the Sinfonie Orchester Aachen since 1982. The
orchestra, whose former music directors have included Herbert von
Karajan, Wo!fgang Sawallisch, Fritz Busch, and Franz Wiillner,
celebrated its 150th anniversary in June of this year with a live
DVD recording of Bruckner’s Eighth Symphony under the baton of
current music director Marcus Bosch.

Melton is also a charter member of three very different horn
quartets: Die Aachener Hornisten, whose high points include a
seven-city tour of Australia, a command performance for the late
King Hussein of Jordan in Amman, and a prime-time TV broadcast

]

that drew 5.1 million viewers on Germany's ARD channel); The
Rhenish Horns, whose literal low point was a concert in the sew-
ers of Cologne), and Les cornistes gourmands, whose members are
dedicated to creative cooking and eating, but between courses also
find time to play choice literature for quartet.

This long occupation with horn quartets will bear fruit in 2004
with the publication of a major collection of Melton's quartet
arrangements by Paxman, Ltd. Next year also brings Melton's
Engelbert Humperdinck: A Musical Odyssey through
Wilhelmine Germany, published by Toccata Press, London to
coincide with the 150th anniversary of the composer’s birth. 2005
will see an extended article in the Richard Strauss-Blétter
(Vienna).
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Medical Problems and Horn Playing

Some Embrouchure Problems of Horn
Players: Overuse Injury and Focal
Embouchure Dywstonia

Glenn V. Dalrymple, M.D., FACR and
Glen S. Estrin, B. Mus.

Introduction

Musicians defines “Embouchure” as consisting of a

“superstructure which includes the muscles of the
lower part of the face, converging around the lips, as well as
the lips themselves and an underlying supporting structure
which incorporates the jaws and teeth.”! Carmine Caruso,
the famous pedagogue, states that “nearly 200 muscles come
into play when a wind musician produces a sound.”? This
report considers two embouchure problems: Overuse Injury
and Focal Embouchure Dystonia. Two scenarios of actual
players’ histories will provide a springboard to more detailed
discussions.

The 1980 edition of The Grove Dictionary of Music and

Scenarios

Scenario Number One (Overuse Injury): a professional
horn player experiences difficulty satisfying the conductor of
his orchestra. The conductor complains that the player miss-
es too many notes and that he plays with too much volume
and “lack of sensitivity” in soft passages. Such comments are
not overlooked by the player who responds by doubling the
usual practice time. Unfortunately, instead of things getting
better, they get worse. With increasing practice the high reg-
ister becomes tight and non-responsive. The sensitivity and
accuracy of attack become less and less reliable. Panic begins
to set in, which generates still more practice. In about two
weeks the player cannot play in the top octave. The lip feels
stiff and somewhat swollen. By this time panic has truly set in
and the player seeks medical advice.

Scenario Number Two (Focal Embouchure Dystonia):

a successful professional free-lance horn player, a 42 year old
man, noted his lower lip was not as responsive as usual. He
attacked the problem in a predictable manner: he increased
the amount of his practice and he purchased some new
mouthpieces. After three months the situation worsened. The
player noted the onset of jaw clamping. When he started to
breathe, the jaw would close, involuntarily. As dramatic as
the spasms were, they only occurred when he tried to play the
horn. The result of this involuntary motion destroyed his abil-
ity to play the horn. He decided to seek medical care.

Overuse Injury

(Scenario Number 1): overuse injury in musicians was
reported more than 100 years ago.3 With the advent of type-
writers and computers which use keyboards, repetitive injury
disorders have become commonplace and well known to the
public and to lawyers. Overuse Injury as it affects horn and
other brass instrumentalists can influence their lives and their

peace of mind. Scenario Number 1 is a common statement of
the cause for Overuse Injury, from the player’s standpoint.
Something goes wrong with the mechanics of playing the
horn, and the player falls under pressure to correct the prob-
lem. Brass players respond to this stimulus in a very consis-
tent manner - they increase the amount of practice. Often they
practice for extended periods of time without sufficient rest
during practice. As they work harder, the problem gets worse
until they experience some major limitation of their playing.
An interesting paper by Newmark and Lederman described
Overuse Injury as it occurred in a group of amateur chamber
music players.4 As the players increased their practice and
performance time, Overuse Injury followed with a vengeance.
The authors described a number of presentations of Overuse
Injury in string, keyboard, and wind instrument players.

The etiology (etiology=cause) of Embouchure Overuse
Injury would seem to be straightforward and easy to explain.
The repeated excessive external pressure of the mouthpiece
produces injury to the tissues of the lips. This causes leakage
of fluid from the vessels involved (primarily lymph channels)
into the interstitium (the connective tissue spaces between the
cells). This fluid contains proteins and ions and is similar in
composition to blood plasma. As a consequence, extended
periods of time may be required for the body’s physiological
processes to remove this fluid. A physical blow to the lips
which causes swelling represents a similar process, but one
that happens much faster. In both cases (horn playing and a
fist to the lip) fluid collects and stiffness follows. As expected
when confronted with a performance problem, the horn play-
er responds by more practice. This creates the cascade of more
pressure on the lips, more fluid, more stiffness, etc.
Discomfort and pain often accompany this swelling and stiff-
ness. The presence or absence of pain will be an important
factor when we compare Overuse Injury with Focal
Embouchure Dystonia (see below).

Although the explanation for Embouchure Overuse
Injury seems simple enough, very little actual data exist. It is
not surprising that horn players would not want to have tis-
sue samples removed (biopsies) to establish a scientific prin-
ciple. H.].H. Fry and his group of researchers in Australia per-
formed biopsies on a group of 29 women who had “Chronic
Overuse Syndrome” (their terminology) of the hands, as well
as on 8 volunteer controls.® Tissue samples were taken and
some microscopic changes were identified which correlated
with the Chronic Overuse Syndrome. Unfortunately, this
study did not deal with the embouchures of brass players.
New imaging methods such as Magnetic Resonance Imaging
(MRI) may provide a means to obtain objective evidence
related to the causes (pathogenesis), the actual tissue situation
(pathology), and the progress of treatment.

Current concepts of treatment are very simple and can be
stated as REST, REAL REST. By rest we mean complete absti-
nence from playing any wind instrument. Professional play-
ers often teach students. Demonstration of points by playing
the horn represents a cornerstone of proper teaching. Some
horn players play other wind instruments such as woodwind
instruments, other brass instruments, etc. Treatment of
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Overuse Injury demands cessation of any of this type of
playing. Stated another way, patients/players with
Embouchure Overuse Injury should avoid any instrument
that requires “blowing;” including buzzing mouthpieces.
These players should restrict outside playing to instruments
such as keyboard and stringed instruments. The duration of
the rest period depends upon the severity of the Overuse
Injury. For a player who has lost the ability to play in the top
octave, we suggest at least seven full days rest. The rest peri-
od should be followed by a gentle return to playing. Careful
attention to warm up methods should be part of the return
/rehabilitation program. A lesser degree of incapacitation
may require a shorter rest period. The above regimen is not
necessarily recommended by all persons who treat players
with Overuse Embouchure Injury. Fry advocates conservative
treatment (the player continues to play but with considerable
modification) in some cases and Radical treatment (complete
rest) in others.® Recently Lucinda Lewis” has published a
book which is in agreement with Fry’s Conservative
approach8 She has analyzed the embouchure problems
which set the stage for overuse injury. She proposes several
exercises which may be able to reduce the time from onset to
correction of the injury. Although we have not tried Lucinda
Lewis’ recommendations as yet, they appear to be well
thought out and we plan to test them.

The assumed mechanism of injury suggests that edema of
the lips is present. Unfortunately, there are no easy ways to
reduce localized edema involving the tissues of the
embouchure. Diuretics, in our experience, do not increase the
rate of resolution of the swelling of the lips of individuals with
Overuse Injury of the Embouchure. Often diuretics worsen
the situation by causing dry mouth. Some patients who take
diuretics report severe headaches, which are probably related
to lowering of the plasma concentrations of sodium and
potassium. Use of hot or cold compresses, soaking the lips in
hot beverages, exercises involving the lips and other similar
“procedures” do not seem to help. The treatment required, in
our view, is the proverbial “Tincture of Time.”

The prognosis for Overuse Embouchure Injury is very
good if the player will rest a sufficient period. This depends
upon the severity of the injury. We clearly recognize that
physicians could glibly tell the player patient to “rest” but the
player still has the need to participate in the ensemble that
provides his/her living. Physicians should be receptive to
writing statements to Management that the player must have
rest, and after the rest interval, must be allowed a period of
rehabilitation. An individual who suffers a heart attack often
has a period in the hospital (analogous to “rest” for the play-
er with Overuse Embouchure Injury) and then a period of
rehabilitation before returning to work. Often these cardiac
patients are provided a period of reduced professional activi-
ty as part of the rehabilitation. We believe that professional
musicians should be given the same consideration.

Players should realize that recurrence is virtually guaran-
teed if they repeat the same missteps that caused the initial
problem. Such procedures as a proper warm up before play-
ing is most important. Poor warm up practices can set the
player up for repeated Overuse Embouchure Injury. Re-warm
up is also recommended. We can easily recognize that a morn-
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ing rehearsal demands a warmup (we have not played all
night), but an afternoon or evening concert also deserves a
careful warmup. Frequent rest during warm up and practice
is recommended. Some teachers recommend stopping every
20-30 minutes for a 5 minute break. Lucinda Lewis provides
many techniques which may help prevent recurrence of
Overuse Embouchure Injury.?

Focal Embouchure Dystonia

Whereas Overuse Embouchure Injury can be considered
to be a relatively benign, self-limited disorder, Focal
Embouchure Dystonia represents a dark and destructive situ-
ation. A definition of dystonia is “disorder tonicity of mus-
cle”.10 Dystonia can involve the entire body, it can involve
regions (such as the trunk, the neck, etc) or it can be “focal.”
The hallmark is involuntary motion of the muscles which
prevent normal function of the involved areas. Focal
Embouchure Dystonia is one of several focal task-specific
dystonias which afflict musicians; it has been known for at
least a century.1l Although we are concerned with the form of
focal dystonia which involves the tissues of the embouchure,
we should recognize that other forms of focal dystonia can
involve musicians. Focal Hand Dystonia appears in individu-
als who do repetitive work using the hands and fingers.
Musicians who play stringed instruments, guitar, etc., suffer
this form. The frequency of Focal Hand Dystonia (8% of
patients) is greater than Focal Embouchure Dystonia (1%).

The clinical manifestation of Focal Embouchure Dystonia
underlines its task-specific nature. Signs and symptoms usu-
ally do not appear until the afflicted individual attempts to
perform the task. The patients are usually able to accomplish
the activities of life that involve the tissues of the mouth
(chewing, eating, speaking, etc.) without sign of abnormality.
However, when they try to form an embouchure to play the
horn, they experience serious problems. They may experience
involuntary motion of the lips, such as a tremor. They may
sense a loss of normal feeling and ability to control the lips.
Air may leak around the mouthpiece. The quality of playing
deteriorates. The player may be “asymmetrically afflicted” in
that some registers of playing may not be affected while oth-
ers have become non-responsive. The process may spread to
other areas. In the case of the player described in Scenario 2,
he developed clamping of the jaws which eventually inter-
fered with speaking. About 25% of patients have “spread”
that involves other oral tasks. We recommend the excellent
paper by Frucht, et al. for a detailed description of the natural
history of Focal Embouchure Dystonia.12

Focal Dystonia (including Focal Embouchure Dystonia
and Focal Hand Dystonia) are disorders of the brain, not of
the tissues which show involuntary motion. Recent research
has demonstrated that patients with Focal Hand Dystonia
have abnormalities of the brain which can be demonstrated
by Magnetoencephalography (MEG).13 MEG differs from the
more familiar EEG (electroencephalography) in that MEG
detects changes in the brain magnetic field rather than the
electric field (EEG). Patients with Focal Hand Dystonia have
demonstrable changes which form the basis for new
approaches to treatment. Functional Magnetic Resonance
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Imaging (fMRI) represents a technique which is different from
EMG but it has been used to document changes which relate
to the abnormal brain activity of guitarists with Focal Hand
Dystonia.l4 Unfortunately, researchers using this advanced
methodology have not approached the problem of Focal
Embouchure Dystonia. The location of the areas in the brain
responsible for motion of the hands and fingers is well known
and can be imaged by several methods. The location of the
areas responsible for movements of the tissues which com-
prise the embouchure are not known. Thus, it is not surpris-
ing that research groups have not explored Focal Embouchure
Dystonia. Clinical trials, primarily concerned with Focal
Hand Dystonia, sponsored by the National Institutes of
Health are either underway or are planned. Current details
can obtained from the NIH WEBsite web site (www.nih.gov).

At present, the diagnosis of Focal Embouchure Dystonia
can only be made by the combination of the patient’s history
and by observation of the specific clinical symptoms. There
are no imaging procedures which can provide information to
make or to exclude the diagnosis of Focal Embouchure
Dystonia. Possibly sometime in the future, MEG, fMRI, or
other procedures such as DT-MRI (Diffusion-Tensor Magnetic
Resonance Imaging) will be developed so that the diagnosis
can be established early in the course of the disorder. There
are many situations from the past: Multiple Sclerosis is a good
example, in which the diagnosis could only be made on clini-
cal grounds, that is, findings the physician could observe and
symptoms described by the patient. With the advent of MR,
Multiple Sclerosis can be diagnosed at an early stage of the
disease. When the isolated statement of an examining physi-
cian represents the only method of diagnosis, one always
wonders about the sensitivity and specificity of these diag-
noses. How often does the examining physician detect the
presence of Focal Embouchure Dystonia in patients who truly
have the disorder? The other side of the coin concerns how
often does the physician identity the absence of Focal
Embouchure Dystonia in patients who do not have the disor-
der? The third piece of the puzzle concerns the frequency of
occurrence of incorrect diagnoses (either positive or negative).
Until objective imaging or laboratory methods are available,
the task of making the diagnosis of Focal Embouchure
Dystonia will fall upon physicians who use clinical informa-
tion only.

Unfortunately, the prognosis for patients with Focal
Embouchure Dystonia is poor. Once the diagnosis has been
established, there is a low probability of improvement or cure.
Fortunately, the frequency of occurrence is low. Focal
Embouchure Dystonia is a rare disorder. Under 5% of indi-
viduals who seek help for embouchure problems are eventu-
ally diagnosed as having the disease. A wide range of treat-
ments have been used. Botulinum Toxin (BoTox) injections
into involved tissues have provided little help. A broad spec-
trum of medications, various dental procedures, etc. have
been tried. The best results in a few patients came from
embouchure retraining.15

The current paper does not attempt to provide a detailed
description of every possible manifestation of Focal
Embouchure Dystonia or to review all possible types of

therapy. Our most important mission is to help players with
embouchure problems get information.

How to Obtain Help?

How, then, can a player obtain medical evaluation and
treatment? A typical horn player with embouchure problems
has difficulty locating a physician who will take an interest in
the player’s situation and who has had experience dealing
with musicians. Often the player spends a great deal of
money going to health care professionals of various types
(physicians, chiropractors, acupuncturists, Alexander teach-
ers, Yoga experts, etc). Often it is luck that points the player
to a physician who can make the correct diagnosis.1® Many
players sink into deep depression because their playing capa-
bilities have been destroyed by a seemingly unknown
process.

Fortunately, an organization known as the Dystonia
Medical Research Foundation was founded in 1976 to serve
the needs of the 500,000 people in America who suffer from
these neurological movement disorders. A main goal of the
Foundation is to create awareness, as focal dystonia usually
manifests itself as task-specific to playing a musical instru-
ment. Musicians who believe dystonia could be the source of
their performance difficulties should contact the Foundation
at 312-755-0198 or musicians@dystonia-foundation.org. The
Foundation maintains an informative web site at www.dysto-
nia-foundation.org. For postal mail contact Glen S. Estrin
(address below).

Glenn V. Dalrymple has led a dual life, as a physician and as
a musician. He is a native of Little Rock, Arkansas and attended
North Texas State College (now the University of North Texas). He
received his M.D. from the University of Arkansas School of
Medicine (1958), and completed his residency in Radiology at the
University of Colorado Medical Center in Denver, Colorado. After
active duty in the USAF he returned to the University of Arkansas
for Medical Sciences, were he rose to Chair of the Department of
Radiology. He was subsequently in private radiology practice in
Little Rock and then returned to the University of Arkansas. In
1990 he joined the faculty of the Department of Radiology at the
University of Nebraska Medical Center in Omaha, Nebraska.
Before his retirement from UNMC in 1996, he was Chair of the
Department of Radiation Oncology and Head of the Section of
Nuclear Medicine.

Glenn’s musical career started in early childhood. He played
trombone in high school and at North Texas where he studied with
Leon Brown. While in Medical School in Little Rock, he was
Principal Trombone of the Little Rock Philharmonic (later the
Arkansas Symphony Orchestra). Tired of counting rests, he decid-
ed to switch to the Horn. He studied with Wilke Renwick, Principal
Horn of the Denver Symphony. While in Denver, as a Resident
Physician, Glenn played in local orchestras and served as an extra
player with the Denver Symphony. After USAF duty, Glenn
returned to Little Rock and became a founding member of the
Arkansas Symphony Orchestra. He served as a regular player with
the ASO (horn and trombone) until his departure from Arkansas in
1990. Since then he has played with orchestras in Omaha and he
has served as an extra horn player with the Omaha and Lincoln,
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Nebraska Symphony orchestras. He is currently playing with the
University of Nebraska at Omaha Faculty Woodwind Quintet and
he is a board member and player with the Omaha Municipal
Orchestra. He continues his musical studies at Indiana University
by participating in the Natural Horn Workshops lead by Richard
Seraphinoff.

Glenn has always been interested in the medical problems of
musicians. For four decades he has participated in the medical care
of players. Contact him at: Glenn V. Dalrymple, M.D., FACR,
11305 William Plaza, Omaha, NE 68144-1879/ Telephone: (402)
330-4442 or e-mail: gdalrymple@tconl.com

Glen S. Estrin is originally from the New York area and moved
to Chicago during his high school years. He started horn at age fif-
teen, and was truly fortunate to have Dale Clevenger as his first
teacher. He was a student of Myron Bloom at the Cleveland Institute
of Music for his first year of college and then transferred to
Northwestern University, where he continued his studies with
Clevenger and spent considerable time with Arnold Jacobs. In 1975,
he launched a career as a free lance musician and performed as an
extra with the Chicago Symphony Orchestra and Lyric Opera of
Chicago, and as Principal Horn of the Chicago Chamber Orchestra.
On the commercial side, he backed up Frank Sinatra, Johnny
Mathis, Sammy Davis, Jr., Aretha Franklin and countless others. He
could be heard on hundreds of television and radio commercials and
in the theater orchestras for musicals including Camelot with
Richard Burton and The King and I with Yul Brynner.

Relocating to New York in 1990, Glen performed with the New
York City Ballet, New York Pops, Brooklyn Philharmonic and New
York Chamber Symphony. He played in ten Broadway musicals,
including My Fair Lady with Richard Chamberlain and Disney’s
Beauty and the Beast. He recorded for major motion picture
soundtracks, commercials and albums including Grammy Award
winners with Sinatra, Tony Bennett and Patti Page. Glen’s most
cherished memories as a musician are touring the U.S. and the world
with Frank Sinatra for many years until the end of Mr. Sinatra’s
performing career in 1994.

Glen’s horn playing career was ended by focal dystonia in 1998.
The demise of his playing abilities occurred over a six-month period
because of the movement disorder. Glen spent fifteen months seeking
a correct diagnosis, long after he had lost the ability to perform.
Auware of the large population of musicians disabled by dystonia,
Glen and the neurologist treating him, Steven ]. Frucht, M.D., of
Columbia Presbyterian Medical Center in New York, established the
Musicians With Dystonia Foundation in 1999. Shortly thereafter,
they were invited to operate as a program of the Dystonia Medical
Research Foundation. Glen and Dr. Frucht have spent the last three
years providing information and assistance to the musical commu-
nity afflicted with this devastating disorder. Contact him at: Glen S.
Estrin, Dystonia Medical Research Foundation, 1325 Howard
Avenue ,PMB# 411, Burlingame,CA 94010.
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A History of My Performance Injury

Janine Gaboury-Sly
Michigan State University

hat follows is a brief account of the embouchure

problems I experienced over a period of some

two years. It was a difficult time, both physical-
ly and emotionally, but [ have been fortunate to have emerged
wiser and in many respects a better player than I was before.
In recounting this process of recovery, it is my hope that other
players may be able to prevent an injury from occurring, or
perhaps to take steps toward recovering from difficulties they
may be experiencing.

In the Fall of 1998 I returned to teaching and performing
after having had a very light performance and practice sched-
ule in the summer. I immediately faced a two- to three-week
rehearsal and performance schedule with the Detroit
Symphony, with Ein Heldenleben as the featured work, and
with the Michigan Opera Theater for Prokofiev's ballet Romeo
and Juliet. At the same time, I was preparing two complete
solo recitals that were coming up quickly. I also had regular
faculty brass quintet rehearsals and some Lansing Symphony
services. I recall a number of occasions during this time that [
was in rehearsals and performances for ten hours in a day.
This was obviously reckless behavior, not only because of the
amount of playing I was doing, but because I had not given
myself an adequate amount of time to get my chops back into
shape after the summer. I'm not sure why I would have
allowed myself to get into this situation. All I can attribute it
to is an unrealistic sense of my capabilities. I was playing well
at the time, and felt very strong.

As I sat in the pit for the ballet one day I became aware of
a muscle twitch or spasm in my top lip. It continued to occur
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sporadically. I didn’t think much of it then because I had
experienced something similar in years past, as 'm sure many
people have, and dismissed it as simple muscle fatigue. Over
the next several days the small twitching turned into more of
a cramping in the muscles of the top lip. This could happen
any time that I would form my embouchure, even if I were
not actually playing my horn. It was somewhat of a pulsating
feeling in the center of my top lip. It may be helpful for me to
mention here that I had never been through any embouchure
difficulties, changes or injuries of any serious nature. I play
fairly well-centered, perhaps a bit off to the left side.
Otherwise, my mouthpiece is placed in the normal two-thirds
upper, one-third lower lip placement. One peculiar feature of
my embouchure is a small amount of scar tissue in the middle
of my top lip. This is the result of an injury that I sustained as
a child. The scar tissue sits entirely inside the mouthpiece.
Eventually, I was experiencing cramping and severe muscle
tension on the left and right sides of the upper lip. It was
never painful, but was causing an increasing loss of
endurance and flexibility.

One day I was rehearsing a very difficult piece for one of
the solo recitals and I couldn’t make it through the first move-
ment. I was unable to continue and decided then that [ would
have to cancel the recitals for that fall. In spite of increasing
my practice time, my endurance was going in the wrong
direction. My top lip would tighten up so much that I was los-
ing the ability to control it. I was becoming very concerned,
because 1 knew from the unfortunate experience of my col-
league, Curtis Olson, just two or three years before, that my
symptoms were similar to those of Focal Embouchure
Dystonia (hereafter FED).

Curtis’s loss in ability to play was total and permanent.
When Curtis began having problems, he didn’t tell anyone for
a long time, and, from the beginning, he did not seek help. He
tried to fix it on his own by taking an approach that many of
us musicians might be inclined to take—by practicing harder.
Curtis thought that if he was having problems with attacks
and shaky sound, in short, losing his technique, then he had
better spend more time in the practice room, and that is what
he did. This, as it turned out, aggravated the problem, and
eventually led to Curtis not being able even to buzz a single
note with his lips. I had been in contact with Curtis through
his entire ordeal, of course, and was able to consult him at
every stage of my own. I wasn’t sure how to proceed, then,
but I did have Curtis’s experience as a guide: whatever he had
done that he felt had been a mistake, I would set off in the
other direction.

The first decision I made, therefore, was to put my horn
down for some period of time. I knew that the prognosis for
recovery from FED is not good, but that if I was to have any
chance, I needed to rest. I stumbled through to Christmas of
1998 and took three weeks off of my horn.

In early January of 1999, I started playing very gently
again with just an easy warm-up each day. I could feel that
my chops still were not normal, but I did not want to accept
that I had FED. I was hoping that it was simply an overuse
injury, that I had bruised some tissue, and that rest would
solve my problems. By monitoring my time and type of play-

ing very carefully, I managed to get some endurance back by
early February. I was booked to play a three-week run of
Beauty and the Beast later in the month, and did not want to
back out of this commitment. Those three weeks, however,
turned out to be a huge struggle for every note. When you are
in the best shape, that show is tough. This was not a good
experience. My accuracy was not very good, and I constantly
struggled to put out a good forte.

The next big stumbling block (that was how I started to
view every playing commitment) was a performance of
Strauss Concerto No. 2 with the MSU Orchestra. I knew that 1
should not be going ahead with this performance but, for a
number of reasons, I felt that I just couldn’t cancel. It had
been on the schedule for a year. This was a piece with which
I had always felt very comfortable, and now I struggled to
make those octave leaps in the opening. Any dynamic at forte
and above just did not happen, and I was missing notes left
and right. Looking back, I really faked my way through that
performance. I had hit rock bottom.

After the Strauss, I planned to take a more extended peri-
od of time off to see if that would help. It was late spring and
I had cancelled all playing commitments in the summer. I
called Verne Reynolds, who has always given me the most
valuable advice in my career, and explained the situation. His
advice was clear and simple: “If you can play one note one
day, then play only one. If you can play two the next, then
play two.”

I took probably two months off of my horn the summer of
1999. Then I thought about Mr. Reynolds” advice when I got
my horn out. I literally played one note the first day. By the
fall of 1999 I was doing warm-up exercises out of The Horn
Handbook (Verne Reynolds) and nothing else each day. I had a
sabbatical that fall, during which I was supposed to be study-
ing natural horn. Instead, I was studying my embouchure. It
still was not right, but it was not completely gone. I couldn’t
make downward slurs. My top lip would sort of seize up, or
cramp up. My high range was never a problem during this
time. It was always the middle register and flexibility that was
affected.

I made an appointment to see Dr. Lederman at the
Cleveland Clinic, to see if he could offer me any advice. I
played some of the exposition of Strauss I for him. He con-
cluded what I already knew—that I was obviously still able to
play, but not to my potential. His suggestion was that I could
go on a low dose of a medication called Artane, that is used to
control Parkinson’s disease, and at the same time, that I start
from scratch with a new embouchure. The medication alone
would not be successful. This suggestion was alarming to me.
I could not conceive of starting over with a completely new
embouchure at this point in my career. I was facing a proba-
bility that I would never play anywhere near my potential
again. I mulled over Dr. Lederman’s drastic recommendation.
The way I understood his view was that my brain was no
longer sending the correct message to particular muscles in
my top lip, which for so many years had done a repetitive
task. What it felt like was that an incorrect message was sent,
and the muscles tried to respond in the usual way, which then
caused this severe cramping of the lip. I thought that perhaps
rather than do a complete embouchure rebuilding, I could
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refocus my attention away from my top lip, in effect taking it
out of the embouchure-forming equation altogether. That
way, perhaps, the brain wouldn’t send any message to the
problem area at all, and simple muscle memory would allow
the top lip to do what it needed to do. At any rate, that was
what I was thinking as I drove home from Cleveland.

So, what I planned was to shift my focus to the muscles of
the lower lip and jaw, something that I thought made sense
anyway because of the strength and flexibility that we gain
from this part of our embouchure. I needed to channel my
thoughts entirely to the lower portion of my embouchure, to
keep my mind completely off the top lip. My goal was to
allow total relaxation of the top lip, and I felt that even a fleet-
ing thought about the top lip would undermine that strategy.
I should also mention here that at this point I saw my neurol-
ogist and did begin taking a low dose of Artane (2 mg 3 times
a day).

Every day I would proceed with my warm-up (Reynolds,
The Horn Handbook, pp 20-28.), thinking of nothing but refo-
cusing my embouchure, and maintaining minimal mouth-
piece pressure. I began to feel my top lip relax after just days
of doing this. Over weeks, my endurance and flexibility were
improving. By the summer of 2000, I was able to play at
extreme dynamics again, my middle-register slurring had
returned, and I had fairly good flexibility all over the horn.
My tone quality was not quite what it used to be, however,
and my accuracy was not perfect. That summer our faculty
brass quintet recorded a CD of Christmas music. I remember
that I struggled with some accuracy and endurance issues.
However, I was still thankful that I was moving in the right
direction.

The mental side of all of this can be the most difficult part
of all. It can be as difficult to get your confidence back as it is
to get your chops back. I went through a period of time of
having stutter attacks, wobbly sound and forgetting how to
breathe. The stutter attacks were caused by my closing my
vocal chords and flexing my diaphragm. I had never experi-
enced any of these things before, and attribute them to anxi-
ety. In the fall of 2000 I shared a faculty recital with a col-
league. I was terrified like a freshman doing a first recital.

Throughout 2000-2001, I devoted my practice to building
back the fundamentals of flexibility, endurance, accuracy and
breath control, but what I was really searching for was a sense
of myself, my identity as a horn player. Confidence only
comes by performing. That’s why I never stopped, even
though there were so many times I probably should have. I
have finally returned to playing with freedom and ease, and
once again look forward to very challenging repertoire. Even
though I feel that my embouchure is strong and is functioning
very well, I approach the instrument with a different kind of
respect, and a degree of sensitivity and thought to what I am
doing that I know is a result of the experience I have gone
through. I feel fortunate that I have been granted a second
chance, and while I approach my playing with abandon as I
used to, I am very much aware of how taxing this activity is
on the body and how fragile that body can be.

Reference: Verne Reynolds, The Horn Handbook, Amadeus Press, Portland,
OR, 1997.
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Janine Gaboury-Sly, Associate Professor of Horn, School of
Music, Michigan State University East Lansing, Michigan 48824-
1043, (517) 355-7434 gabourys@msu.edu. Janine Gaboury-Sly is
Associate Professor of horn at Michigan State University. She
received both the Master of Music degree and the Performer’s
Certificate from the Eastman School of Music, where she studied
with Verne Reynolds. Ms. Gaboury-Sly is an active solo, chamber
and orchestral performer. She has given recitals across the United
States and in Canada, and has been an invited performer and clini-
cian at numerous regional and international workshops and sym-
posia. She is a member of the Beaumont Brass Quintet, a faculty
ensemble at Michigan State University, and principal horn of the
Greater Lansing Symphony Orchestra. Professor Gaboury-Sly has
toured Switzerland and Germany as soloist and principal horn of
the Eastman-Dryden Orchestra and the Heidelberg Festival
Orchestra. In addition, she has been a member of the Spoleto Festival
Orchestra, with residencies in Charleston, South Carolina, and
Spoleto, Italy, the Colorado Music Festival Orchestra in Boulder,
Colorado, and was solo horn of the Brass Band of Battle Creek for
two years. She has performed with several orchestras, including the
Syracuse Symphony, the Jacksonville Symphony, the Rochester
Philharmonic Orchestra, the Detroit Symphony Orchestra, the
Windsor Symphony (Ontario, Canada), and the Michigan Opera
Theatre. She has recorded two solo CDs, the first featuring music by
Verne Reynolds, and the second music by Paul Hindemith,
Bernhard Heiden and Arnold Cooke (both on the Mark recording
label). She has also recorded on the CBS Masterworks label as prin-
cipal horn of the Eastman Wind Ensemble.

Pinched Nerves: Spinal, Ulnar, and Carpal
Philip Rosenthal, M.D.

orn players, like most successful musicians and

athletes, are highly dependent on their health

and optimal performance of their nervous sys-
tem. This makes them even more sensitive of the effects of
common conditions such as spinal disease and pinched
nerves. Although these conditions are not at all specific to
horn players, their symptoms can quickly wreck havoc on a
musical career. Contemporary neurologic surgery has made
available very safe, effective, and rapid treatments for many
of these conditions. Pinched nerves from any cause can be
quite confusing to diagnose for both the patient and the gen-
eral practice physician. Just like a bad telephone connection,
the nerves conveying information to the brain can be affected
by problems in many remote areas. The part of the body that
seems to be painful may be distant from the actual nerve
pinch. This is known as “referred pain.” I will choose a sam-
ple of common problems to review which I treat in my prac-
tice as a neurologic surgeon.

Pinched Nerves in the Neck
The Centennial Medical Center in Nashville, Tennessee,

where I work, is the larqest center in the United States for sur-
gical treatment of this condition. In the neck (or cervical
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spine), the nerves exit through very narrow openings where
they may be pinched by anything even as small as a grain of rice.

Although some degree of neck pain is commonly associ-
ated with a pinched cervical nerve, the most intense pain is
typically in the upper arm or shoulder area. It is common for
patients to first be sent for x-rays or MRI scans of their arm or
shoulder joints. Some patients may also have arthritis in those
areas so the abnormal shoulder study may lead the way to an
incorrect diagnosis or ineffective treatment.

A more severe pinch of a nerve may cause not only pain
but also numbness (sensory loss), or even muscle weakness.
Often the patient does not recognize these problems because
of his distraction with the intense pain symptoms.

Case Report

D. W., a member of a “big 5” symphony orchestra horn
section, became stricken with neck and left arm pain which he
thought resulted from a bumpy go-cart ride. Within weeks the
problem increased to the point that holding his horn to play
became intolerable. He underwent an MRI scan of his cervical
spine, which failed to show any cause for these problems.
D.W. had already missed three months of performances when
he came to Nashville to be evaluated. His examination
revealed serious muscle weakness. I ordered a CAT scan mye-
logram test which is much more sensitive than the MRI test.
The myelogram clearly revealed his nerve pinch by a bone
spur only a few millimeters in size.

I performed minimally invasive microscopic spine sur-
gery through a half-inch long incision at the front of the neck.
Approximately one hour later, leaving the surgery depart-
ment, D. W. was sitting up in a chair and played beautifully
the entire Tchaikowsky 5 horn solo in front of the cameras of
an NBC news team. He has now resumed his orchestra posi-
tion.

Cervical Spine Disease with pinch of a spinal nerve is
termed a radiculopathy. Most incidences are not severe and
will improve spontaneously within three months. Useful
medications include the nonsteroidal anti-inflammatory med-
icine such as Ibuprofen. More serious cases may respond to a
limited course of oral steroids, (by prescription). Exercise is
not necessarily helpful for conditions of compressed nerves.
Patients who do not improve within three months or who suf-
fer debilitating pain or weakness are candidates for surgical
treatment. While some patients will seek manipulation treat-
ments of different parts of the body, I generally recommend
against any such treatment of the cervical spine (neck).

Large disc herniations can less commonly compress the
spinal cord in the middle of the cervical canal causing more
serjous problems. Ironically the symptoms may not include
much pain. Weakness and numbness of the extremities may
begin very slowly and gradually over months. The MRI test
(ordered by a physician;) is the most useful initial test. Plain
x-ray films are often ordered but provide very little informa-
tion.

Pinched Nerves in the Back

Lower back (lumbar spine) problems commonly produce
pain not in the central back but instead in areas such as the
hip or back of the thigh. Patients with a pinched lumbar nerve
sometimes are first sent for x-ray studies of the hip joint. A
common cause of the lumbar nerve entrapment is “hernia-
tion," (or “slip"”) of an intravertebral disc. This condition is
very similar to that in the cervical spine.

Case Study

PR., an amateur horn player and physician suffered pain
apparently in the left hip after positioning a very large patient
for surgery. Within weeks the pain became severe and inter-
fered with his gainful employment. An MRI scan revealed a
large herniated lumbar disc compressing the adjacent nerve.
A minimally invasive microdiscectomy procedure was per-
formed and as soon as he awoke from surgery the pain was
resolved. Within 24 hours after surgery he resumed his activ-
ities including his medical practice and never required further
medication. Most instances of these conditions produce limit-
ed symptoms which will improve spontaneously over three
months or less. The most useful medications are the non-
steroidal anti-inflammatory medications such as Ibuprofen.
More serious conditions may respond to a limited course of
oral steroids (by prescription). Exercise is not necessarily
helpful for conditions of compressed nerves. Patients that do
not improve after three months or who suffer debilitating
pain or weaknesses are candidates for surgical treatment.
With increasing age and greater amounts of lumbar spine
degeneration come different causes of compressed lumbar
nerves. The MRI scan (ordered by a physician) is the most
useful initial imaging study.

Nerve Compressions Outside the Spine (Peripheral Nerve
Compression): Carpal Tunnel Syndrome

This most common peripheral nerve problem involves
the compression of the median nerve where it passes through
a narrow tunnel in the wrist. This is commonly known as
carpal tunnel syndrome. The symptoms include hand pain
with the fingers "'going to sleep.” The problem is often exac-
erbated by activities or prolonged positions such as sleep. The
electrical test known as the nerve conduction study is very
sensitive for diagnosing this condition. Non-surgical treat-
ment traditionally involves wearing a wrist brace. This device
is sometimes helpful for symptoms during sleep but general-
ly interferes with activities during the daytime. Surgical treat-
ment of carpal tunnel syndrome with a microscope can he
performed with a 10-minute procedure through a small one-
halt inch-incision. Symptoms are typically improved the same
day. I allow patients to use their fingers immediately after sur-
gery but recommend against lifting heavy objects or pressure
on the palm wound area for several weeks. Recurrence of this
condition after surgery is uncommon.
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Inderal for Performance Anxiety, Better
Living Through Chemistry or Bargaining
with Satan? (update)

Philip Rosenthal, M.D.

2000 The Horn Call. Since the publication of that

comprehensive review paper, very little has appar-
ently changed in musicians' use or attitudes about Inderal. No
objective statistics exist about this sensitive subject but my
informal discussions with musicians at IHS events confirm
that serious misconceptions and unnecessary concerns con-
tinue to surround the somewhat clandestine use of this med-
ication.

Performers who might profit from Inderal’s use often do
not because of inappropriate concerns that the medication has
some sedative properties or could be the cause of dull "plas-
tic" musical interpretations. In fact, the pharmacology of
Inderal, in the doses useful to musicians, is such that the med-
icine cannot get to the brain much less cause any form of seda-
tion. The negative attributes, noted by players, comes instead
as a symptom of "depersonalization,” part of the normal anx-
iety experience. Other misconceptions include inappropriate
concerns that Inderal is an unfair performance booster such as
steroid use in athletics. This is clearly not the case.

Inderal in small doses remains a very safe and effective aid
for occasional use in the minority of players whose careers are
jeopardized by tremor, dry mouth, and shallow breathing in
circumstances of stressful performance.

The above titled article was published in the May

Philip Rosenthal, M.D. was a Member of the Editorial
Advisory Board of The Horn Call, and he serves as Medical Editor.
In his daytime job, he is a Neurologic Surgeon. He is a graduate of
Cornell University Medical College, and his residency in
Neurosurgery was at State University of New York, Syracuse. He is
a Diplomate of the American Board of Neurological Surgeons.

. IHS Stmposium 2003
Medical Problems of Horn Players

Following the presentation of the above papers at the 2003
International Horn Symposium in Bloomington, Indiana, there was
a concluding “Question amd Answer” session. Below is a transcript
of that portion of the meeting (some of the material has been editori-
ally shortened).

Audience #1: This is a statement of experience with Inderal,
the beta blocker. If you use Inderal, don't tell an insurance
company that you used it. I did and they increased my pre-
miums even though I was taking a single 10 mg dose (a2 low
dose). They will think you have high blood pressure if you say
you take Inderal, even if you tell them you only take 10 mg
before you perform. So it will cost you in your premium. So
in that sense you either have to pay the higher premium or
walk. Don’t do what I did and ‘fess up to the insurance com-
pany because they won’t understand and they will charge
you more.

Medical Problems and Horn Playing @

Audience #2 I very recently I had surgery that involved an
abdominal incision. My biggest concern relates to horn play-
ing. One must have recovery of the abdominal muscles in
order to support the production of sound via the air stream..
My question concerns what can be done to rehabilitate our-
selves, post operatively.

Dr. Dalrymple: We will start with Dr. Rosenthal, he is a physi-
cian. The question of concern, I believe, is how soon can you
return to horn playing after an abdominal surgery requiring
an incision?

Dr. Rosenthal: I think this is a general question that should be
referred to the surgeon doing the surgery. It depends entirely
on how big or small the incision is and so on and so forth. So
I think it It is a very individualistic situation.

Dr. Dalrymple: I have had consultations over the decades
with surgeons who have been my colleagues and who were
going to operate on brass players, including horn players. 1
talked to them about using muscle dividing rather than mus-
cle cutting techniques in terms of the surgery. I think this
helped the patient during rehabilitation.

Audience #3: ] have been told by several of my teachers that
if you eat bananas about an hour before you play it helps to
calm you down. '

Dr. Dalrymple: Does it help you?

Audience #3: Yes

Dr. Dalrymple: I don’t know of a mechanism as to why this
would work, but if it helps, stay with it.

Audience # 4: ] have been told that I have a problem with my
Temperomandibular joints. I have pain when I play.

Dr. Dalrymple: Diseases of the temporomandibular joint are
most frequent in young women. So there are problems with
whatever reason young women get TM] disease. If they now
decide to play the horn, then you compound these two situa-
tions. There are centers in the country that are doing research
on TM joints. New imaging procedures are available, which is
improving the care of these patients. Unfortunately, this man-
agement is expensive and complex, but I think it is of value
for people with TM]J problems and who want to play the horn.

Audience #5: I have had retinal detachments and I have a
cataract. I want to find an ophthalmologist who is willing to
allow me to blow on my mouthpiece (or horn) during the eye
examination. I am concerned that horn playing may cause
more injury to my eyes. So far, the ophthalmologist is not will-
ing to examine me while I am playing the horn.

Dr. Dalrymple: I am not an ophthalmologist. I honestly do
not see why an ophthalmologist could not work with this
player. Very likely, the solution will be to keep looking for an
ophthalmologist who is willing to evaluate the player while

playing.

Audience #6: Can I just say that it was wonderful to see this
meeting listed in the IHS schedule. It was lovely.

Audience #7: I have two questions related to the dystonia
issue. Are nerve conduction studies used for diagnosis? Is
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@ Medical Problems and Horn Playing

dystonia tied in any way to overuse syndrome or other
embouchure injury?.

Glen Estrin: Dystonia, believe it or not, is not related to over-
use. There are many amateur players who play once a week
or once a month that end up with dystonia. It really is strictly
a brain disorder. Does dystonia occur frequently among peo-
ple who have faulty embouchures? Do people get dystonia
when they play too much? Focal dystonia is a disease of the
brain; as a disease of the brain it has the problem coming from
that source. It has nothing to do with how much you play or
if you play incorrectly. I could play 3 or 4 hours a day and feel
fine because I had great training and I knew how to use my
air efficiently. Through a 23 year career I never had an ache or
a pain. So I played as correctly as you could, and proved it by
my longevity until the dystonia hit. If I were a pianist, a sur-
geon, or a chef, or anyone who does a fine motor skill, it prob-
ably would have happened to me with whatever that fine
motor skill was that I did.

Janine Gaboury-Sly: There is some thinking that it can be
triggered at a time like when you were in my situation, when
[ was simply overdoing it. But you may be predisposed to it.
We are just not sure.

Audience #8: I believe that overuse injury may play a role in
causing Focal Embouchure Dystonia.

Glen Estrin: [ have 300 different case studies and they are all
different. We can’t find a specific trigger, we can’t find any-
thing specific that people changed in how they played. We all
know that musicians are in a constant state of flux to try to
improve their product. These dystonias occur at all different
times. People can swear it came up because they got divorced
or a dear friend passed away and all of sudden, two weeks
later, it started. It probably would have started anyway.

Dr. Dalrymple concluded the discussion, in order that the
audience could attend a concert.

Footnotes: Peter Iltis, Ph.D, Gordon College, Wenham, MA, announced during the dis-
cussion that he was conducting research related to Focal Embouchure Dystonia on the
Indiana University Campus. Special thanks to Tina Clifton, UNMC, and Andrea Steele
for assistance with the Symposium presemtation. Jeff Agrell provided excellent editori-
al assistance and Dr. Deborah Hunsberger served as Secretary of the Symposium and
helped with the presentations.

(I to r)Glen Estrin, Dr. Deborah Hunsberger, Dr. Janine Gaboury-
Sly, Dr. Glenn V. Dalrymple, Dr. Phillip Rosenthal.

COMPACT DISCS

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

. Plays Mozal
CD515: Mozart Four Horn Concertos, with the Seattle [ ol ettt -
Symphony, Gerard Schwarz conducting.
CD679: Screamers, Schumann, Adagio & Allegro; Haydn,
Divertimento (Charlotte Cerminaro, horn); Kraft, Evening 8
Voluntaries; Lazarof, Intrada; Steiger, ANew-Slain Knight..
“‘One of the great horn players of our fime.” Fanfare
CD676: Beethoven, Hindemith, & Bernhard Heiden:
Horn Sonatas; also Bozza, Strauss, Glazunov, etc.

GREGORY.HUSTIS GREGORY HUSTIS, principal, Dallas Symphony

HORN CD770: Lyrical Gems for the Horn, by Fauré, von Krufft,
) Scriabin, Reinecke, Gliere, Nelhybel, Bozza, Francaix,
Vinter, & Marais. “one of the finest recitals | have ever

Lirical Gems' A heard.” Fanfare
Al 4| CD512: Treasures for Horn & Trumpet. w/Giangiulio, tpt,
; Al Dallas Ch. Orch. L. Mozart: Concerto, Horn & Orch.; Saint-
i 4 Saens: Romances; Beethoven: Sextet; Grimm-Freres.

CD675: Huntsman What Quarry? w/Nancy Keith, soprano. Schubert: Auf dem Strom:
Berlioz: Le jeune Patre breton; Strauss: Alphorn; W.F. Bach, Aria; also Simon Sargon,
Nicolai,Vincenz, lgnaz, & Lachner. “utterly gorgeous” American Record Guide

CD771: Horn in Trios. Brahms Trio, op. 40, for Violin, Horn,
& Piano; Reinecke Trio, op. 274, for Clarinet, Homn, & 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
orchesira. Three major Romantic works for Horn in Trios..
~Sllg ~ “A wonderful recording; a pleasure to hear.” Horn Call

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, Hornlokk; Plagge, Sonata; Friedman. “warm, full sound” Fanfare
CD396: Gravity is Light Today. Fraydis Wekre, horn, with Roger Bobo, tuba & bass
horn. Roger Kellaway, Morning Song, Sonoro, etc., Fred Tackett, The Yellow Bird.

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

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

Horn in Trios |
Jose Zarzo, Horn

Brahms
Reinecke
Duvernoy

MEIR RIMON, farmerly principal, Israel Philharmonic

CD510: Premieres of the Old & New. Bruch: Kol Nidrel; Matys: Concertstiicke;
Dicledue: Horn Concerto; Stradella; Reichardt; Tehaikovsky; Lorenz; Glazunov.
CD802: Hovhaness: “Artik" Concerto for Horn & Orch; other orchestral works by
Hovhaness. “Hovhaness’ music has a unigue 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. ‘Kristin
Thelander is the best natural homn 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 Horns; Gallay: Grand Quartet, op. 26; Jay
Wadenpfuhl, Tectonica for Eight Horns.  “this is a gorgeous disc”, Fanfare

Compact Discs: $16.95
FREE CD with each purchase of three. US shipping: $2/order. For-
eign 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
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Members of the HornQuartet Zurich
perform on Willson Horns

Willson builds Geyer and Kruspe style F/Bb double
horns, single Bb horns and descant double horns,
featuring the exclusive patented ROTAX valve system.
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STUDY
IN
SWITZERLAND
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Hochschule
Musik und Thea
Zurich

The Musikhochschule Winterthur Zurich
offers the opportunity to study with
experienced teachers in the heart of
Europe.

Horn faculty:

Nigel Downing

Member of the  Tonhall
Orchestra Zlrich and author o©
the book ,Singing on the Win
— Aspects of horn playing” — ol
web at www.hornweb.ch/singi
gonthewind.

David W. Johnson

Formerly co-principal hornist ¢
the Berne Symphony Orchestr
and winner of the 1985 Genev
Competition for horn. Foundin
member of the American Hor
Quartet.

Glen Borling

Natural Horn - Co-princips
hornist at the Ztrich Opera an
performer on Natural an
Baroque Horn with Concentu
Musicus, Vienna and Il Giardin
Armonico, Milan.

information write to
Winterthur Zirich
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Switzerland
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application
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In Mémoriam Edmond Leloir

dans sa quatre-vingt-douziéme année. Chevalier de

I'ordre des Palmes Académiques, membre d’hon-
neur de 1’Association Nationale des Cornistes Francais et de
I'International Horn Society, sa vie fut entierement dévolue
au cor. Son frére et son pere étaient eux-mémes cornistes.
C'est tout naturellement que ce dernier lui donna ses pre-
miéres lecons dés sa huitiéme année. A I'age de douze ans il
passe avec succés l'examen d’admission au conservatoire
Royal de Bruxelles ot il est Iéleve de Théo Mahy. Remarqué
pour ses dons précoces par Eugene Ysaye, Maitre de Chapelle
a la cour, il est présenté a Sa Majesté la reine Elisabeth. Ses
études sont couronnées par six premiers prix dont celui de
cor a I'age de seize ans avec un programme trés copieux: la
Sonate de Beethoven (sur cor simple), le Morceau de Concert
de Saint-Saéns, la Villanelle de Dukas, la Piéce en ré de Busser
et le premier concerto de Richard Strauss.

Il est aussitot engagé a I'orchestre du
Kursaal d’Ostende. Son chef de pupitre
est Maurice van de Bocxstaele. Ce
dernier qui perpétue au conservatoire de
Gand la tradition recue de Duvernoy et
Mengal deviendra par la suite cor solo
de l'orchestre symphonique de Paris ot
il sera le premier corniste a y utiliser un
cor descendant a cylindres.

Ensuite Edmond Leloir est engagé
comme soliste aux orchestres du Havre,
d’Anvers, Liege, Monte-Carlo (sous la
direction de Paul Paray) puis Genéve
(Orchestre de la Suisse Romande). A
Geneve, lors du premier concours inter-
national, il remporte le premier prix a
I'unanimité. A cette occasion, Ernest
Ansermet orchestre pour lui I’Adagio et
allégro de Schumann. Edmond Leloir
s'est produit en soliste dans toute
I’Europe interprétant, outre le répertoire
courant, la Sérénade de Britten (premieére audition en Suisse),
le concerto d’"Hindemith ou le concerto pour quatre cors de
Schumann. Il donne de nombreuses premiéres auditions, en
particulier la sonate pour cor et piano et le Poéme pour cor et
orchestre de Koechlin. Avec son quatuor de cors il crée, en
1952 a Francfort, la sonate pour quatre cors de Paul
Hindemith.

Parallelement Edmond Leloir dirige “la Concordia”,
corps officiel de la ville de Fribourg. Avec cette formation de
113 instrumentistes il obtiendra la “couronne avec frange
d’or” (la plus haute distinction) au concours fédéral de
musique de Zurich division excellence.

Edmond Leloir a joué pendant longtemps un cor en fa
frangais (que nos amis anglais ont traduit en “french horn”).
C’était un instrument de la marque Raoux-Millereau. Quand
il opta pour un cor en sib a cylindres il disait que ce qui 'avait
le plus séduit, ce n’était pas le son, mais la position de la main
gauche.

l e 12 octobre dernier, Edmond Leloir nous a quitté

Edmond Leloir 1912-2003

n October 12, 2003, Edmond Leloir passed away

at the age of 92. Chevalier de I'ordre des Palmes

Académique, honorary member of the Association
Nationale des Cornistes Francais and of the International Horn
Society, his entire life was devoted to the horn. His father and
his brother were both horn players, so it was only natural that
he received his first horn lessons from his father, at age eight.
When he was eleven he was accepted for admission to the
Conservatoire Royal de Bruxelles where he studied with Théo
Mahy. Noticed for his outstanding talent by Eugéne Ysaye,
Maitre de Chapelle at the Belgian royal court, he was presented
to Her Majesty, Queen Elisabeth. His studies were rewarded
with six first prizes, including that of horn when he was six-
teen, after a playing a challenging program consisting of the
Beethoven Sonata (on natural horn), the Morceau de Concert of
Saint-Saéns, Villanelle by Dukas, the Piéce en re of Busser, and
Richard Strauss’ First Concerto.

He was immediately engaged by the
Orchestra of the Kursaal in Ostende
(Belgium). The principal horn was
Maurice van de Bocxstaele, who perpetu-
ated at the Ghent (Belgium)
Conservatoire the tradition of Duvernoy
and Mengal, and became the principal
horn of the Orchestre Symphonique de Paris
and the first horn player to use a
descending horn with rotary valves.

Edmond Leloir was subsequently
engaged as principal horn with the
orchestras of Le Havre, Anvers, Liege,
Monte-Carlo (under the direction of Paul
Paray), and Geneva (Orchestre de la Suisse
Romande). At the first international com-
petition in Geneva the jury unanimously
awarded him the first prize. It was on this
occasion that Ernest Ansermet orchestrat-
ed for him Schumann’s Adagio and
Allegro. Leloir performed as soloist all
over Europe, playing, in addition to the standard repertoire,
the Serenade of Benjamin Britten (the first performance in
Switzerland), the Hindemith concerto and the Schumann con-
certo for four horns. He performed numerous premiers, in
particular the Sonata for Horn and Piano and the Poéme for
horn and orchestra by Charles Koechlin. In 1952, with his
horn quartet, he premiered the Hindemith Sonata for Four
Horns in Frankfurt.

During this same period, Leloir directed La Concordia, the
official group of the city of Fribourg. With this organization of
113 musicians he won the Couronne avec Frange d'Or (the
highest distinction), at the national music competition (divi-
sion excellence) in Zurich.

Edmond Leloir, for a long time, played a French-made
horn in F (that our English friends call a “French horn”), by
Raoux-Millereau. When he decided to switch to a rotary valve
horn in Bb, he said that what attracted him most about the
instrument was not the sound but the position of the left hand.
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Edmond Lelor Memoriam

]

Edmond Leloir a enseigné aux conservatoires de Berne,
Fribourg, Monte-Carlo et Genéve olt de nombreux cornistes
d’Europe et d’Amérique y sont venu suivre ses cours.
Membre du jury des concours internationaux de Geneve,
Prague, Munich et Toulon, il fut également un grand collec-
tioneur (plus de 28 instruments différents) et un chercheur
émérite. Nous lui devons une grande partie des rééditions de
la littérature pour cor oubliée (L.Mozart, Haydn, Hoffmeister,
Corette, Mercadante, Rosetti, Hiibler, Telemann, Gallay ...etc)

On peut entendre Edmond Leloir dans ses nombreux
enregistrements pour la radio ou le disque. Je formule le
souhait qu’une partie de ceux-ci soient prochainement
réédités en CD. Pour conclure, voici la dédicace d"une photo
d’Ernest Ansermet que je me souviens avoir vue au dessus de
son bureau: “A Edmond Leloir corniste exceptionnel et exem-
plaire”

Daniel Bourgue

Obituary

Madame Liliane Niderer-Leloir

Monsieur et Madame Serge et Colette Bellini-Leloir

Monsieur et Madame Denis et HéleneFontana-Niedere
leurs files Quentin et Loic

Monsieur et Madame Jean-Claude et Sandra Niederer-Yepes,
leurs enfants Valérie, Laetitia et Cédric

Monsieur Laurent Bellini et Sandra

Madame Erika Schneebeli

Madame veuve Joseph Charlier et famille

Monsieur et Madame Patrick Leloir et leurs enfants

Monsieur Eddy Leloir

ainsi que les familles parentes, alliées et amies, en Belgique,
en France et em Suisse,

ont le regret de vous fair part du décés de

Monsieur Edmond Leloir

Chevalier de I’Ordre des Palmes Académigues

Membre d’honneur de ’ANCF (France) et de I'IHS (USA)
Ancien premier cor-solo de I'OSR

Professeur honoraire du Conservatoire du CPM

le cher pére, beau-pere, arriére-grand-pére, compagnon, beau-
frére, oncle, grand-oncle, parrain, parent et ami, survenu le12
octobre 2003, dans sa 92e année. La cérémonie religieuse aura
lieu en la chapelle du Centre funéraire de Saint-George, ot le
défunt repose, le vendredi 17 octobre a 11 heures.

Liliane Niederer-Leloir
Rte de Loéx 4 - 1213 Onex
Colette Bellini-Leloir

394. route des Trois-Lacs
F-74560 Monnetier

Domicile:

Edmond Leloir taught at the Conservatories of Berne,
Fribourg, Monte-Carlo, and Geneva, where numerous horn
players from Europe and America came to study with him. A
member of the jury for international competitions in Geneva,
Munich, Prague, and Toulon, he was also an avid collector
{more than 28 different instruments) and a skilled researcher.
We are indebted to him for a large number of previously for-
gotten works for horn: Leopold Mozart, Haydn, Hoffmeister,
Corette, Mercadante, Rosetti, Hiibler, Telemann, Gallay, etc.

One can hear Edmond Leloir in numerous radio broad-
casts and orchestral recordings. I hope that some of these will
soon be reissued on CD.

In conclusion, above the desk in his studio, I remember
seeing a photograph of Ernest Ansermet, dedicated to
Edmond Leloir as follows: “A Edmond Leloir, corniste exception-
nel et exemplaire.”

Daniel Bourgue
Translated by Nancy Jordan Fako

More:

Edmond Leloir was born in Brussels, Belgium on May 3,
1912. He first played the horn with his father and brother,
both amateur horn players, in one of the many city wind
bands. Mr. Leloir’s first teacher was Hubert Dubois. He later
studied with Théo Mahy at the Brussels conservatory, and
was awarded a premier prix for horn in 1928, where he was the
last in Belgium required to perform on natural horn and valve
horn.

Mr. Leloir played in several Belgian orchestras, before
migrating to Switzerland in 1935 where he played in Bern,
Monte Carlo, Ziirich and finally in the Orchestre del la Suisse-
Romane in Geneva, a position he held for 31 years.
Additionally, he was a teacher at the Geneva Conservatoire
and performed as a soloist with most Swiss orchestras.

Mr. Leloir had a special interest in exploring the unknown
hornrepertoire, and was the first to edit pieces like the Brahms
Etudes and the Mercadante concerto. In his last years, Mr.
Leloir was still interested in our instrument, attending the
2002 Lahti Horn Symposium.

KEY HOLDER®

WWW.MAMCO.COM
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Beyond Kopprasch

who has not studied the Kopprasch etudes? Ah ha:

you there, in the corner. How did that happen?
Leave now and don’t come back until you have spent some
time with Mr. K.

Second question for everybody else: is it just me, or
shouldn’t we be considering the idea that a few things have
happened musically and technically since the early 19th cen-
tury birth of the 60 etudes, and that we might consider a new
approach to etude study for the 215t century?

To answer that one, it might be useful to ask first: what is
the point of etudes, anyway?

The “duh!” answer is to acquire technique. To realize
musical dreams you must have the technique to make it hap-
pen. But I want to dig deeper: what is the ultimate goal of
technical study? Y’all are off the hook — the question is rhetor-
ical. The answer is flexibility — the ability to respond instantly,
automatically, effortlessly, and accurately to any and all kinds
of musical, technical, and stylistic demands, whether written
or unwritten.

How do we get flexibility? A: we experience many ways
of doing things, many variations.

The question then is: does Kopprasch prepare us in this
way? Or rather, does the way we study Kopprasch prepare us
to be flexible?

l et’s see a show of hands: is there anyone out there

Two Ways

There are two ways to take a vacation: 1. Travel quickly
through many countries, The advantage of this is acquiring
an overview of what’s out there (and being able to boast to
friends, “For our two week vacation we were in Paris,
London, Berlin, Oslo, Grindelwald, Rome, Singapore, Sydney,
Hong Kong, and Honululu - and what did you do on your
vacation?”). 2. Go to one place and stay there. Doing it this
way provides depth: you get to know the people, food, cul-
ture, language, geography, history, and so on.

Similarly, there are two basic approaches to music: one is
to learn piece after piece, learning a specific sequence of notes
with exact expression and articulation markings. This has tra-
ditionally been how we do most of our study; it is not just
Kopprasch, but all etude study that we do this way (as well
as all solos and orchestral excerpts). We see the notes, we
reproduce them. There are few decisions to make. We don't
normally try what we do not see in front of us.

The good news is that there is a large assortment of mate-
rial from which to draw. But: Etudes are by definition limited
to one problem area. To acquire flexibility, we need variations.
But to do only what is printed is (especially in something like
the Kopprasch etudes which investigate very few key areas)
means we lack a healthy dose of variation.

&

- Technique

Ti

The Other Way Around

In traditional study, the player is required to fit the
Procrustean bed of the etude — the etude offers what it offers
- what you see is what you get — regardless of the needs of the
player. Is it just me, or shouldn't it be the other way around?
The second approach is the Creative Approach: the player
makes decisions on adapting the etude to meet his/her needs,
thus increasing the variations encountered and enhancing
flexibility, wringing many more musical/technical nutrients
out of the material.

Nota bene: the two approaches are not mutually exclusive;
they are complementary. It is not a bad idea to get first a brief
acquaintance, then return later for depth. We can have it both
ways. The first approach we have — it is the core of tradition-
al training. Next is to make sure that our training contains
some practice in the Other Way Around, in treating the ink as
a beginning and not an end. Variations => Flexibility.

Becoming your own Kopprasch

Basic procedures for going beyond Kopprasch (or any
other etudes):

1. Identify some interesting melodic motives or patterns
in the etude. Start with just one; often the most useful are very
short ones 2-4 notes in length. Label the notes by scale steps
(e.g. key of C: CDEG = 1235) and become accustomed to
thinking of them that way.

2. Master the pattern in all keys, one key at a time.

3. Vary many elements one at a time. E.g.: tempo, articu-
lation (including multiple tonguing), note values (they don’t
all have to be 8ths — syncopate!), meter, key, register, order of
notes, accents, style, mode (e.g. major to minor), dynamics,
extended techniques, and so on.

ALWAYS practice in a rhythmic context: use a
metronome, electronic or computer accompaniment, friend
with a drum, etc.

Note: although all the examples are written out here, all
you will use for reference is a sheet with some various cycles
through all keys (my cycle sheet has 17 different ones on it;
that’s all that would fit on one sheet). In a short time of prac-
ticing this way you will learn some basic cycles by heart, and
not long after that you will be able to construct extended
practice sessions using... only your head. Imagine the look on
your buddy’s face when he comes to haul you out of the prac-
tice room after you've been in there for 4 hours and he sees
that there isn’t a single sheet of music in the room...

Examples:

Kopprasch #8
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The ink. We decide that we would like to take that first
arpeggio and develop it. So we isolate the pattern (1335511)

and for our first variation learn it in all keys by taking it
around the circle of 5ths (C F Bb Eb Ab Db Gb BE AD G):

Kopprasch and Beyond

This is a good first way to run an(y) arpeggio. To gain
more flexibility, we can and should use different cycles. Here
is the pattern done in ascending half steps:

Eb ele,
=% 1 r_“‘F. r [l

o ==

Let’s continue the permutations: change the meter to 3/4,
reverse the direction of every other arpeggio, and ascend in
whole steps each repetition of the pattern:

It is always good to begin working on patterns with the
most basic patterns before taking on the more elaborate. Let’s
extract the most basic triad (1 3 5) from our motive for atten-
tion —in fact, working on 1 3 5 would be a better starting point
than 133551, which is itself an elaboration/variation. We'll
reverse the directions again, but this time let’s begin descend-
ing instead of ascending.

C Db D Eb E F Gb G ete.

We haven’t done much with articulation so far. The next
example shows some possible ways we could play the pattern
using different articulation in each measure (it is unlikely that
we would practice it this way; the different ways are juxta-
posed for example purposes only).

C F Bh Eb Ab Dh Fil B ele.
=t — e .-——'_".
e T ey ety
R e e e e e e ; =
DR = i :n-q___/

Here’s one more variation with triads, reversing directions,
all staccato, and using a half-step descending progression.

Ab G Gb F_ e

e R e e e e e e
& — P — =

To get even more from this triad (or pattern) work, do all
these patterns again, this time in minor (1 b3 5).

C B Bh A Ab G Gh e
ﬁ':'n:——“&ﬁr——?“—*—f:ﬁr;wﬁn—r—pﬂ -—.—- =|
: | i = —"ﬁZIE
e e ) " e e s B -

Are we done? Not at all - the possibility for variation in
even one motive from one etude is vast, and time may be the
deciding factor of how far you want to take it. How does this

approach mesh with the first approach (learning the one writ-
ten sequence of notes)? You might profitably combine the two
in etude study by making a habit of first learning the ink, then
extracting one motive that catches your eye in all keys and
take it through many variations. Choose what interests you or
what serves your needs — it may be different from what some-
one else might choose, or different from what you will choose
a year from now. That’s perfectly fine.

A final word: don’t be in a hurry. Do many accurate repe-
titions at a comfortable tempo before you increase speed. Any
time you hesitate or fumble (nothing written down, remem-
ber) you must immediately 1. slow down and 2. loop the
measure or group of notes in question.

Variety is the spice of etude, the bringer of flexibility,
which is the golden goal of all our technical study. And the
best news is: it can be a lot of fun, a real vacation from our old
routine. You're visiting the same place as before, but you get
to know the language on this visit. Bonne chance!

Jeffrey Agrell teaches horn at The University lowa School of
Music. This article is an abridged version of a lecture given at the
2003 IHS Workshop at Indiana University.
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Getting the Most Out of Kopprasch

Michael Johns

rial for generations of horn players. It would be
surprising to find a single moderately-advanced
player anywhere in the world who has not spent time work-
ing on them. They cover a fundamental range of topics: sound
production, tonguing, slurring, phrasing, breath control,
dynamics, and agility. Some exercises are printed with alter-
native practice suggestions, such as different articulations,
transpositions, or rhythm patterns. I would like to propose an
additional practice strategy for one class of etudes.
These studies (17, 18, 26, 39, 40, 42, 60) are built on short-
note, arpeggiated figures. They develop the player's accuracy,

l : opprasch’s 60 Studies has provided exercise mate-

changing valves to "get" the notes, or need to be reminded to
focus on moving the air. The following excerpts are provided
as illustrations for step two:

Study No. 42(mm. 1-8)

derat

Allegro
ability to move through different registers (and across by ’..!’-!JEJ l;j ': ;J'l_!-l{ J-i.'[d' ; _!L.!-I‘]; m_T =====
embouchure breaks), and tongue cleanly. The following prac- = EETa = - o
tice regimen is designed to increase accuracy and hone ear v ’ i b e
training. Study No. 42(mm. 17-24)

It is a three-step process. Step one is to buzz the study on gy 1)) . : : m T
the mouthpiece alone. This develops reliance on the ear iimiiigeaniign T Lot ekt
to”know” where the notes are before playing and helps the ri— 12 H— s “ e
lips vibrate with a clear, focused sound. The resonator (the
horn itself) cannot correct what the ear fails to accurately hear. Study Mo, 80 s ; s s
Additionally, the use of the mouthpiece alone provides extra ﬂm
drag that taxes endurance. This is analogous to a baseball ﬁji‘é = e
player warming up with a weighted bat or a runner jogging ¥ o
while wearing ankle weights; when the weight is removed the 5 _iﬁq
athlete feels stronger and more confident. G —

Normally, one moves directly from mouthpiece buzzing "
to practicing the music as written. Step two is an intermediate
step that combines elements of both. It relies on the horn's P aenay
bugle-like ability to play an entire harmonic series with each "
valve combination. Most pitches in the exercises numbered ’
above (as well as portions of many others) can be played with 4
a combination of four overtone series: 5 ﬁ e

13 -
onic -~ 3 4 5 & 7 8 9 1w 11 ]‘.3 4 5 6 7 & 9 10 11 12 13 14 I.].5 :‘5 p ﬁ
e =— SEreeede 0y s
%, = ° o v ¢ 13
o O 13
A 5 6 7 8 9 10 *11 12 4 5 ] ? 8 9 10 11 12 H _ﬁ
s . s
_———— e
Z2 132 e o 13 013

Some overtones (especially #7 and #11) are out of tune
and the embouchure, informed by the ear, must compensate
by bending them into their proper place. Higher harmonics
are closer together, offer more resistance, and require perfect
embouchure placement and control to ensure accuracy. This
places greater load on the embouchure, requiring increased
strength, which in turn enhances endurance. Fingerings are
reduced to a minimum, allowing the player to focus on ear,
air, and embouchure.

Step three returns to the original and requires the precise
coordination of fingers, tongue, and embouchure and a cen-
tered tone. Step two works particularly well with students
who are frustrated by mouthpiece buzzing alone, rely on

Michael Johns lives and works in Philadelphia. He performs in
the Opera Company of Philadelphia and Pennsylvania Ballet
Orchestra, as well as The Philly Pops. He is on the faculty of Temple
University, where he teaches horn and coaches chamber music, and
Swarthmore College, where he conducts the wind ensemble. His
Rhythm Studies for Brass Quintet was recently published by
Theodore Presser Company.
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La trompa és la preycacié
Francisco M. Gimeno Blay
Catedratico de Ciencias y Técnicas Historiograficas
Universitat de Valencia. Estudi General

ntre las metaforas utilizadas por san Vicente

Ferrer, (muerto en Vannes el afio 1419) a lo largo de

sus anos de predicacion, se encuentra la compara-
cién de la trompa con la actividad homilética desarrollada por
¢l a partir del afio 1399. Y asi propuso en una ocasion: (a peti-
cion del autor no traducir el parrafo siguiente)

La trompa és la preycaci6 a manera de trompa.

En la trompa ha molts canons, axi en la preycacié ha
moltes parts. La trompa ha lo principi estret, aprés example's.
Axi és del preycador; quan studie no.y ha degu, sino

ell tot sols, e depuix quan hix a preycar, example's a tanta
gent que és en lo sermé.

La iglesia medieval utilizo a los predicadores como el
medio mads eficaz para extender el verbum Dei, siguiendo el
mensaje evangélico: “euntes ergo docete omnes gentes” (Mt 28,
19). La palabra constituia la clave, el instrumento que per-
mitia una evangelizacion amplia, dado que la mayor parte de
los fieles no podia acceder, por diversas circunstancias, al
texto transmisor del mensaje divino. Esta separacion entre
uno y otros exige la accién de intermediarios culturales que
expliquen el contenido exacto del mensaje divino, haciéndolo
comprensible a un colectivo incapaz de desentrafiar su sig-
nificado por si mismo. Asi pues, la palabra del predicador
expande, aclara dicha informacién. Pero su voz es limitada,
especialmente cuando se pronuncia en un espacio ptiblico for-
mando parte de una puesta en escena. En esta ocasion resulta
necesario ampliar considerablemente el alcance de la voz ya
que de otro modo no llega a todos los que acuden a escuchar-
la. San Vicente Ferrer y, en general, la literatura medieval
encontraron entre los instrumentos altos, aerofénos, los alia-
dos més perfectos para difundir, con garantias, la palabra.
Con ellos superaban el estrecho circulo de la oralidad, del
didlogo y del intercambio personal.Alcanzar a todo el audito-
rio exige ampliar el estrecho circulo comunicativo impuesto
por la voz humana, empleando un elemento adicional que
prolonga y amplia la capacidad comunicativa.

Esa es la razon por la cual el hombre medieval se sirvié de
instrumentos altos, una costumbre compartida por todas las
sociedades desde épocas prehistoéricas. El imaginario contem-
poraneo represent6 un tubo cénico, de longitud variable, cur-
vado en ocasiones, a través del cual enviar mensajes a inter-
locutores alejados entre si, ya que el emisor y el receptor/des-
tinatario no compartian el mismo espacio. Esta realidad es la
que permite explicar la representacién iconografica de los
cuatro vientos [Septentrio (Norte), Auster (Sur), Cephirus
(Oeste), Subsolanus (Este)] que aparecen situados en los cua-
tro dngulos del tapiz de la Creacion de la catedral de Gerona
(ss. XI - XII). La representaciéon antropomérfica estd acom-
panada de dos tubos cada uno, ocho en total, a través de los
cuales lanzan el viento sobre la tierra. En esta ocasién la
accion de todos ellos se dirige al universo integro, al mundo
representado por el circulo central del tapiz en el que se local-
izan diferentes escenas de la creacion del mundo inspiradas

The Preacher as a Metaphor for the Horn
Francisco M. Gimeno Blay
Catedratico de Ciencias y Técnicas Historiograficas
Universitat de Valéncia. Estudi General

mong the metaphors used in sermons by St.

Vincent Ferrer (who died in Vannes, France, in

1419) were comparisons between the horn and his
preaching activity, which began in 1399. On one occasion he
proposed that: (At the request of the author, the following is
not translated.)

La trompa és la preycacié a manera de trompa.

En la trompa ha molts canons, axi en la preycacio ha
moltes parts. La trompa ha lo principi estret, aprés example’s.
Axi és del preycador; quan studie no.y ha degt, sino

ell tot sols, e depuix quan hix a preycar, example's a tanta
gent que és en lo sermé.

The medieval church used preachers as the most efficient
means of spreading the Gospel, following the evangelical
instruction to “go make disciples of all nations” (Matthew
28:19). The spoken word was the key, the instrument that per-
mitted an extensive evangelization, since the majority of the
faithful, due to various circumstances, were not able to read
the text that transmitted the divine Word. This fact required
preachers to act as cultural intermediaries who explained the
exact meaning of the divine message, making it understand-
able to a population incapable by itself of understanding its
significance. Thus the words of the preacher expanded and
clarified the information. However his voice was limited,
especially when the scene of his preaching was a large public
place. On these occasions it was necessary to amplify consid-
erably the reach of his voice or else it would not be heard by
all those who had come to hear him. In accounts of the work
of St. Vincent Ferrer and in medieval literature in general, one
finds reference to loud wind instruments, the perfect means
of extending the reach of the human voice. With these horns
one was able to overcome the problems of interpersonal dia-
log and communication.

In order to reach all those in attendance, it was necessary
to enlarge the communicative power of the human voice
using an additional element that extended and amplified the
capacity to communicate. That is the reason that medieval
man used loud instruments, a custom found in all societies
from prehistoric times. Ancient representations show a coni-
cal tube of variable length, occasionally curved, by means of
which messages could be sent to distant listeners even when
the sender and the receiver were in different places. This fact
explains the iconographic representation of the four winds -
Septentrio (North), Auster (South), Cephirus (West), and
Subsolanus (East) - that appear in the four corners of the
tapestry of Gerona (XI-XII centuries). Each anthropomorphic
representation is accompanied by two tubes, eight in all,
through which rushes forth the wind toward the Earth. In this
representation, the action of all of them is directed toward the
entire universe, to the world represented by the central circle
of the tapestry in which are seen various scenes of the creation
of the world inspired by the first chapter of the Book of
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La trompa és la preycacio

q

en el primer capitulo del libro del Génesis. Los instrumentos
taftidos por los vientos evocan las formas adoptadas por el
olifante, y, més concretamente, el que, segtin la literatura, hizo
sonar Roldén cuando, en el paso de Roncesvalles, fue sor-
prendido en una emboscada por el rey Marsil de Zaragoza.
Después de discutir con Oliveros la oportunidad y conve-
niencia de hacer sonar su cuerno, decide soplar herido de
muerte y exhausto y asi proporcionar nuevas a Carlomagno
sobre la derrota infligida a la retaguardia. Gracias al olifante,
los gémidos de Rolddn alcanzan al emperador en la van-
guardia de la expedicion, de regreso a Francia; éste reconoce
por sus notas la grave situacion en la que se encuentran los
ejércitos que cubrian su retirada:

Rolddn Tafie Nueva Amente el Olifante y Los Sarracenos Huyen

Li quens Rollant gentement se cumbat,
mais le cors ad tressuét e mult chalt;

en la teste ad e dulor e grant mal.

Rumput est li temples, per ¢o que il cornat.
Mais saveir volt se Charles i vendrat:

trait I'olifan, fieblement le sunat.

Li emperere s'estut, si l'escultat:
“Seignurs,” dist il, “mult malement nos vait.
Rollant mis niés hoi cest jur nus defalt:
jo oi al corner que guaires ne vivrat.

Ki estre i voelt isnelement chevalzt.
Sunes voz graisles tant que en cest ost ad.”

El conde Roldén combate gallardamente,
pero tiene el cuerpo trasudado y ardiente;
siente dolor y grave dafio en la cabeza.
Tiene rotas las sienes por haber taftido al cuerno.
Pero quiere saber si llegaré Carlos:

saca el olifante y lo suena débilmente.

El emperador se detuvo y lo escuché:
“Seignurs,” dist il, “mult malement nos vait.
Rollant mis niés hoi cest jur nus defalt:

jo oi al corner que guaires ne vivrat.

Ki estre i voelt isnelement chevalzt.

Sunes voz graisles tant que en cest ost ad.”

Oido y entendido el mensaje, el emperador decide volver
sobre sus pasos en auxilio de Roldén; sin embargo, cuando
llega a Roncesvalles, el conde ha muerto y lo encuentran ten-
dido en el suelo, asiendo con una mano su espada,
Durandarte, y con la otra el olifante, como quien lucha den-
odadamente para vencer la muerte.

Muerte de Roldin

Co sent Rollant que la mort li est pres;
par les oreilles fors s'e ist la cervel.

De ses pers priet Deu que-s apelt,

e pois de lui a I'angle Gabriel

Prist l'olifan, que reproce n'en ait,

e Durendal s'espee en l'altre main.

D'un arcbaleste ne poet traire un quarrel,

Genesis. The instruments sounded by the four winds evoke
the form adopted by the oliphant and, more concretely,
according to the literature, that played by Roland when at
Roncevalles he was ambushed by King Marsile of Zaragoza.
After discussing with his friend Oliver the possibility of
sounding his horn, Roland decides, though exhausted and
mortally wounded, to communicate to Charlemagne the
news of the flight of the rearguard. Thanks to the oliphant, the
groans and sufferings of Roland were communicated to the
emperor who had returned to France. Through the sound of
the oliphant, Charlemagne learned of the grave situation in
which his retreating armies found themselves:

Roland Sounds the Oliphant and the Sarracens Flee
(translated from the Medieval French-in the left column)

Roland delivers many a skillful blow,

But now his body is fevered, drenched with sweat,
His head is throbbing under a dreadful pain,

His temples broken from sounding his great horn.
Longing to know if Charles is on his way,
Weakly, once more, he blows the Oliphant.

King Charles stands still, listening to that call;
"My lords," he says, "now we have come to woe!
My nephew Roland takes leave of us this day -
His horn's voice tells me he won't be long alive.
Who wants to be there had better speed his horse.
Let every trumpet the host commands resound.”

Having heard and understood the message, the emperor
decided to go back to help Roland. Nevertheless, upon arriv-
ing at Roncevalles, Count Roland has already died and they
find him on the ground, holding in one hand his sword,
Durendel, and in the other hand his oliphant, having bravely
attempted to thwart death.

The Death of Roland

Now Roland knows that death is very near,

His ears give way, he feels his brain gush out.

He prays that God will summon all his peers;
Then, for himself, he prays to Gabriel.

Taking his horn, to keep it from all shame,

With Durendal clasped in his other hand,

He goes on, farther than a good cross-bow shot,
West into Spain, crossing a fallow field.

Up on a hilltop, under two lofty trees,

Four marble blocks are standing on the grass.

But when he comes there, Count Roland faints once more,
He falls down backward; now he is at death's door.

Nevertheless the metaphorical use of the horn for preach-
ing did not exhaust its communicative possibilities of extending
the human voice, overcoming the narrow limits imposed by
immediacy. The preacher found, in addition, in the conical
form of the instrument and in its physical aspect, an element
comparable to the pedagogical-didactical activities associated
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devers Espaigne en vait en un guaret.
Muntet sur un tertre, desuz -II- arbres bels,
quatre perruns i ad, de marbre faiz.

Sur l'erbe verte si est caeit envers,

la s'est pasmet, kar la mort li est pres.

Siente Roldan que la muerte le esta cercana;

se le derraman los sesos por las orejas.

Ruega a Dios que llame a su lado a sus pares;

y luego por si mismo al angel Gabriel.

Cogio el olifante, para que nadie lo vitupere,

y con la otra mano a su espada Durandarte.

Se dirige a un barbecho situado hacia

Espana a un tiro que puede lanzar una ballesta.
Sube a un cerro, bajo dos hermosos arboles

hay cuatro gradas hechas de marmol.

Ha caido boca arriba en la hierba verde

y alli se ha desvanecid; porque la muerte le estd cercana.

Sin embargo, el uso metaférico de la trompa por la pred-
icacion no se agota en su capacidad comunicativa extendien-
do la voz, superando los estrechos limites impuestos por la
inmediatez. El predicador
encontr6, ademas, en la forma
conica del instrumento, en su
aspecto fisico, un elemento
comparable a la actividad
pedagégico-didactica asociada
a la predicacién. Encuentra un
paralelismo entre el muisico y el
predicador, que ha de estudiar
pasajes complejos de las
Sagradas Escrituras y de los
que ha de obtener maximas
morales que trasladar a la
colectividad de fieles. Cuando
estudia, en la celda o en la bib-
lioteca conventual, estd sélo;
necesita de la soledad y del
silencio para que le sea fruc-
tifero el estudio. Este momento
lo identifica san Vicente Ferrer
con la embocadura, estrecha,
sobre la cual sopla el miusico; el
contacto fisico entre ambos es el
que produce el sonido.
Estudiando, el predicador com-
prende, entiende problemas
complejos y, sobre todo, organi-
za la predicacién posterior; necesario todo ello para poder
estudiar los argumentos y las palabras con las que vertebrara
la homilia.Cuando el predicador se dirige al publico, expone
oralmente todo aquello que ha aprendido, estudiando y med-
itando. El instrumento utilizado es la voz. Sin embargo, ésta,
como sabemos, no resulta suficiente, atendiendo al cuantioso
publico que accedia a escuchar la predicacién. No obstante,
este obstaculo, su voz, actiia como el pabellén de la trompa,

La trompa és la preycacié @

with preaching. He found a parallel between music and
preaching that aids the study of the Holy Scriptures and the
acquisition of the optimum moral lessons to communicate to
the faithful. When one studies, in a cell or in a monastery
library, one is alone; solitude and silence are necessary in
order to benefit from this study. Saint Vincent Ferrer equates
this moment with the narrowness of the mouthpiece, through
which is produced the musical vibration; it is the physical
contact which produces the sound. Studying, the preacher
comprehends and understands complete concepts and above
all organizes the sermon he will deliver, a necessary activity
in order to be able to study the words and reasoning which
will form the basis of his homily. When the preacher is in front
of the public, he expresses orally all that he has learned while
studying and meditating. The instrument he uses is his voice.
Nevertheless, it is not sufficient, as we are well aware, to reach
the entire congregation in attendance. However, his voice,
though a handicap, acts like the bell of a horn, which ampli-
fies the sound produced in the mouthpiece. Thus using this
simple image the preacher was able to express how he could
overcome the many physical limitations of oral communica-
tion. The preacher expounded with his voice to the public his
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Tapestry from Girona Cathedral

most personal opinions and the efforts that were necessary to
address the multiple issues of daily life; he proceeded in the
same way as the bell of the horn expands the sound created
by the air passing through the lips.

Perhaps the reason that Saint Vincent Ferrer so frequently
used this comparison is the fact that often, in the Holy
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puesto que expande el sonido producido en la embocadura. Y
asi, de este modo tan sencillo, se superan tanto las limita-
ciones fisicas del predicador, como las derivadas de la simul-
taneidad exigida por la comunicacién oral. El predicador
expone en publico, en voz alta, sus opiniones mas personales,
los desvelos derivados de la necesidad de dar respuestas a los
multiples interrogantes de la vida; procede del mismo modo
que la campana de la trompa al expandir el sonido creado por
el aire a su paso entre los labios.

Tal vez la razon por la cual san Vicente Ferrer utiliz6 con
frecuencia este simil resida en el hecho de que, a menudo, en
las Sagradas Escrituras, éste es el instrumento que se asocia a
la Divinidad cuando ésta intenta, desde el mas all, entrar en
contacto con el mundo de los mortales. A modo de con-
clusién, puede servir de ejemplo la voz que se dirige al evan-
gelista san Juan, cuando estd escribiendo, en Patmos, el
Apocalipsis, donde leemos: (No traducir el siguiente parrafo)
Ap1,9-10:

Ego frater vester, et particeps in tribulatione, et regno in
patientia in Christo Iesu: fui in insula, quae appellatur Patmos,
propter verbum Dei, te testimonium lesu: fui in spiritu in
dominica die, et audivi post me vocem magnam tanquam tubae,
dicentis: Quod vides, scribe in libro ...

El imaginario social se ha servido siempre de instrumen-
tos préximos a la trompa cuando ha sentido la necesidad de
superar los limites de la simultaneidad y de alcanzar una
colectividad amplia y diseminada de interlocutores alejados
fisicamente. La cadencia ritmica impuesta al sonido emitido
consigue, ademas, transmitir valores afladidos a quien los
escucha, como ponen de relieve los comentarios de
Carlomagno al oir los lamentos del olifante de Roldan.
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Scriptures, the horn is the instrument that is associated with
the Divinity when He wants to communicate from the
Beyond with the mortals on Earth. In conclusion, the voice
that directed Saint John when he was writing the Book of
Revelations can serve as an example. One reads there:

(At the request of the author the following is not translated)

Ego frater vester, et particeps in tribulatione, et regno in
patientia in Christo lesu: fui in insula, quae appellatur
Patmos, propter verbum Dei, te testimonium lesu: Sfui in
spiritu in dominica die, et audivi post me vocem magnam
tanquam tubae, dicentis: Quod vides, scribe in libro...

The symbolic use of instruments similar to the horn has
always occurred when there was a need to overcome the limits
of simultaneous events and to reach a large and widely dis-
persed audience. The rhythmic cadence of the sounds emitted
by a horn communicates a more meaningful message to the
listener, as is brought out in the comments of Charlemagne
when he heard the laments of Roland's oliphant.

Translated from the Spanish by Nancy Jordan Fako,
Secretary/Treasurer of the IHS, former member of the Chicago
Symphony Orchestra, author of the biography Philip Farkas and
His Horn, and frequent translator of works from French, Italian,
and Spanish.

English translations from The Song of Roland (Le Chanson
de Roland) by Patricia Terry, The Bobbs-Merrill Company, Inc.,
1965.

TROMBONE HAND SLIDES
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Snedeker, Book and Music Reviews Editor, The Horn

Call, Department of Music, Central Washington
University, 400 East University Way, Ellensburg, WA 98926 USA.
The Horn Call does not guarantee a review for every publication
received; reviews will be published at the discretion of the editorial
staff. Only complete printed copies of publications will be reviewed;
photocopies or partial copies will not be reviewed or returned.
Publishers of musical works are also encouraged (but not required)
to send pricing, composer biographical information, program notes,
and/or representative recordings if available, live or computer-
generated, on CD (preferred) or cassette tape. Generally, review
copies and recordings will not be returned, though special arrange-
ments can be made by contacting the Book and Music Reviews
Editor. Also, copies of the texts of individual reviews may be
requested by writing the Editor at the address above or via email at
snedeker@cwu.edu, but no reviews will be available in advance of
journal publication.

Publishers should send review copies to Dr. Jeffrey

No Vivaldi in the Garage: A Requiem for Classical Music in
North America, by Sheldon Morgenstern. Boston:
Northeastern University Press, 2001. Available at
<Amazon.com>, $18.87 plus tax, handling, and shipping.

This book is an interesting read, the curious title taken
from an episode of the television series Taxi. Sheldon
Morgenstern, perhaps best known as the founder and long-
time artistic director of the Eastern Music Festival at Guilford
College in Greensboro, North Carolina, has put together an
intriguing story of his life in music, first as a professional hornist
in the Atlanta Symphony Orchestra, then as a conductor,
teacher, and administrator.

He initially takes us through his high school days in
North Carolina, summers at Brevard, and his college years at
Florida State University and Northwestern University, where
he studied horn with Philip Farkas and conducting with Thor
Johnson. Farkas receives high praise, but Thor Johnson does
not fare so well. In fact, most conductors mentioned in his
book are treated rather harshly, which may delight many
orchestra musicians. Much of his criticism is justified, but
now and then his statements reflect only part of the picture.

For example, Daniel Barenboim is lambasted (pp. 148-
149) for earning a high salary as conductor of the Berlin
Staatsoper while simultaneously being music director of the
Chicago Symphony Orchestra “where he conducts about six
of their twenty-eight subscription concerts in an average sea-
son.” To be fair, Barenboim does spend a bit more time with
his Chicago orchestra than Morgenstern claims. By the time
the present season is completed, he will have conducted 11 of
32 Chicago weeks as well as four weeks on tour in Europe and
Japan. As far as the high salary goes, one could also complain
about the salaries paid to large company executives and cer-
tain professional athletes. That is capitalism and the result of
supply and demand.

The author shows a definite lack of knowledge when he
refers to Seiji Ozawa (p. 140) as a “conductor of unknown
ability,” when Ozawa was named music director of the
Boston Symphony Orchestra in 1972 (he was actually named
music advisor that year, becoming music director in 1973).
Had he dismissed Ozawa’s appointment as an assistant con-
ductor of the New York Philharmonic for 1961-62 (sole assis-
tant conductor, 1964-65), music director of the Ravinia
Festival (summer home of the Chicago Symphony Orchestra),
1964-68, and music director of both the Toronto Symphony
Orchestra, 1965-69, and the San Francisco Symphony
Orchestra, 1970-76? It would seem that Boston did indeed
know something of Ozawa’s abilities.

Morgenstern is respectful toward a few conductors, such
as Erich Leinsdorf and Leonard Bernstein, and is especially
keen on Gunther Schuller, with whom he studied in 1966.
Schuller’s book, The Compleat Conductor, is espoused, and it is
as though the author was inspired by it to point out all of the
failings, in his opinion, of “people and institutions responsi-
ble for the rapidly deteriorating state of the performing arts in
the United States and Canada,” as stated on the book jacket.
He certainly is partially correct, but do not accept everything
as gospel. Norman Schweikert, Washington Island, Wisconsin

©

Accompanied Orchestral Excerpts for Horn compiled and
arranged for horn and piano (with accompaniment on CD)
by Jeffry Kirshen, JK Music, 28 Avon Road, Narberth, PA
19072, <jk3horn.com>. 2002.

I had heard a lot about this publication, which was previ-
ously reviewed by Bill Scharnberg in the May 2003 Horn Call,
and so I was very pleased to receive a copy, a new version
with a re-mastered CD of the piano accompaniments which,
compared to the older version, is much better in sound and
presence. There are many previous examples of people trying
to find ways to make the practicing of excerpts more palatable
to those who are less motivated to practice them. Well-meaning
arrangers have tried sprucing them up with fancy accompa-
niments, or trying to turn them into whole pieces by extend-
ing or adding other parts to the main melody. Sadly, most of
these attempts are just flat. I must say that I was curious but a
little jaded by these past attempts when I finally began to look
this collection over.

To my pleasant surprise, there is a full range of positives
here: the piano reductions are of the actual orchestral accom-
paniment, and nothing else; you can play along with the CD
if you do not have a pianist handy; the edition itself is clean
and easy to read; my resident piano reduction expert rates the
playability as quite good. Kirshen has provided numerous
helpful details (e.g., measure numbers, tempo and
metronome markings, and click tracks) to start excerpts
where the horn starts immediately or very quickly with the
recorded accompaniment. As Bill pointed out previously,
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the range of

repertoire goes from Beethoven to Wagner, with 19 different
excerpts from the standard literature. The live pianist on the
CD is quite expressive. While, as Bill also remarked, there are
many reasons not to play along with a recording (or if so, why
not with an orchestra), the combination of CD and printed
piano part gives the less-than-motivated player all the options
needed to prepare efficiently—there is no substitute for
knowing the orchestral colors, etc., but this is a reasonable
substitute, if all else fails. In fact, if used wisely, this publica-
tion may turn out to be very useful in its intended purpose.

J.S. <O

Variations on a Spiritual Song for horn and piano by John
Jay Hilfiger. Wehr’s Music House. 2003. WM #283, 5.50.

This set of variations is an interesting one, based on the
Easter hymn “Were You There When They Crucified My
Lord?” A teacher and administrator, Mr. Hilfiger has pub-
lished a number of compositions and arrangements, and the
variations provided here take on the moods of four hymn
verses, related to the Crucfixion and subsequent events lead-
ing to the Resurrection. I read these shortly after playing the
Ken Bell arrangements for horn and organ (see below), so my
ears were ready for more of the same. What we found was a
very interesting set that has a different purpose than the other
pieces. There are some contemporary dissonance and effects
that relate to the moods very well. The result is something
that may require a little more formal consideration regarding
setting and preparation than a throw-together church gig. The
piece as a whole is not too long, but the variety is nice and the
composer clearly took the piece seriously. J. S.

Music and Book Reviews

Les Caprices de Pierrot for horn and piano by Pascal Proust.
Editions Combre, 24 Boulevard Poissonniere, 75009 Paris,
France. C06269, 2003.

This is a very cute arrangement of the famous French folk
song, done up in contemporary dressing by M. Proust. Not
only is it very charming, but the best news of all is that this is
a great piece for younger players—the horn part only goes
from g tob', and should be very playable by the time that first
recital rolls around. There is a nice little cadenza and just
enough rhythmic interest to challenge youngsters in just the
right ways. The piano part fills things out nicely. This is a
terrific beginner piece. J. S.

Evocation en Swing for horn and piano by Armando
Ghidoni. Alphonse Leduc, Editions Musicales, 175 rue Saint-
Honoré 75040 Paris; <www.AlphonseLeduc.com>.
Distributed in the US by Theodore Presser Company, 588 N.
Gulph Road, King of Prussia, PA 19406 USA. <www.press-
er.com>. 2002. AL 29 354, $11.95.

This particular piece received a rather cool reception. The
title suggests something jazzy, but it is not clear from the
music that this is intended. It is certainly playable by a
beginner—the range is only g to ¢"—but the tune is a little

odd and seems a bit rambly. We tried it at several tempos, and
found that faster worked a little better (as the 1:10 timing sug-
gests), but then it moves out of the “beginner” realm. Don’t be
deceived by the title, but that being said, someone may find
the magic in it. I am sorry to say I didn't. J. S.

A Breeze from Alabama by Scott Joplin, arranged for horn
and piano by Joél Jody. Alphonse Leduc, Editions Musicales,
175 rue Saint-Honoré 75040 Paris; <www.AlphonseLeduc.com>.
Distributed in the US by Theodore Presser Company, 588 N.
Gulph Road, King of Prussia, PA 19406 USA. <www.press-
er.com>. 2002. AL 29 368, $9.00.

This arrangement will work very well for young players,
fun to play and accessible range. Identified by the publisher
as a Level 2 piece, the range for the horn covers g to " and the
piano part contributes both equally, and in an accompani-
mental role, allowing the horn to have some solo time and
some duets with the right hand. The rhythms and the jumpy
melody will force a few challenges, like syncopations and
flexibility, but this is a very fun little arrangement. J. S.

Trois Seguidillas by Fernando Sor, transcribed for horn and
piano by Daniel Bourgue. 2001. AL 29 364, $10.95. Dix
Seguidillas by Fernando Sor, transcribed for horn and guitar
by Daniel Bourgue. 2002. AL 29 347, $17.95. Alphonse Leduc,
Editions Musicales, 175 rue Saint-Honoré 75040 Paris;
<www.AlphonseLeduc.com>. Distributed in the US by
Theodore Presser Company, 588 N. Gulph Road, King of
Prussia, PA 19406 USA. <www.presser.com>.

For many, Fernando Sor represents the pinnacle of guitar
music, at least in the early Romantic period, if not for all time.
Consulting New Grove, I discovered that seguidillas are short,
popular songs, usually for voice with guitar or piano, which
accompany a dance by the same name. Typically, they are in
triple meter, with a short introduction followed by a “false
start” phrase by the voice. The body of the song is strophic,
repeated freely and varied, with instrumental interludes.
Seguidillas appeared in the late Renaissance and have had a
varied existence since, ranging from very short, pop pieces, to
their inclusion in operas, e.g., Bizet’s Carmen.

These particular pieces were selected and transcribed by
Daniel Bourgue in Paris. While the immediate and obvious
concern about balance for the horn/guitar pieces is well-
founded, the pieces he chose are relatively easy on the horn
player, and the guitar part generally rides above the horn, so
these problems may be minimized. The horn and piano pieces
are filled out a little differently and work a little better. There
is only one common piece between the collections, the last of
each set. All the pieces have a nice flavor—short, charming,
early 19th-century chamber pieces, but be aware they are not
folk music; these are classical pieces, in keeping with early
Romantic lieder, with an occasional harmonic twist. They
would serve as a good change of pace on a program, espe-

cially in small sets. . S.
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Continuing in a series of reviews of selected compositions from
the Robert Ostermeyer Musikedition in Leipzig, works for horn and
piano and for horn trios will be reviewed below. The “ROM” num-
bers are “Robert Ostermeyer Musikedition” catalog numbers. A
current list of Ostermeyer’s publications and details on ordering
can be viewed at <www.corno.de>. [ would like to acknowledge my
wife, pianist Lenore Voth Hiebert, and hornists Jennie Blomster and
Trevor Reid for reading through this music and contributing their
ideas to these reviews. Thomas Hiebert, California State University,
Fresno, CA.

Largo fiir Horn und Pianoforte arrangiert aus dem
Streichquartett, Hob. I11:74 by Franz Joseph Haydn. ROM 97,
2002.

This piece is an arrangement for horn and piano of the
beautiful Largo from FJ. Haydn’s string quartet in G minor,
Hob. I1I:74, No. 3, known as “The Horseman.” Though Haydn
reportedly wrote the quartet in 1793, Ostermeyer states that
this arrangement was published by Breitkopf und Hirtel in
Leipzig c. 1818/19, still in the heyday of handhorn playing.

The work has a sublime quality that the anonymous
arranger (very likely a horn player) was doubtless attracted
to, which led to the realization for horn and piano. In general,
the arrangement follows the original fairly closely, with the
horn and piano alternately taking the first violin’s lead
melodic line; however, in its arranged form, the movement
stands in F major as opposed to the original in E major for
string quartet. Stark contrasts between simple chordal sec-
tions and those that are highly ornamented mark it as a late
work of Haydn. As such, both horn and piano parts contain
simple writing with occasional flourishes. A strong high reg-
ister is necessary for the horn player in this piece, as the part
in F—never going below an f#—lies somewhat high, espe-
cially in the florid passages, rising near the end to ¢"'. As with
many arrangements, the piece is not completely idiomatic,
nevertheless the quality inherent in Haydn’s composition car-
ries the work. T. H.

3 Fantasien fiir Horn und Pianoforte by Louis-Emmanuel
Jadin. ROM 93, 2002.

Louis-Emmanuel Jadin (1768-1853) was a well-known
Parisian pianist and violinist who composed a sizable corpus
of large- and small-scale works. Jadin’s style has been com-
pared to that of Muzio Clementi; however, the opening of the
first fantasia—arguably the best of the three—is reminiscent
of the beginning of Beethoven’s Sonata, op. 17, for piano and
horn: both pieces open with a solo triadic motto complete
with a dotted-eighth-sixteenth note rthythm, as well as a prin-
cipal theme with dissonant half steps leading into the second
and third scale degrees, respectively. Also, the ending of the
first fantasia (like all the fantasias) contains a stirring “pot-
boiler” finish. There, however, the similarity with Beethoven
ends. Jadin’s working out of the themes and sections is freer,
as befits a fantasia. Each piece includes contrasting sections,
catchy allegro themes, and internal fermatas that either
include written-out short cadenzas, or lend themselves to
improvised cadenzas (e.g., third fantasia, m. 64).

€

Though a bit quirky, these fantasias are enjoyable to play.
In general, technical demands are similar to those in
Beethoven’s sonata. Range for the horn in these pieces—all
for horn in F—is delimited to the two-octave g to g" cor mixte
standard, with one exception, a lone b" in the first fantasia.
One gets the distinct sense that the French horn player,
Duvernoy, had a hand in the writing of the horn part. This is
due to many features: the cor mixte range, and use of horn in
F, but most conspicuously, to the repetitive yet essentially
effective broken arpeggio and scalar sixteenth-note figures
which are similar to favorite passages written by Duvernoy.
The case for Duvernoy having been involved is buttressed by
the knowledge that Jadin taught piano and solfege at the
Conservatoire in Paris during the years 1796-1798 and 1802-
1816, that is, during virtually the same time frame as
Duvernoy’s employment there from 1795-1816. Further,
Ostermeyer notes that this set of fantasias for piano and horn
was first published in Paris around 1810, placing it within the
period of Jadin’s and Duvernoy’s respective tenures at the
Conservatoire. At the very least Duvernoy appears to have
had an influence on Jadin’s fantasias for horn and piano. T. H.

43 Trios fiir 3 Horner by Franz Zwierzina. ROM 100, 2003.

The only known extant composition of the Oettingen-
Wallerstein court hornist Franz Zwierzina (1752-c. 1825) is a
set of 43 trios for horns, that until recently was languishing in
manuscript form. Though it is not known when these trios
were written, according to Jon Piersol’s dissertation “The
Oettingen-Wallerstein Hofkapelle and its Wind Music”
(University of Iowa, 1972, pp. 500-506), it is possible that they
were intended for Franz Zwierzina and his horn-playing sons
Franz Xaver (born 1786) and Joseph Anton Alois (born 1788).
If so, the trios would date from after c. 1800. A limited num-
ber of Zwierzina's trios have been published in modern times;
however, this is the first time all 43 trios have been available
in print.

As a set, the trios are stylistically quite uniform. Many of
the trios are unremarkable in their use of predictable, eight-
and twelve-bar phrases that appear as much harmonically as
melodically conceived, and the harmonic vocabulary is limited.
When played one after another (as one will often do for
reviews), the effect is somewhat wearing. Carefully chosen,
however, individual trios are quite pleasant and fun to play.
In particular, No. 5 has a nice rhythmic pulse, No. 10 benefits
from a key change, as does No. 21 with its fresh melodies. In
general, I found the rhythmic, faster-paced trios preferable to
the slower trios which sometimes lack enough harmonic and
melodic variety to maintain interest. As in Kenn’s trios
reviewed below, the first horn parts are challenging in the
upper register, with a written pitch gamut ranging from e’ to
¢". Technique required for the second parts is limited; how-
ever the third part approaches technical demands called for in
the lower horn parts of some of Rosetti’s double concertos. In
comparison to Anton Reicha’s trios, Zwierzina’s are shorter
and simpler, but, as stated above, when selected carefully
they are quite agreeable. T. H.
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36 Trios fiir 3 Horner by Joseph Kenn. ROM 88, 2002.

Joseph Kenn (1757-c. 1819) was an important pedagogue
in Paris at the Conservatoire, serving as a professor of horn
there from 1795 to 1802. As teacher and colleague of many
leading hornists of the early 19th century, Dauprat among
them, he exerted his influence on a whole generation of horn
players. Ostermeyer points out that Kenn’s trios no doubt
served as models for Dauprat’s and Reicha’s more well-
known trios and may have originally served a didactic pur-
pose. Twenty-four of his trios, originally published in 1797,
exist in a modern publication from “edition mf” (1993).
Ostermeyer’s new publication is based on a different edition
published after 1808 that was revised and enlarged to 36 trios
by Dauprat.

Like Kenn’s duos reviewed in the October 2002 issue of
The Horn Call, 1 found these trios to be attractive, though a bit
uneven in quality. While the weakest may be unremarkable,
the best are charming, showing some harmonic and rhythmic
inventiveness, and are worthy of performance. No. 19 in C
minor is one of the nicest, possibly because it provides relief
from the many trios based in a major key. It is also of histori-
cal interest—Kenn’s No. 19 (like all the trios) is printed to be
played on natural horns all crooked in the same key; howev-
er, Dauprat, in his Méthode of c. 1824, goes to great pains to
demonstrate that though No. 19 is playable this way, he
recommends that the horns be crooked in three different keys,
A-flat, E-flat, and F (for horns I, II, and III, respectively) in
order to achieve an optimum number of open tones. Dauprat
even prints a score of the multi-crooked version in his
Méthode. This modification is useful, he points out, especially
when good projection is at a premium, as would have been
the case when the unaccompanied trios were performed in
large halls, such as the Opéra. For those interested in trying it
out on natural horn, this option provides a variant mode of
performance, and a fascinating view of the vagaries of the
natural horn in a period of transition. Of course, if one plays
these trios on valved horn this is a moot point.

As for other technical demands, the first horn parts are a
good example of cor alto writing that test the lip’s endurance,
ranging mainly from written g' to ¢'". While the second and
third parts demand less endurance, they do call for excellent
agility, sometimes over a large range, as was typical for such
parts during this time. For those who already know Reicha’s
trios, Kenn's trios are a nice addition to the literature, and
well worth the effort. T. H.

©

Grand March from Aida by Giuseppe Verdi, arranged for
horn and organ by Kenneth Bell. Timber Ridge Music, 6508
Ducketts Lane, Elkridge, MD 21075; <www.timberridgemu-
sic.com>. 2003. TRM 52, $8.00.

Ken Bell had an added incentive to create this arrange-
ment—his now-sister-in-law requested it for her march down
the aisle. There is a nice introduction and then the famous
tune is played out with the horn in the lead most of the way.
This will be great to have in your free-lance wedding-gig fold-
er—good effect with minimal need for rehearsal. |. S.

Canon in D by Johann Pachelbel, arranged for horn and
organ by Kenneth Bell. Timber Ridge Music, 6508 Ducketts
Lane, Elkridge, MD 21075; <www.timberridgemusic.com>.
2003. TRM 55, $6.00.

Here is yet another version of this well-known tune
which has practical value to the hornist. If you like to play at
your church or you pursue church gigs, this is a very accessi-
ble arrangement that is sure to please in that setting. The so-
called “canon” (actually a chaconne, but why quibble?) is
heard 15 times, and the arrangement unfolds nicely. It follows
all the typical variations, but, fortunately, does not seem to go
on as other versions do. The arrangement holds true to D
major, so the hornist must be able to play up to a" a few times,
but it all works well. J. S.

O Come, O Come, Emmanuel, arranged for horn and organ
by Kenneth Bell. Timber Ridge Music, 6508 Ducketts Lane,
Elkridge, MD 21075; <www.timberridgemusic.com>. 2003.
TRM 53, $6.00.

This is a very pleasant and relatively easy arrangement,
one that is good to know about if you need an emergency
prelude for a church service. Admittedly, it is more appropri-
ate for use around the Christmas holidays, but there are any
number of good reasons to keep this one handy. The range for
the horn goes from b-flat to {", and basically consists of the
melody, some harmonizations, and a few fanfare-type inter-
jections during an organ interlude. I especially like the way
the arrangement unfolds—a free section for the horn over a
sustained pedal, followed by three more verses. The organ
part is equally accessible, basically in a chorale style through-
out. This is a very practical version to have. J. S.

©

Missa Gregoriana for four or more horns by Herman
Jeurissen. Friedrich Hofmeister Musikverlag, Biittnerstrasse
10, 04103 Leipzig. 2002. FH 2846, 14.50 Euros.

This piece was written for the 10th International Horn
Day at Bezau (Vorarlberg, Austria) in 2002. The composer, a
well known horn player and composer/arranger, was
inspired to write a full mass for horns and has created a very
effective piece that can be used as a quartet or as a horn choir
piece, filling out chords or important melodies for up to eight
parts with added optional notes where feasible. There are
eight movements which follow the Ordinary of the Mass, plus
the Gloria (movement two) is repeated as the final (ninth)
number. The effects and range of expression are outstanding.

At first, | found myself wondering what the words were,
but as I continued to listen I realized that this is an organic,
original composition inspired by the spiritualities of the Mass
and the sound of the horn. In his preface, Jeurissen mentions
his models and methods, including using cantus firmus tech-
niques, but those who are familiar with this type of liturgical
music won’t need any direction. It is a heartfelt piece with
plenty of variety in texture, and the movements themselves
are not so long as to bog down. The individual parts are very
playable, and the overall range dips as low as F and rises to a-
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flat" a few times. I heartily recommend this outstanding piece
for high school on up, though in every case you will want a
fourth with a good low range and healthy bass clef reading
chops. J. S.

Concerto for Four Horns by Georg Philipp Telemann,
arranged for horn quartet by Kenneth Bell. Timber Ridge
Music, 6508 Ducketts Lane, Elkridge, MD 21075; <www.tim-
berridgemusic.com>. 2003. TRM 54, $8.00.

This concerto was originally for four violins without
accompaniment, and Ken Bell has created a very attractive
arrangement of it for horns. In case you are wondering, it is
not the same concerto arranged by Verne Reynolds some
years ago for Robert King’s Music for Brass series (No. 304);
in many ways, this is a better piece than the one chosen by
Reynolds, but both are worth having for the style challenges
they present. In four movements, we have a slow-fast-slow-
fast combination that offers reasonable challenges to each part
in range and technique. On the whole, it is very playable and
the music is quite good, too. There is the expected amount of
thythmic interplay between voices, as well as imitative pas-
sage and pairings that offer good pacing and fun dialogue
possibilities. The overall range is a-flat" to e-flat. When my
horn ensemble read and rehearsed this piece a bit, we all
became quite enamored with it, and I plan to have a quartet
perform it soon. J. S.

Favorite Wedding Marches, arranged for horn quartet by
Kenneth Bell. Timber Ridge Music, 6508 Ducketts Lane,
Elkridge, MD 21075; <www.timberridgemusic.com>. 2003.
TRM 52, $8.00.

The collection has three marches, all well known, by
Richard Wagner, Jeremiah Clarke, and Henry Purcell. The
concerns in these types of arrangements usually revolve
around the overall range of notes and the workload for the
melody part, usually delegated (many times unreasonably) to
the first horn. Since Ken is an experienced horn player him-
self, it is no surprise that he has picked reasonable keys and
divided the workload well between the first and third parts.
The overall range is very manageable: up to a" in the top
part(s) and down to ¢ in the fourth. There is a fair amount of
bass clef for the fourth player, but all the parts are very
playable. This is a handy set, good to have in the folder if your
quartet does wedding gigs. J. S.

Promenade, from Pictures at an Exhibition by Modest
Mussorgsky, arranged for horn quartet by Kenneth Bell.
Timber Ridge Music, 6508 Ducketts Lane, Elkridge, MD
21075; <www.timberridgemusic.com>. 2002. TRM 36, $6.00.
Some of my college students read this arrangement of
Mussorgsky’s opening Promenade and pronounced it fun to
play. When I listened to them, I enjoyed it, too, but found
myself wondering where and when it could be performed. I
would guess that it could be used as a lively, even surprise
opener for a recital program or background gig. All the parts
of the tune are here, though my group decided that the high
point in the original should be dealt with accordingly in the

€

arrangement, so (with my encouragement) they took the first
two parts in measure at rehearsal C (for those who do or will
own it) up an octave from where Ken placed them. This
change takes the first part up to c", but considering there is
already a b" and a couple of a's, it is not that far out of line.
Allin all, a nice, playable arrangement, even if it does pose an
interesting programming question. J. S.

Music and Book Reviews

Danse Slave No. 8 (op. 46) by Antonin Dvorak, arranged for
horn quartet by Joél Jody. Alphonse Leduc, Editions
Musicales, 175 rue Saint-Honoré 75040 Paris;
<www.AlphonseLeduc.com>. Distributed in the US by
Theodore Presser Company, 588 N. Gulph Road, King of
Prussia, PA 19406 USA. <www.presser.com>. 2002. AL 29 340,
$14.95.

This is a totally fun piece to have in the quartet folder!
Having heard and performed this piece in the orchestra so
many times, I was a little hesitant at first, but my students
took to it immediately—great for any type of gig, whether as
a recital opener or closer or upbeat background music. The
overall range is d to g" and the parts are distributed in the tra-
ditional manner. The first horn carries the day, but the
arrangements itself is not so long as to be too tiring. This will
be easily managed by a good high school group with solid
ensemble rhythm (go hemiolas!), and will be good “dessert”
for college groups on up. J. S.

Air Ecossais, arranged for horn quintet by Joél Jody.
Alphonse Leduc, Editions Musicales, 175 rue Saint-Honoré
75040 Paris; <www.AlphonseLeduc.com>. Distributed in the
US by Theodore Presser Company, 588 N. Gulph Road, King
of Prussia, PA 19406 USA. <www.presser.com>. 2002. AL 29
341, $10.95.

Here is a nice arrangement of the famous Scottish Hymn,
advertised for five horns, though the fifth part comes off more
as a “fifth wheel.” This is essentially a four-part arrangement
with a “cor facile facultatif” (optional easy horn) who plays
two notes, supporting the harmony like a tympani player. I
suppose it is nice to have a play-along-piece for a quartet to
add a beginner as part of a school program, but otherwise, to
call this a “quintet” is a little misleading. The arrangement
itself is short (1:20) and fun to play. In the key of F, we get an
overall range of ¢ to ", all playable for junior high players
(with the necessary range) on up. J. S.

Suite de Peer Gynt by Edvard Grieg, arranged for horn sex-
tet by Joél Jody. Alphonse Leduc, Editions Musicales, 175 rue
Saint-Honoré 75040 Paris; <www.AlphonseLeduc.com>.
Distributed in the US by Theodore Presser Company, 588 N.
Gulph Road, King of Prussia, PA 19406 USA. <www.press-
er.com>. 2002. AL 29 342, $20.95.

This is a nice reduction of the Peer Gynt Suite. Three
movements are included: Morning, The Hall of the Mountain
King, and Song of Solveig. The whole movements are not pre-
sented here, but we get enough of each to make these arrange-
ments useful and especially fun for younger ensembles with
mixed levels. The upper three parts get most of the melodic
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activity, the sixth has some low range stuff to deal with, and
the fourth and fifth horns provide support. The overall range
is d to g". The pieces are short enough for school programs or
the suite could be used as filler on a horn ensemble program.
I also can see this being used in massed horn choirs of signif-
icantly differing ability levels. J. S.

Music and Book Reviews

Amparito Roca for six horns by J. Texidor, arranged by E
Rodriguez. Editions International Music Diffusion, 24 rue
Etex 75018 Paris. 1993. IMD 251.

This piece was not sent for review but my ensemble per-
formed it last fall and T wanted to let people know about it.
had not heard of the arrangement before, but wouldn’t be sur-
prised if it were popular elsewhere already. I bought it at the
Bloomington workshop out of curiosity, and, boy, am I glad 1
did! There is no information available to me about the
composer so I am a little unclear about that.

This is a very fun arrangement of a Spanish tune (which
I've heard before), dedicated to Daniel Bourgue and pub-
lished about 10 years ago. Like the Grieg arrangement men-
tioned above, the heaviest load falls to the upper three parts,
but with a strong first, there should be no problem. The sixth
part needs a solid low range and bass clef reading skills
(“o0ld” notation), but the end result is worth the work. Yes, the
first must be able to sustain the last chorus mostly above the
staff with a c#" at the end, but it is approached by step and is
worth the hassle. The Spanish stylings and inflection in this
piece are a refreshing change of pace, and we used it as our
program closer—very well received and highly recommend-
ed for any college level group or above. J. S.

©

Suite for Brass Choir by William Pardus. Creation Station,
P.O. Box 301, Marlborough, NH 03455-0301. 2002. Catalog No.
121, $25.00. 6:30.

This three-movement work was a pleasant surprise to me
and my college brass choir. The composer is Professor
Emeritus from Keene State College in New Hampshire and
Creation Station is his own publishing company. This Suite
was commissioned by the New Hampshire Band Directors
Association. The movements are titled Overture, Lullaby, and
Peasant Dances. The Overture has all the expected flourishes
and fanfare figures, built on stacked fourths which creates a
unique sound. A contrasting slow section offers some inter-
esting two-against-three rhythmic challenges, and the return
of the opening material rounds out the overture effect nicely.
The Lullaby starts softly with horns and euphonium, adding
muted trumpet decorations, and then proceeding to a rather
loud (ff) ending. I like the lyrical melody but remain a little
hazy on how this music fits with the title. The Peasant Dances
have an eastern European flavor to them, with some metric
variety and a wild 3/8 section. In the end, this is a very satis-
fying piece to play and relatively easy to put together for a
college-level group. The instrumentation is three trumpets,
four horns, three trombones, euphonium, and tuba, and the
musical and technical distribution shows an experienced

composer—very little doubling, chances for each section to
shine, and reasonably divided workloads within sections—
well done. I think a good high school group could manage
this piece and enjoy the exposure to some contemporary tech-
niques and folk rhythms. By the way, we liked the piece so
much, we performed it last fall—very enjoyable and well
received! |. S.

Song of Old for brass quartet by Philippe Rougeron. Robert
King Music for Brass 181. Alphonse Leduc, Editions
Musicales, 175 rue Saint-Honoré 75040 Paris;
<www.AlphonselL.educ.com>. Distributed by Theodore
Presser Company, 588 N. Gulph Road, King of Prussia, PA
19406 USA. <www.presser.com>. 1986. AL 29 101, $9.95.

M. Rougeron was born in France in 1928, but this piece
might as well have been written in the Renaissance. It fits
the 15th and 16th century chanson model perfectly, with
dominant top line and active accompanimental parts. The
instrumentation is two trumpets, horn, and euphonium, with
the usual collection of substitute parts for the lower pair that
often accompany King editions. A pleasant piece to be sure
and, lasting only about 2:30, it is not a long blow, but the first
trumpet rides a bit high, so the player will likely be a little
concerned where it goes in a program or background set. J. S.

Introducing

ACCOMPANIED ORCHESTRAL

EXCERPTS FOR HORN

PIANO REDUCTIONS BY JEFFRY KIRSCHEN
(MEMBER OF THE PHILADELPHIA ORCHESTRA)

A collection of 19 orchestral excerpts with
the orchestral accompaniments reduced for
piano. These accompaniments create a very help-
ful harmonic and rhythmic background for prac-
ticing and even performing.

Now you will have the support of the
orchestral accompaniment played on a piano
through your audio system via the included audio
CD or live with your own pianist. Publication
includes a Piano Score, Horn part, and CD.

Order online or send a check
or money order for US$29.95
plus US$4.95 S & H to:

JK Music, 28 Avon Rd.,
Narberth, PA 19072 (PA resi-
dents add $1.80 sales tax)

Also available, 16 Lieder for I
Horn and Piano by Brahms jkghorn.com
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Cuttmg the Cord

my day, by Arkady Shilkloper, Douglas Hill, Peter
Damm, John Clark, Frank Lloyd, to name just a few.
But if I were forced at gunpoint to select the single most elec-
trifying performance I've ever experienced, it would have to
be the time I heard Freydis perform Buyanovsky’s Esparia for
solo horn at the THS workshop in Avignon in 1982. The stage
was outdoors (in Provence, as in Camelot, it rains only at 3
a.m., and briefly). The night air was warm and dry. A quilt of
laser starshine was our ceiling. Heaven must be almost this
nice. Froydis commanded the stage alone, in a long colorful
dress. As she stepped up to play, she had that patented look
of hers: assertive, focused, relaxed, glad to be here. [NB: since
that time, Espafia has become a much more regular feature of
the repertoire, still thrilling, but a more familiar story. Back
then it was all new, like electricity to Franklin, flight to Orville
and Wilbur, the moon to Neil Armstrong.] What a perform-
ance! She just stood there and let fly, and sparks crackled out
of that horn. We screamed and stamped for more, more,
more. It was a certifiable synapse sizzler. Among my person-
al pantheon of superlative horn performance experiences,
this is the 29,002 ft. summit, done with the off-the-chart, over
the fence supernatural brio and panache that Freydis has
always had in abundance.
Did you notice what was missing
in that description of a great perform-
ance? Amusic stand and paper with ink

Ihave seen some astounding live horn performances in

eye to a page. The kind of knowing
exemplified by Freydis’s performance
is way beyond the eye-paper stage. She
doesn’t merely visit the music (music:
I'm talking about what you hear, not
the piece of paper we often mistakenly damage.

refer to as ‘the music’ in English.

German does it better: die Noten for the in on paper, die Musik
for what you hear, the real thing) — she lives inside it, knows
it chapter and verse. The back of her own hand holds more
mysteries for her than any piece she performs. It has been
ground into her DNA, her soul, through long and careful
practice.

What a marvelous thing to know a piece of music this
well. Tt has to be simply the best, most gratifying way to
know any piece.

It also terrifies me completely. The idea of standing up
there without the paper in front of me has always frightened
me witless. I have avoided it at all costs for as long as I can
remember.

Having that piece of paper there with you is like a warm
bath. It is home, mother, a Kevlar vest, a fuzzy blanket. Why
give that up? What's the point of doing without? If you get it
right playing by heart, who really notices or cares? But if you

There must be some way we
on it. Freydis has never been particu- PP er-j unkies can cut the cord,
larly partial to the idea of chaining her get weaned, go through ink
withdrawal, win a small corner Worse
of the prize of independence
from the page without serious

~ The Creative Hornlst
Jeffrey { fgrell

have a memory slip or get distracted or a bug lands on your
nose or... anything! - you find yourself instantly relocated up
that renowned disadvantageous aqueous environment with-
out any appropriate means of locomotion (as we in academia
phrase it). After all, when you play in an orchestra or a band,
you never play without the music - I mean the notes - in front
of you. Right? You play an etude, you don’t memorize it, do
you? So what’s the point of taking such a big chance in the
most dangerous position of all - a solo recital?

The point is that to know the music — the music! - at the
highest level, both expressively and technically, you need to
be able to do it beyond having to read the sequence of
connect-the-dots. This is in-your-sleep knowing. It is also a
chance to avoid the common error of considering the printed
note as the important thing, rather than as a symbol (and a
crude one at that) that only points the way to what is really
important. As the Zen saying goes, we may use a finger to
point at the moon, but don’t mistake the finger for the moon.

I have always considered horn to be a very user-
unfriendly instrument for memorization. After all, folks who
play instruments like piano, guitar, cello, etc. can see exactly
what they are doing, and what’s more, it is not only easier to
play pieces memorized on these instruments, it is often the
only possible way. The horn is different. We only have a few
different valve combinations that we use to create all those
different tones; that plus some mysterious and invisible com-
binations of air and pucker. We can’t
look soulfully at our instrument like
the pianist or guitarist. We can't see it
at all when we play; playing by heart
we have to stare off into space, or
directly at the audience.
Reading the ink on paper is easy, effi-
cacious, and the only way we do it
from the beginning. The only way.
And that stand also makes a great hid-
ing place when you're out there alone
on the stage.

And yet. Think of Freydis. Think of how brave, how
artistic, how...heroic it looks to be standing there, facing haz-
ard and death alone, without a net. Think how good it must
feel to know a piece that well. There must be some way we
paper-junkies can cut the cord, get weaned, go through ink
withdrawal, win a small corner of the prize of independence
from the page without serious damage. There are some pieces
(Mozart, Strauss) that I could (almost) deliver if the horn part
were locked in a trunk, but I still find it frightening to con-
template standing up there without my paper security blan-
ket. How to get to the promised land?

Here is my own personal ten-step program for managing
my paper addiction, steps that are relatively painless, cer-
tainly useful, and a bit of fun to boot:

1. Start small. Working on an etude? A solo? What's the
first thing you do? You pick out what a Brit might call the
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@ The Creative Hornist
‘sticky bits’ and work them out. Revise your former approach
slightly but significantly by simply putting the book away as
soon as possible. The bit you are working is short — a few
notes, certainly no more than a measure - so it ‘memorizes’
very quickly. A couple times through and you are off the page.
You may discover that you ‘hear” what you are playing much
better. Sight is a terrible bully over the other senses (to give
your ears the best advantage, close your eyes or turn out the
lights). Then follow up with your usual generous quantity of
accurate repetitions. On to the next sticky bit. Connect the
two, staying off the page as quickly and as much as possible.
Continue. By the time you have worked out the whole piece
in this way — surprise! - it will be part of you. Whether in
improvisation or in learning a piece by heart, the important
thing is to get the knowledge in the player, not leave it all on
the page.

2. You want to win an orchestra job? Learn all the impor-
tant excerpts by heart, stone cold. All of them. You do not
want to be reading that Brahms B natural solo at the audition.
Or anything else. Trust me on this. Also, if you get to be a
whiz at playing by heart, you will also be in good shape if an
audition with the Canadian Brass (or other groups that play
concerts entirely by heart) comes up.

3. Start the day - every day - by playing some familiar
tune by heart. Start with Happy Birthday — the opportunity
will arise to use it sooner or later.

4. Do as much of your technical work as possible from
your head and ear alone. Anyone who has done a few years
of horn undoubtedly has at least one warm-up routine by
heart. Add to it any scale, arpeggio, pattern work with no or
minimal written reference (the 3X5 card I take on vacation
holds suggestions for more pattern work than I can possibly
finish in a summer, for instance).

5. Perform by heart for children. They are both the best
and the toughest audience. They don’t care if you miss notes
and will cheer a spirited performance like frontline soldiers at
a Bob Hope Christmas show, but they will eat you alive if you
don’t deliver the music. And the best way to do that is with
short pieces that you know by heart.

6. Start working up a repertoire of short pieces (does the
word ‘prune’ ring a bell?) by heart and haul them out at every
opportunity: family gatherings, horn seminars, supermarket
openings, etc. Assemble an audience of pets, stuffed animals,
relatives. Delight them with your sparkling repartee inter-
spersed with little by-heart gems by Russian composers or the
tune you wrote about a little octopus’s day at the circus.

7. Make up your own music. Improvisation is a great way
to be paper-free. You could create your own music by writing
it down on a piece of paper and then play it, of course, but
better is to sidestep that horse-before-the-cart way character-
istic of much formal pedagogy and write most of the piece in
the air with your instrument first.

8. Take it a step at a time, but do it. The hectic world we
call ‘modern living’ may not leave us the kind of time we
need to learn every piece we want play by heart, but we can
work on one thing at a time: one measure, one phrase, one
page, one movement, one piece.

9. Use multiple ways of memorizing: 1. Aural: you should
be able to hear the pitches in your mind and be able to sing
the line; 2. Kinesthetic: enough accurate repetitions will
program your muscle (chops, fingers) memory; 3. Visual:
although you will not be looking at the paper, people have
varying degrees of photographic memory — being able to see
the printed notes in your mind’s eye 4. Intellectual: analyze
the music — know the intervals, the underlying harmony, the
key (of the piece or the moment), the form, the shape of the
melody, and so on.

10. Playing without the paper, like speaking Chinese, is
difficult principally because we come to it late. If we had done
it early and often, it would be natural and easy. We grey-
beards may always be recovering sheetaholics, but we can
make it easier for those who come after us by introducing
them at every opportunity to the joys of flying free.

Jeffrey Agrell teaches horn and improvisation at The University
of Iowa, occasionally at the same time. Visit <www.creative-
horn.com> to know more.

From David Zuercher, orchestral brass principal and chamber
musician since 1979. Colorado Springs and Denver, Colorado.

Private Instruction

Frustrated with your playing? Don’t give up! There is hope!
Whether three feet apart, or three hundred miles away, expect
articulate communication and critical analysis - with heartfelt
encouragement! "I had to make a major decision in 1994 - quit
playing or “get fixed”. Fortunately, I met and studied with Arnold
Jacobs, Principal Tubist, Chicago Symphony Orchestra (1944-1988).
Now I am back on track and stronger than ever! Mr. Jacobs’ help
was vital to my improvement. How may I be of help to you?”

Brass Player Report
Private Instruction on a Page
Obtain a FREE copy and subscription information.

Sound Ideas Publications
Music That People Want To Hear!
The best in brass solo and ensemble literature
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Decision for sound

John Cerminaro performing on the FINKE Triple Horn

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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should send them to John Dressler at: Department

of Music, Murray State University, Murray KY
42071-3342 USA. Readers interested in obtaining CDs that are
reviewed in this column are encouraged to order from dealers
or stores in their area. If these sources are unable to help,
readers can contact one of several reputable US suppliers.

Performers who wish their discs to be reviewed

Cantoris Records
<www.cantoris.co.uk>

Crystal Records
<www.crystalrecords.com>

Mark Custom Recording Service
<www.marcustom.com>

Bay Street BrassWorks
<www.baystreetbrassworks.com>

La Dolce Vita (disc)
<www.gramophone.ca>

Summit Records
<www.summitrecords.com>
<www.americanbrassquintet.org

A World Tour. Corinne Bailey, Martyn Bayliss, Evgeny
Chebykin, Lisa Cooper, Blake Pain and Katie Pryce,
horns/baritones. With the RAM Brass Soloists. Cantoris
Records M108CRCD-6064. Timing, 58:48. Recorded October
2000 at St Marylebone Church, London.

Contents: Malcolm Arnold/arr. Wallace: Flourish for a
Birthday, Op. 44; Strauss: Festmusik der Stadt Wien, Op. 133;
Glazunov: In Modo Religioso, Op. 38; Schuller: Symphony for
Brass, Op. 16; Sibelius: Petite Suite; Dukas: Fanfare pour
préceder La Péri; Elgar: The Severn Suite, Op. 87.

The RAM Brass Soloists are the Royal Academy of
Music’s elite brass ensemble. Indeed, I had difficulty in
believing this group is composed of students and not sea-
soned professionals. This is the first disc the group has pro-
duced; their future development includes concerts in and out-
side of the Academy as well as tours to international venues.
To the core component of trumpets, flugelhorns, cornets,
horns, baritones, euphonium, trombones and tubas are added
here timpani, percussion and organ. As required by each
composition.

The year 2001 marked the 80th birthday of Malcolm
Arnold, known primarily for his accomplishments in compo-
sition; however, he had also held the position of Principal
trumpet in the London Philharmonic at the age of 21. His
Flourish heard on this disc was originally composed in 1953 to
mark the 21st anniversary of the LPO; fellow brass artist, John

Wallace, created this arrangement. It is a triumphal work suit-
able for any celebratory occasion or opening of any concert.
Strauss’ Festmusik continues to be a landmark piece in the
brass ensemble repertoire; it was originally composed in 1943,
shortly after his Horn Concerto No. 2, for 20 performers in the
composer’s gratitude for having been awarded the City of
Vienna Beethoven Prize at the end of the previous year. This
shorter version for the same forces was composed a few days
later. It is another wonderful commemorative-type piece fit
for academic and civic functions of all sorts.

It was good to hear the Schuller piece again: another
trademark of brass ensemble literature. New to me was the
Sibelius work. It is a three-movement, seven-minute brass
septet completed in 1891 and reflects the happy summers
spent during his youth in the southern coastal town of
Loviisa. Its Prelude, Andantino and Minuet capture the inno-
cence and joy of youth. The ubiquitous La Peri fanfare is given
a stellar performance by the RAM Brass Soloists; a favorite of
performers and audience alike, this work should be investi-
gated by all brass ensembles.

My particular favorite on the disc is the Severn Suite. It is
a full-length (15 minutes) work cast in five contrasting move-
ments: Introduction, Toccata, Fugue, Minuet, and Coda,
derived from earlier sketche,s which Elgar then assembled for
the 1930 Brass Band Festival at the Crystal Palace. It is English
Romanticism at its best and features fantastic melodic and
harmonic structures. One can close the eyes and imagine an
afternoon along the Severn River, the longest in Britain, flow-
ing through Worcester and Gloucester in the west of England.

A hearty “Bravo” to this group of fine young brass
players for an excellent disc which captures lyricism and tech-
nique in fine fashion. In addition to the producer’s website,
copies of this disc can be purchased at Osmun Music in
Boston, Paxman in London or through the Royal Academy of
Music through the following email address: k.mckieman
@ram.ac.uk. ].D.

Philharmonic Brass. Arthur Briegleb, Thomas Greer, Robert
Henderson, Todd Miller, Gale Robinson, Sinclair Lott, Henry
Sigismonti, Ralph Pyle, George Price, Hyman Markowitz and
Robert Watt, horns with the Los Angeles Brass Society and the
Los Angeles Philharmonic Brass Ensemble. Crystal Records
CD-121. Timing, 60:38. Originally recorded around 1970-1972.

Contents: Raynor Brown: Five Pieces for Organ, Harp, Brass and
Percussion. Raynor Brown: Fantasy-Fugue. William Schmidt:
Sequential Fanfares. Robert Henderson: Fanfare (1964). Fanfares
(1969)—a series of 7 pieces for pairs of trumpets by: Jeffrey
Reynolds, Irving Bush, Frank Campo, Fred Dutton, William
Kraft, William Schmidt and Leonard Rosenman. Fisher Tull:
Variations on an Advent Hymn. Fisher Tull: Liturgical Symphony.

Crystal Records is doing its part to reissue on compact
disc some of the remarkable brass music performances origi-
nally available on LP. Two significant groups to bring out such
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high quality recordings were the Los Angeles Brass Society
(founded in 1960 by Lester Remsen) and the Los Angeles
Philharmonic Brass Ensemble. If you've been waiting for a
CD-release of any or all of these landmark pieces or if you're
looking for rare performances of trend-setting brass music,
here is the disc for you. Brown’s Five Pieces is perfect in a
church venue as it opens with a Toccata featuring organ and
percussion, is followed by an Adagio utilizing harp and solo
trumpet with organ, then produces a Scherzo alternating
between full brass, organ and harp, an extended 9-minute
Passacaglia and a concluding Fugue with a brilliant climax.

Brown’s Fantasy-Fugue is a wonderful concerto-grosso-
like celebration of brass and percussion colors throughout. It
is predominantly in a delightful Gigue form. Tull’s Liturgical
Symphony is probably the best-known piece on the disc and
has been performed quite often since its premiere over 40
years ago. It is a 13-minute, 3-movement work that features
plainsong in each movement. His Advent Hymn piece is based
on Veni Emmanuel in the Dorian mode.

The horn players featured on this disc were some of the
best-known artists in Los Angeles in the 1960s and 1970s. The
recordings were originally released on Avant Records LPs
AV1001 and AV1005 and then later on Crystal Records LPs
5110 and S115. Avant Music publishes all music on this disc,
and the pieces are available from their sole-selling representa-
tive: Western International Music, Inc., located in Greeley,
Colorado. This disc should not be missed as a document of
stellar brass performances of historic proportion. J.D.

Recording Reviews

Fresh Off The Boat. Bay Street Brassworks, Paul Hopkins,
horn. Self-produced, BSBW0O1. Timing 44:22. Recorded at
Saint John's Episcopal Church, Ellicott City, Maryland, Spring
2002.

Contents: Bela Bartok, arr. Erion: Romanian Folk Dances;
Ralph Vaughn Williams, arr. Erion: English Folk Song Suite;
Alexander Arutunian: Armenian Scenes; Elam Sprenkle: Three
Sketches on a Southern Hymn Tune; Dimas Sedicias: Trilogia
Matuta.

Fresh Off The Boat is a sonic treat, a musical travelogue, a
world tour in music. The Bay Street Brassworks has intro-
duced themselves with a very interesting and extremely well
played CD of five works from five different countries. Three
are original works for brass quintet, and two are excellent
arrangements by tubist Paul Erion.

I have played, many times, another fine arrangement of
the Bartok folk dances for quintet, and I enjoyed hearing this
version’s similarities and differences to that one. Mr. Erion
has also done a first-rate arrangement of the Ralph Vaughn
Williams’ English Folk Song Suite. He has kept the original’s
character and spirit and made a very good addition to the
brass quintet repertoire. The Arutunian Armenian Scenes is fun
to play and in my experience has always been well received
by audiences. It is full of varied tone colors with beautiful
melodies and high-spirited energy. Elam Sprenkle’s Three
Sketches on a Southern Hymn Tune is interesting and could
become a standard part of the quintet repertoire. Dimas

Sedicias” Trilogia Matuta is a enjoyable piece to hear. It has
color, energy, and charm. I think it would be a lot of fun to
play it.

To me, the only thing missing in the presentation of this
CD was the lack of program notes. A very short paragraph
mentions the group’s founding details. No information is
given about the individual works. In a program as varied as
this, quite a lot could be said about each work. I am sure that
listeners would be very interested in learning more about
what they are hearing. I would have.

I hope the Bay Street Brassworks will be heard from
again. This is an excellent group. The individuals are very
good, and they combine their efforts to produce a result that
is better than the sum of the parts. They also have the ability
to program works of great interest and variety. Maybe next
time they will help us all learn more about their music too.
C.S.

La Dolce Vita. Wind, Women & Song. Mary Fearon, horn.
Self-produced, WWS-01. Timing 50:34. Recorded at Beta
Sound Recorders, Edmonton, Alberta, Canada, July 2002.

Contents: Rodgers/Hammerstein, arr. Stickles: It's a Grand
Night for Singing; Kern/Gershwin, arr. Stickles: Long Ago;
Kern/Hammerstein, arr. Ringwald: All The Things You Are;
Carmichael/Parish, arr. Klickmann: Stardust; Fauré: Apres un
Réve; Fauré/Prudhomme, arr. Clough-Leighter: Les Berceaux;
adapted and arr., Zaninelli: Amazing Grace; adapted and arr.,
Zaninelli: His Eye Is On The Sparrow; Damase: Berceuse, Op.19;
Debussy /Bourget, arr. Spevacek: Beau Soir; adapted and arr.,
Zaninelli: Go “Way From My Window; adapted, Zaninelli: Come
All You Fair and Tender; arr., Linda Steen Spevacek: Danny Boy;
Rodgers/Hammerstein: The Sound of Music.

My first and continuing impression of this CD presented
by Wind, Women and Song is, “It's pleasant.” The program
consists of a variety of songs ranging from spirituals to French
Romantic-Impressionism to Broadway hit songs. Wind,
Women and Song consists of two female vocalists, horn and
piano. In most arrangements, the piano accompanies, the
soprano and mezzo-soprano sing, and the horn adds an
obbligato. On two tracks, Fauré’s Apreés Un Réve and Berceuse
by Damase, Mary Fearon is the horn soloist with piano.

The best part of this CD is that it shows how the horn can
fit into a variety of ensembles and that in the absence of liter-
ature for a certain ensemble, creativity can take over and lit-
erature can be produced. That is what Wind, Women and
Song did. They should be complimented for that. C.S.

Westwood Wind Quintet. Nielsen-Hindemith-Schulhoff,
Westwood Wind Quintet, Allen Gusé, horn. Crystal Records
CD601. Timing 51:28. Recorded in 1966 (Schulhoff) and 1968
(Nielsen and Hindemith).

Contents: Carl Nielsen: Quintet, op.43; Paul Hindemith:
Kleine Kammermusik filr fiinf Bliser, op. 24, nr. 2; Erwin
Schulhoff: Divertissement for Oboe, Clarinet, and Bassoon.

It is very good news to see that Crystal Records has re-
released some of its earliest recordings of the Westwood Wind
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Quintet. The CD revolution has made this and many other
recordings from the “vinyl days” almost unknown to the
current generation of wind quintet fans, performers, and
students. I know it will be of great value to my students to
hear these “classic” performances.

With its origin in 1959, the Westwood Wind Quintet
established itself as a premiere chamber ensemble. Their
numerous recordings, many of core literature (Nielsen and
Hindemith, for example) and many of new works that were
yet to become well-known (William Mathias’ Quintet and
Mark Carlson’s Nightwings) have set a high standard that
many other quintets have sought to match. The Westwood
Wind Quintet has been praised in concert and recording
reviews for many years. I could not say it better than Maestro
Robert Shaw who stated that hearing the Westwood Wind
Quintet in recital was “a complete and satisfying musical
experience.” An early review of these two recordings in High
Fidelity Magazine said, “The Westwood performers manifest
a technical finesse and a richness of tone that one would nor-
mally expect only from a solo concert artist. I cannot imagine
a better performance than the one given by the Westwood
Wind Quintet.” I won't even try to elaborate on those two
statements. The Westwood Wind Quintet was the finest
ensemble of its kind for almost 40 years. This should be in
your CD library! C.S.

American Visions. American Brass Quintet, David Wakefield,
horn. Summit Records, DCD 365. Timing 68:02. Recorded in
April, 2001, March and September, 2002 in the Recital Hall of
the Purchase College Conservatory of Music, Purchase, NY.

Contents: Melinda Wagner: Brass Quintet No. 1; Andrew
Thomas: Consonanze Stravagant; Robert Beaser: Brass Quintet;
Samuel Adler: Be Not Afraid: the isle is full of noises; Joan
Tower: Fifth Fanfare for the Uncommon Woman; William
Schuman/arr. Cobb: American Hymn.

The American Brass Quintet’s founding members set a
challenging goal for themselves. They sought to establish the
brass quintet as a major ensemble of chamber music. The
brass quintet’s history begins much later than that of the
string quartet, the piano trio, other string chamber groups,
and even the wind quintet.

The ABQ has pursued, maintained, and even strength-
ened this vision through the years and through many person-
nel changes. Initially, as many brass quintets still do, they
relied on transcriptions for the core of their literature.
However, an unwavering drive to help create a totally new
literature, works originally for brass quintet, works that
would enter the chamber music literature on an equal footing
with the best works for the string, piano, and wind ensem-
bles, has resulted in a rather large body of literature that is
exclusively for brass quintet. While any number of opinions
can exist as to the inherent quality of these brass compositions
and whether or not they will survive the test of time, the
American Brass Quintet has certainly been a major player in
the building of this body of literature. They have been, and
should be, widely recognized and encouraged.

G

The American Brass Quintet is an exquisite ensemble.
They play with marvelous ensemble unity. Their intonation,
dynamic contrast, blend, and individual performances are
virtuosic. David Wakefield plays everything on this CD with
power, facility, excellent flexibility, and a wonderful tone. His
tone is rich and clear. The way the horn should sound!

Two of the works on this recording are for ensembles
other than brass quintet. ABQ trumpeters Raymond Mase and
Kevin Cobb are joined by trumpeters Wayne duMaine and
Brian McWhorter for Joan Tower’s Fifth Fanfare for the
Uncommon Woman. William Schuman’s American Hymn was
premiered in its original version in 1980 by the American
Brass Quintet at the Aspen Music Festival. Kevin Cobb’s ten-
part adaptation was first performed in 2000, also at the Aspen
Music festival. On this recording the ABQ is joined by Wayne
duMaine and Brian McWhorter, trumpets, Theo Primis, horn,
Michael Boschen, trombone and Andrew Bove, tuba. C.S.

Recording Reviews

SOTONE HISTORIC RECORDINGS

Great Horn Players in Historic Recordings

CD 101 YAKOV SHAPIRO

BRAHMS Trio with Kogan & Gilels
SHUMANN Konzertstueck for Four Homs

CD 102 GEORGES BARBOTEU
MOURET Symphonies DUVERNOY Concerto No. 5

MIROSLAV STEFEK, VLADIMIR KUBAT & ALEXANDER CIR
REICH Six Trios

CD 103 DENNIS BRAIN Orchestral Recordings
BACH, HAYDN, MOZART, BEETHOVEN, MEHUL, ROSSINI & TCHAIKOVSKY

CD 104 AUBREY BRAIN
BACH Brandenburg Concerto No. 1
MOZART Concerto No. 2

BRAHMS Trio
GLAZUNOV Reverie

VIENNA PHILHARMONIC WIND GROUP
with GOTTFRIED von FREIBERG
CD 105 Vol.1 MOZART Serenades 1 & 12 Divertimento K. Anh. 226
CD 106 Vol.2 BEETHOVEN Octet, Sextet & Rondino HAYDN Partita in F

CD 107 VIENNA KONZERTHAUS QUARTET

HANS & OTHMAR BERGER, JOSEF KOLLER Horns
MOZART A Musical Joke & Divertimento No. 17

CD 108 NEILL SANDERS
SCHUMANN Adagio & Allegro SCHUBERT Auf dem Strom BRAHMS Trio

$15 each or 4 CDs for $50 + shipping
Order online and hear samples of Sotone CDs at
www. sotone.com

5418 N. Berkeley Blvd
Milwaukee, WI 53217

414-559~1756
email: info@sotone.com
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2004 IHS Scholarshi

Pro rams

Michael Hatfield, Scholarship Program Coordindto
rfancy Joy, Assistant

Please feel free to copy and post these guidelines

" 2004 Barry Tuckwell Scholarship ||

new scholarship, the Barry Tuckwell Scholarship

Fund, to honor its Founding President and his con-
tributions 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
symposiums throughout the world.

Applicants age 18 and older as of January 1, 2004, and
who will not yet have reached age 25 by January 1, 2004, may
apply to attend any 2004 masterclass or symposium 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.

A complete application will include 1) a completed
Tuckwell Scholarship Application, 2) three copies of two brief
essays, 3) three copies of a cassette tape recording, and 4) two
letters of recommendation and assessment of need. The
English language must be used for the application and all
supporting materials. All application materials must be re-
ceived by March 1, 2004. Application materials will not be
returned.

The IHS reserves the right to cancel or withhold to award
if conditions so warrant.

The International Horn Society has established a

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 [HS website, <www.hornsociety.org/NEWS/
announcements/tuckwell_scholarship.html>.

| IHS Symposium 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. Each of the scholarships has differ-
ent requirements, described in the paragraphs below, and
interested students are encouraged to submit applications for
whichever scholarships seem most appropriate for them.

All scholarship winners will be expected to attend the
36th International Horn Symposium, July 24-30, 2004, in
Valencia, Spain, and will be honored at the symposium ban-

quet. Previous IHS scholarship winners are not eligible to par-
ticipate in the same scholarship competition.

” 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, estab-
lished this scholarship as a memorial to their son. A biography
of Jon Hawkins appears on page 108 in the October 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 THS Symposia, 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 twen-
ty-fourth birthday by June 2, 2004, may apply for up to $1,500
(US) to be used for the registration fee, room, board, and trav-
el costs to the 2004 THS Symposium. One or two of these
scholarships are available each year. The winners will be
selected on the basis of (1) performance ability, (2) a demon-
strated need for financial aid in order to attend the up-coming
symposium, and (3) personal motivation. In addition to the
cash prize (awarded as a reimbursement at the symposium),
the scholarship winners will receive instruction from at least
one Symposium artist in the form of a private lesson and/or
masterclass, give a solo performance at the Symposium, and
receive an autographed copy of Werner Pelinka’s Concerto for
Jon. The International Horn Society reserves the right to can-
cel the competition or withhold one or more awards if, in the
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opinion of the judges, conditions warrant such action.

Each applicant will be asked to prepare three short essays
and supply three copies of a tape recording including at least
two contrasting works that represent a range of the appli-
cant’s performing abilities. The English language must be
used for all written information accompanying the applica-
tion. The judges for this year’s competition are Kimberly A.
Reese (chair), John Wates, and Ab Koster. Students who have
studied with any of the judges listed above in the last five
years are not eligible for this scholarship. Application forms
may be obtained online at <www.hornsociety.org/
EXTRA /Hawkins_Description.htm> , 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,
2004. Hawkins winners are ineligible to participate in the
Farkas competition.

IHS Scholarship Programs @

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 immediately to the applica-
tion 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 Award

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 36th Interna-
tional Horn Society Symposium in Valencia, Spain, July 24-30,
2004, and each winner will also receive a private lesson from
a member of the IHS Advisory Council at the symposium.
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, 2004.

b. Write a short essay (at least one page long) describing
the importance of the horn in his or her life. The English lan-
guage must be used for all written information 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. Parent/Guardian letter must
include permission to attend the Symposium if the applicant
is under the age of majority.

d. Include his/her name, address, and telephone number
with the application.

2. Winners will be chosen on the basis of their applications
and indication of financial need.

3. Application letters with supporting material must be re-
ceived no later than April 15, 2004.

4. Winners will be notified by mail no later than May 15. The
$200 (US) awards will be sent directly to the symposium host

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 symposiums. Two
awards of $200 (US) each will be granted at the 2004
Symposium, one for the winner of the high-horn audition and
one for the winner of the low-horn audition. Participants may
compete in both high- and low-horn auditions. The 2004
Symposium will take place in Valencia, Spain, July 24-30.
Registration for the orchestral competition 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 2004
IHS Symposium. Current registration will be checked at the
Symposium.

Repertory

High horn (first horn parts unless noted):
Beethoven Symphony No. 6, mvt. 111

Beethoven Symphony No. 7, mvt. I

Brahms Symphony No. 3, mvt. III

Ravel Pavane pour une infante défunte

Strauss, R. Till Eulenspiegel, 1st & 3rd 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

Beethoven Symphony No. 9, mvt. III, 4th 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, 8th horn
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Adjudication

The competition will be judged by a panel of individuals rec-
ognized as leaders in the field of teaching and performance on
the horn. The names of the judges will not be announced until
the end of the competition. Judging will be based solely on the
live performances. The IHS reserves the right to cancel or
withhold one or more of the awards if conditions so warrant.

IHS Scholarship Programs

Finalists for the 2004 Farkas Performance Awards will
receive the opportunity to perform on a recital at the 36th
International Horn Symposium, to be held July 24-30, 2004, in
Valencia, Spain. Up to five winners of the preliminary compe-
tition (selected by a taped audition) will receive a refund of
their 2004 Symposium registration fee and $150 (US) to help
defray the cost of room and board while at the Symposium.
The final competition will be a live performance held at the
2004 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, 2004. Proof of age will be
required of all finalists.

Preliminary Audition

All applicants must submit a recorded performance of not
more than thirty minutes on one side of a tape cassette (cas-
settes will not be returned). Application requirements are as
follows:

1. The cassette must be unedited and of high quality, with the
appropriate Dolby noise reduction (if any) indicated on the
cassette.

2. All of the recorded works must include piano accompani-
ment.

3. The cassette should include the following music in the or-
der 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 1st & 2nd mvts OR 2nd & 3rd mvts)

4. All application materials are to be mailed to the following
address:

Milan Yancich

14 Woodland Terrace

Lake Placid, NY 12946
5. All applications for the 2004 Farkas Performance Awards
must be received by Milan Yancich no later than April 15,
2004. The finalists will be informed of their selection for the

Symposium recital no later than May 15, 2004. Any applica-
tions received after the listed deadline or not fulfilling
therepertoire 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 number,
{(d) FAX number, if available, (e) 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 taped per-
formances will be chosen to perform at the 2004 International
Horn Symposium. The finalists will pay their own expenses
to attend the Symposium. The refund of the registration fee
and the $150 (US) expense allowance will be given to each
finalist during the symposium. 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 competition.

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 2004 Symposium. All prize money
will be presented to the winners during the week of the 2004
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.A

Ccming Horn Call Articles:

Pedagogical Survey of the Modern French Etude by Sion M.
Honea

Flutter-tonguing by Sion M. Honea

Building Endurance for The American Horn Competition by
Thomas Jostlein

The Concerto for Horn and Orchestra by Samuel Adler by
Charles Gavin

The Wagner Tuba, Part 8 by William Melton

William Robinson: The Architect of the International Horn
Workshops by Sabrina Bonaparte

Remembering John Barrows by Milan Yancich
Alfred Brain by Leighton Schmid

A Chronology of Pedagogical Material for Horn Prior to 1900
by Doug Hegeman
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We’re listening to you. Every player’s dream is to own a horn that ‘plays by
itself”. What does that mean? Most horns amplify the energy of your lip vibrations
most strongly in the mid range of the instrument, not where you need help the
most; the upper and lower registers. We've finally discovered a way around this.
Our new double venturi leadpipe system, partially cross-sectioned above, amplifies
more strongly than any current design above and below the mid range. The graph
above illustrates this phenomenon clearly. It represents a measure of impedance
(Z), or ‘resistance’, of the open horn; the characteristic acoustic signature of any
musical instrument. You can easily see the ‘boost’ in the amplification above and
below the mid range. This is just one of many innovations available exclusively on
Lawson horns.

Forging technology into sound
P.O. Box 38, Boonsboro, Md 21713
d WA a'n 301-733-6393 Email - 76462.1343 @ compuserve.com

www. lawsonhorns.com
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Furthering the Art

A Jupiter Commitment \

bk

The Jupiter 9521 Mainz Model

www.jupitermusic.com
PO Box 90249 . Austin, TX 78709-0249

HORN «¢ f/wJ%m:y @Wm‘ School 0me‘c

Faculty Members Include...
Smith

William '
Caballero — ¥ - :
Principal, | ' Assistant Principal,

' 5
Pittsburgh Symphony Orchestra ! ~ —4; Pittsburgh Symphony Orchestra

Zachary

;Cit}f:)?:: ;gizzzig?idﬁ::\tgi:ator for Music Enrollment @ D U Q U E S N E
Duquesne University e Pittsburgh, PA 15282 ¢ (412) 396-5983 U N IV E RS I TY

E-mail: jordanof@duq.edu ® Web: www.music.duq.edu
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LAWRENCE UNIVERSITY

CONSERVATORY OF MUSIC

A conservatory of music within a college of the liberal arts and sciences,
in its second century of educating students for careers in music

Bachelor of Music degree in performance,
music education, and theory/composition

Bachelor of Arts degree in more than 30
academic disciplines

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

Scholarships up to $10,000 per year;
average need-based financial aid award
for incoming freshmen exceeds $20,100

Brass Faculty

Trumpet: John Daniel
Horn: James DeCorsey
Trombone: Nicholas Keelan

Tuba and Euphonium: Marty Erickson

For further information, please contact:
Conservatory Admissions

Lawrence University

P.O. Box 599, Appleton

Wisconsin 54912-0599

888-556-3952

www.lawrence.edu * excel@lawrence.edu
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Cordless, Rechargeable Music Stand Lamp

- 30,000 hour full spectrum light
- rechargeable battery pack

- built-in charger

- AC adapter

- padded carry case

KENDALL BETTS HORN CAMP
CAMP OGONITZ
LYMAN, NEW HAMPSHIRE
JUNE 12-27. 2004

TENTH ANNUAL UNIQUE SEMINAR and RETREAT

INTERNATIONALLY ACCLAIMED PROGRAM for AMATEURS,
PROFESSIONALS, COLLEGE and HIGH SCHOOL STUDENTS

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
ORCHESTRAL REPERTOIRE and RECITAL PREPARATION
INDIVIDUAL INSTRUCTION and MASTER CLASSES
PUBLIC RECITALS and ENSEMBLE CONCERTS

P

S L
Put more light on your music’
- Superior illumination

ALL UNDER the GUIDANCE of a WORLD CLASS FACULTY CHAIRED by

KENDALL BETTS, PRINCIPAL HORN of the MINNESOTA ORCHESTRA - Baﬂ‘ery and AC operaﬁon
S B g B e
RUSTIC FACILITIES and GREAT FOOD in an IDYLLIC, COUNTRY SETTING J / : PRI A

ALL HORN PLAYERS AGE 15 and OLDER ARE WELCOME to APPLY ’ i SR ;
1t : ¢ TM e
L4 = + -
PLEASE VISIT our WEBSITE for DETAILED INFORMATION about KBHCand c - t l h t n
the SCHOLARSHIP COMPETITION for STUDENTS, age 15-24 oncer |

www.horncamp.org End eyestrain and see the music clearly!

or contact:
KENDALL and ANNA BETTS

4011 ROANOKE CIRCLE, GOLDEN VALLEY, MN 55422.5313 ORDER ON LINE OR BY PHONE:

TEL: (763) 377-6095 FAX: (763) 377-9706 E-MAIL: HORNCAMP®@aol.com
www.lampcraft.com or 1.800.277.5527

INDIANA UNIVERSITY

School of Music
College Audition Preparation

Grades 10-12

M. Dee Stewart, Director - n""' _ l\-"EICHAEL HATFIELD is Professor
July 24-31, 2004 - R ‘l: ] of Music and Ch;nr_ of the Brass
’ o | Department at the Indiana University
A workshop for high school brass, percussion, and woodwind players P '.SChDOl .o.f Music. Fo‘rm'er BOSHOTSS
e : “.  include 23 years as Principal Horn of
who are planning to apply for entrance to college music programs. i) . 3 e (_'in-:ingnti S}-‘mphoml'J Orchestra
Learn how to select repertoire, control pct’form;mcc anxiety, develop _,'.:.:i.';' “ adjunct Professor and Chair of the
performance and interview skills, and make the best impression ar - " Brass, Woodwind, and Percussion
auditions. Faculty will demonstrate proper performance techniques in Division at the College-Conservaory of Music at the University
individual lessons and faculty recitals. Each student will be of Cincinnati, and memeber of the Cincinnati Woodwind
individually counseled following mock auditions. Quintet (Principal Players of the Cincinnati Symphony). He
. was co-principal horn of the Aspen Festival Orchestra and
Gerald Carlyss Faculty PerCUSSEon faculty 0[—;' the )}f\spen Music Festivali for 17 years and has played
Andrew J. Cirone Percussion Principal Horn of the Santa Fe Opera. As faculty member of
Michael Hatfield H,D"' the Grand Teton Orchestra Institute, he also played with the
HD“‘:ard Klug . CIa".“et Grand Teton Festival Orchestra. ;
Daniel Perantoni Tuba/Euphonium Currently a member of the Advisory Council, he has
Thomas Robertello Flute been a soloist at the 1983 and 1985 International Horn Society
John Rommel Tru"!pet Conventions and has appeared regularly at the national and
M. Dee Stewart Trombone/Euphonium regional conventions. 5
Kim Walker Bassoon 2 ;
Thomas Walsh Saxophone

Office of Special Programs, IU School of Music, Bloomington, IN 47405
Email: musicsp@indiana.edu; Phone (812) 855-6025; Fax (812) 855-4936; www.music.indiana.edu/som/special_programs
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Playing! With Ease

Dr. Paul Stevens

suddenly you come across a spectacular coastline or a

soaring, craggy peak that leaves you breathless, there
is a burning inclination to share the experience with someone.
Usually, it’s impossible to duplicate. A picture never does it,
and even if you drag a friend along a half-hour later the sun
is behind a cloud, or they’re under one, and it’s never the
same.

Trying to share your one-on-one experience with a pri-
vate teacher is similarly difficult. Since good teachers usually
adjust to our individual styles and needs, what is sauce for
the goose is not always interesting to the gander. However,
since playing with ease is a goal shared by everyone, I
thought it might be useful to share my experiences studying
with the great Arthur Krehbiel.

Krehbiel, or “Dave” as he asked us to call him, was
always explaining his quiet conviction that playing should be
easy. Easy, I thought? What about all those years sympathetic
people kept pitying me; “ah, you
play the French horn, that’s the
hardest instrument”, or the
would-be comedians who said;
“you know how to make a trom-

If you have ever taken a solitary walk, a walk where

the ease of motion through the registers meant you were in
the sweet center of each note. A wonderful by-product of this
flexibility was endurance, because centering cushioned the
rim away from the teeth.

This explained another mystery. Dave simply did not
warm up. He wasn’t crushing his embouchure, so his flexibil-
ity carried to the next day. Needless to say, this was a new
concept for me. I was always one of those half-hour to forty-
five minute guys, a middle-down, middle-up, don’t-go-into-
the-high-range-too-soon kind of guy. For Dave, it was buzz
the mouthpiece, do a glissando or two, and let’s play
Bruckner.

Soon I began to see my warm-up as a crutch. It was less
what Farkas described as “getting the muscles ready for the
day,” and more to reassure and reestablish what I perceived
were my areas of insecurity.

Dave’s approach to this tendency was two-fold. First and
foremost, he felt I was too horn-focused and not enough

music-focused. His constant

“Visualize two sheets Of metal,” he Sﬂid, phrase was “musical solutions
“with three ball bearings in between. Often fix technical problems”. He
Take the three balls and label them air,

rad me wuse an emotional
approach to the music. In the

bone sound like a horn? Stuff a  byzz and resonance. If all three are pres- Siegfried Call he would point out

rag in the bell and miss a lot of
notes!”

ent, the two metal sheets move freely,

the power of the rhythmic unit,
rather than focusing on the tech-

As if the concept of playing but take one, two or three bearings nical leap of a fifth to the “g.” By

easily wasn’t enough to handle,
one day Dave told me to stop
practicing so much. “Less prac-
tice?” I quipped, “what’s this, malpractice?” In the end the
joke was on me, because it became clear the harder I worked
the more effort and strain could be heard in my sound.

Try as I might, I couldn’t seem to get it. Week after week,
with patience I appreciate all the more now, Dave would use
different approaches with the same gentle admonition; “play-
ing is easy, you don’t have to work so hard.”

Struggle versus ease, it always came down to that.
Recently, I took my two children, who are seven and nine, to
our municipal pool. At the pool they have an activity called
the “Lily-Pads,” which are slippery plastic discs anchored by
single chains. To cross a series of them without falling takes
good coordination and timing. As I watched, most kids would
twist side-to-side and grapple with the overhead rope, strug-
gling desperately not to slip off. Some would even lose the
battle, hilariously plunking in. Yet there were others who, by
stepping just so and barely touching the rope, crossed effort-
lessly.

I found myself mesmerized by the artistry of those few
who could do it. It dawned on me that the lily pads were like
individual notes. As in the mouthpiece, there is a precise spot
to “step” or we're headed for the pool. Best of all, stepping, or,
focusing the buzz just right meant an easier and more efficient
way to play.

The key for Dave to diagnose such efficiency was always
the glissando. By moving up and down within a glissando,

away and it grinds to a halt.”

honoring the hierarchal stress of
the unit, the “g” bounced out as if
by magic. The magic, actually,
was the act of placing the music above the horn in impor-
tance. In the same example, the ending high “c” was far hard-
er if I dwelled on horn difficulties instead of creating an excit-
ing climax. To me, the most startling lesson was to realize
there were no high notes, only notes that served the intent of
the composition.

The other cornerstone of Dave’s approach was getting
everything working physically. He was helping me lose my
good Germanic sweat-and-toil work ethic, but I still was not
letting go all the way. To get me over that last hump, he cre-
ated an analogy.

“Visualize two sheets of metal,” he said, “with three ball
bearings in between. Take the three balls and label them air,
buzz and resonance. If all three are present, the two metal
sheets move freely, but take one, two or three bearings away
and it grinds to a halt.”

The idea was to have all three “balls” in play and juggle
them without extreme effort. The first two concepts, air and
buzz, were understandable, yet there was improvement need-
ed. Since good use of air and buzzing can be defined as play-
ing with an automatic, focused, unobstructed and deeply
placed air-column, I had to discover and remove those phys-
ical (and mental) obstacles before I could proceed to the final
ball-bearing; resonance.

Resonance was Dave’s most revolutionary concept. It can
be boiled down to the old Jimminy Cricket line, “give a little
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Playing With Ease

whistle.” At last, I exulted: here’s the secret! Playing the horn
is just like whistling! What could be simpler? The pitch can
move, but the lips didn’t have to, providing the optimal play-
ing position in all registers.

Now that I had this apparent secret, I seemed literally on
easy street. But having the air, buzz and resonance working
simply allowed me to focus on a new set of challenges. No
matter what the freedom was in moving through the regis-
ters, what about everything else, including that other trilogy:
intonation, rhythm and phrasing? The cliché is the more you
learn, the less you know. With the horn, the opportunities for
improvement are seemingly endless, but the daily challenges
are also our great reward.

In this case, Dave had given me a choice; either take the
clenched body-builder approach, getting stronger through
much effort, wasting energy and even risking pain and injury,
or relaxing and coaxing the beautiful tripartite coordination
that leads to easier playing. Though not a cure-all, Dave’s
teaching of the air, buzz and resonance allowed the freedom
to be musical, rather than spending one’s finite strength
muscling the notes.

Recently, a colleague turned to me and said, “you own
that piece; you make it sound so easy.” That was sweet to
hear. Of course, the irony lies in all the years I worked so hard
to make it easy. The truth is, we are not meant to suffer; it real-
ly should be effortless. My philosophy has evolved from
Dave’s teaching so long ago; always aim for freedom and
ease, and you will find a way to make the horn work, thank-
fully without working too hard yourself!

Dr. Paul Stevens teaches horn at the University of Kansas,
where he plays with the Kansas Brass Quintet and the Kansas
Woodwinds. He is in his tenth season as Principal horn of the
California-based Mozart Classical Orchestra and his fourth as
Principal of the Kansas City Ballet Orchestra. During over a decade
of recording in Hollywood he realized a dream by playing on many
episodes of the Star Trek television shows and films. Symphonic
appearances have included the New York Philharmonic, the
Symphonies of San Francisco, Houston, Oregon and Kansas City
and the Los Angeles Opera, Los Angeles Master Chorale and
Hollywood Bowl Orchestra. Paul is a Featured Artist of the San
Luis Obispo Mozart Festival and a Permanent Member of the
Martha’s Vineyard Chamber Music Society. His principal teachers
were Arthur Krehbiel, Myron Bloom, Richard Todd and Brian
O’Connor.
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REPAIRS & RESTORATIONS
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CUSTOMIZATION
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Addiess: 7 rue Michel Chasles 75012 Paris

Tel.: +33(1) 43 46 80 53
Fax: +33(1)40 19 99 81
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The Knopf Horn Dynasty

An Interview with Christian Knopf
Richard V. West

picturesque region of Saxony called the Vogtland.
With a population of about 7,500 inhabitants, it is
the center of an area that has been dubbed the “music corner”
(Musikwinkel) of Germany and boasts over ninety instrumen-
tal workshops ranging in size from a single craftsman to large
firms that manufacture a wide variety of stringed instru-
ments, woodwinds, brasses, strings, bows, cases, and acces-
sories. Recently, in an analogy to the term “Silicon Valley”
(used to describe areas that concentrate on computers and
electronics), the Markneukirchen area has adopted the name
“Musicon Valley.” Complementing the music instrument
industry is an outstanding museum with a collection of about
3,000 musical instruments and documents (Musikinstrumenten
-Museum Markneukirchen), a department of the West Saxon
College devoted to musical instrument construction leading
to a diploma (Westsichsische Hochschule Zwickau), and an insti-
tute for research in acoustics, tone, and technical issues in the
nearby town of Zwota (Institut fiir Musikinstrumentenbau).
For horn players, two names associated with
Markneukirchen stand out: Knopf and Hoyer. Interestingly,
these two marks represent the extremes of horn production
today. “Meister Hans Hoyer” horns are produced by the
Vogtlandische Musikinstrumentenfabrik (VMI), a large con-
cern of about 200 employees that manufactures various lines
of brass instruments. VMI opened a new plant in 1994 reflect-
ing modern production line techniques, while still utilizing
some aspects of hand craftsmanship. The firm of Herbert Fritz
Knopf, on the other hand, has retained the older workshop
traditions, with a single master (in this case, Christian Knopf)
; Tt g creating
entirely hand-
crafted instru-
ments  from
start to finish.
M any
observers of
the  musical
scene consider
single-person
workshops  as
an endangered
species, so it
was particular-
ly interesting
for me to visit
the town of
Markneu-
kirchenin May
2002 in order
to interview
Christian

The German town of Markneukirchen is located in a

Christian Knopf (b. 1959) in his workshop,
Markneukirchen, Germany, May 2002.

Knopf, the sole proprietor of the Herbert Fritz Knopf firm.
In order to understand how deeply entwined the Knopf fam-
ily is in the development of the music instrument industry of
this area, a little history is in order.

Markneukirchen and the surrounding area form a trian-
gular peninsula surrounded on two sides by Bohemia, part of
the present Czech Republic. This geographic situation was of
great significance in the founding of the 350-year tradition of
instrument making in Markneukirchen. At various times,
beginning at the end of the Thirty Years War in the mid-
seventeenth century and continuing through the eighteenth
century, Bohemian Protestants were expelled from their
homeland and sought refuge in nearby German lands. (The
Peace of Westphalia that concluded the Thirty Years War in
1648 and divided Germany into Catholic and Protestant areas.
had established Saxony as a Protestant state.) Many of these
exiles settled in Markneukirchen and the adjacent areas of
Klingenthal and Schéneck in Vogtland.

Among the expellees that settled in Markneukirchen were
West Bohemian violinmakers from the town of Kraslice
(Graslitz). They prospered, and by 1677 twelve “honorable
and ingenious” luthiers from Markneukirchen were granted a
violinmakers guild charter and seal from the Elector of
Saxony, the first in Germany. Horns began to be made in
Markneukirchen from 1755, when one Isaak Eschenbach, who
had learned his trade in nearby Leipzig, established a
workshop. By 1800 there were eleven horn makers actively
working in and around Markneukirchen. They eventually
joined with whistle makers to form their own guild.

The activities of the Knopf family in Markneukirchen
date to 1780 when Christian Wilhelm Knopf (1767-1837)
opened a violin and bow making workshop. His son
Christian Friedrich Knopf (1815-1897) and grandson Heinrich
Knopf (1839-1875), who was called “the German Tourté,”
continued this tradition. The first Knopf to be involved with
brass instruments was Christian Heinrich Knopf (1831-1914)
who founded a workshop in 1852. From this workshop came
the two horn marks that we know today, August Knopf and
Herbert Fritz Knopf. Both workshops developed a compre-
hensive line of horns, both single and double, based on
proprietary designs that reflected the overall advances in
horn design in the early twentieth century. The August Knopf
firm, now closed, was perhaps the more adventurous, devel-
oping a double horn model in which the Bb valve slides were
located above the F valve slides for ease of access.
Additionally, the August Knopf firm worked with Hermann
Prager in the 1930s to build several versions of a complex
omnitonic horn (see R. Morley-Pegge, The French Horn, pp.66-
67 for more information about Prager horns). To understand
the rather complex evolution of these two horn-making work-
shops in the twentieth century, please refer to the illustrated
family tree.
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Knopf Horns
A Family Tree

Christian Heinrich Knopf (1831-1914)
[‘ounded a hrass instrument workshop in
arkneukirchen in 1852,

Heinrich Knopf (1865-1947)
Son of Christian Heinrich. Established the
firm August Knopf to manufacture
hormns in January 1893.

Kurt Knopf (1900-1943) Herbert Fritz Knopf (1894-1969)
Younger son of Heinrich August. Elder son of Heinrich August.
Assumed leadership of August Knopf™ Established his own workshop,
workshop in 1926, Herbert Fritz Knopf, in 1919.

Edgar Knopf (b. 1928) Johannes Knopf (1929-1981)

Son of Herbert Fritz. Assumed
Son of Kurt. Led August Knopf f
workshop until retirement in 1997, leadership of Herbert Fritz Knopf

at which time the firm closed. workshop upon death of father.

Christian Knopf (b. 1959)
Son of Johannes. Currently
leads the Herbert Fritz Knopl
waorkshop.

Knopf horns: A family tree.

The following interview was conducted in German with
Christian Knopf at the Herbert Fritz Knopf workshop, locat-
ed at 12 Bismarckstrasse in Markneukirchen, on May 29, 2002.
I have translated and condensed it with Mr. Knopf’s permis-
sion.

Richard West: Mr. Knopf, you are the fifth generation horn maker
in your family. How did the tradition start and how did you get
your training?

The Knopf brothers Kurt (left) and Herbert (right) rolling
metal sheet in the August Knopf workshop, about 1918.

]

Christian Knopf: It's complicated. My ancestors began as
stringed instrument makers in the eighteenth century and it
wasn’t until the mid-nineteenth century that a Knopf became
interested in building brass instruments. That was Christian
Heinrich Knopf, and he made brass instruments, but not

The Knopf Horn Dynasty

Herbert (left) wrth his fathu Heinrich August (seated),
about 1918.

\ under his
¥4 name. They
[ were made
¢ for music
shops to sell
. under vari-
ous names.
His son,
Heinrich
August
Knopf, how-
ever, set up
his own
= workshop in
1893 to make
horns under
the name
August
- Knopf.

Heinrich
August had
two sons,
Kurt and
Herbert, who
both worked

Herbert Fritz Knopf {1894 1'969) in h;s work-
shop, about 1960(?). He is working on a Knopf
Model 6, Bb single horn with combined A/stop in the August
fourth valve. Knopf work-

shop.
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The Knopf Horn Dynasty

Herbert Fritz Knopf workshop sign.

August Knopf workshop sign.

Kurt eventually took over the August Knopf workshop
while Herbert, my grandfather, established his own work-
shop in 1919.

Originally, both workshops operated out of this building,
but after a few years, Kurt moved the August Knopf work-
shop a few blocks away from here. Kurt was lost during
World War II and his son Edgar ran the August Knopf work-
shop until his retirement just four years ago.

That building now houses a bakery, but the August Knopf
sign is still there.

My grandfather lived until 1969 and was succeeded by
my father, Johannes.

I began working in the firm in 1979 after completing mil-
itary service and two years of apprenticeship. Unfortunately,
my father died suddenly in 1981 and I had to take over the
firm. Fortunately, a master instrument maker in the shop had
worked with my grandfather and father for thirty years. He
was able to show and teach me many of the things that my
father would have. The family horn making tradition was
preserved, but much of the informal family and firm history
was lost with my father, who had not written it down.

RW: Do you play the horn?

CK: I did, but I'm no longer active. I played in an orchestra
here in Markneukirchen until my father died in 1981. After
that, there wasn’t any time to keep up my playing.

Johannes Knopf (1929-1981) in his workshop, about 1970(?). He

is working on a Knopf Model 14, F/Bb compensating double horn

with an E-A/stop valve. On this model, the slide has to be pulled
out for stopping on the Bb side.

RW: What kinds of horns are you building now? Your 2001 catalog
lists three single Bb horn variants, two F/Bb compensating doubles
and two full double horn variants, and an F/Bb double Wagnertuba.
What is the current market for horns?

CK: My horns are basically made on demand. The market in
Germany for my horns is rather limited. They are expensive,
professional instruments that a student or amateur player
normally can’t afford. Since the unification of Germany
twelve years ago, most of my customers have come from out-
side Germany, right now primarily Japan. Someone there is
actively importing and selling them. However, 1 am also
delivering horns to good customers in Holland, Sweden, and
Taiwan. I haven’t yet become known in the American market,
although my grandfather shipped a good many horns to the
United States in the 1930s. Unfortunately, because of the war
and then forty years of communism, we lost all our contacts
in the West. Perhaps they believe we don’t exist anymore.

RW: Have you thought of advertising?

CK: Yes. I was planning to put a small notice in the Horn Call,
but a comical thing happened: somehow, my check got lost in
the mail. It never arrived in America. We tried to trace it
through the various banks, but it didn’t turn up and I haven't
gotten around to trying again.

RW: Were you nationalized when this area was part of the German
Democratic Republic?
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CK: No, we were too small. We had fewer than four people
working here, so we could remain a private operation.
However, we could not sell our horns directly. A government
agency controlled our sales and export, so most of the horns
made during that period remained in East Germany or went
to countries that were part of the Soviet bloc. Some horns
were sold in the West by the government export agency, for
hard currency, but we were paid a contracted amount in East
German marks. Now, it's very easy. A customer contacts me,
orders a horn, I build it, and ship it to them directly.

RW: What is the actual time that it takes you to build a horn?
CK: About three weeks, or perhaps a little longer, depending
on the horn. Of course, if I have a backlog of orders, the wait-
ing time for the customer could be longer. All of the models
that I currently offer, the compensating doubles and the full
doubles, were developed by my grandfather. He was among
the first to offer horns with screw bells in the 1930s when they
weren’t as common as they are now. In
fact, he even made trumpets with detach-
able bells! In any event, most of my
customers order screw bell models. Screw
bells also make shipping and repairs eas-
ier. A customer doesn’t have to send me
the entire horn if just one part needs
work.

RW: Your horns are entirely hand made? did.

CK: Yes, here in the workshop. Only two

parts are fabricated outside. One is the valve section, which is
produced in Markneukirchen to my specifications by
Dreier, who hassupplied us for years. The other part is the
bell. I keep the mandrels and my grandfather’s patterns for
the bells right here in the workshop. I cut the sheet metal pat-
terns and have the bells formed over my mandrels in another,
larger workshop. Rather than use hydraulic tools to form the
tubing, as is done now in the big facilities, I still pour molten
lead into the tubing and then shape it in jigs the way my
grandfather and father did.

RW: In your current catalogue, you describe your Model 16 full
double horn as “the famous Knopf model” (das beriihmte Knopf-
Modell). This is the model that has the F/Bb change valve located
below the valve section.

In the United States, this layout was made popular by the
Chicago horn maker Carl Geyer, and it is often called the “Geyer
wrap” in the U.S. to distinguish it from horns that have the F/Bb
change valve ahead of the valve section, sometimes called the
“Kruspe wrap.” Versions of the Knopf/Geyer model are or were also
made, to name a few, by Yamaha (YHR667), Gebriider Alexander
(Model K), and even here in Markneukirchen by VMI as a Canadian
Brass model. Do you know the origin of this design?

CK: Unfortunately, I don’t. My grandfather developed this
layout very early in his career, but I don’t know if he origi-
nated it or just improved an already existing design. As I men-
tioned, my grandfather did not keep much in the way of writ-
ten records about how his designs were developed and my
father died before he was able to record most of what he knew

Rather than use hydraulic
tools to form the tubing, as
is done now in the big
ities, I still
lead into the tubin
then shape it in jigs the way
m% grandfather and father

The Knopf Horn Dynasty @

The Knopf Model 16 full double F/Bb horn, as illustrated in a
pre-World War 2 Knopf catalogue.

about the firm’s early years. So there is no way I can say who
produced this design first. I do know that many players pre-
fer this layout and it is often requested.

RW: I don’t see a triple horn in your cata-
logue.

al‘?l- CK: I don’t make a triple horn, because
fubis afxg there doesn’t seem to be much demand

for them here in Germany. My customers
seem to prefer the standard double horn.
Unless you really need and use the high
F side regularly, the extra weight of a
triple horn isn’t worth it.

RW: Are you working on anything new?

CK: Yes. At this moment, I'm making a Bb/High F horn,
based on my grandfather’s designs and patterns. He offered
them in the 1930s, but they have been long discontinued. I've
never made one before and this is for a Japanese customer
who specifically ordered it.

RW: What about the future? Is your son planning to continue the
tradition? His name is Alexander...that must surely be significant!
CK: Alexander is eleven years old. He is learning to play key-
board instruments now and seems interested in the horn, but
still has years to go before he needs to make a decision. I
would never force him to continue the Knopf horn-making
tradition if he didn’t want to. If he did want to, I would advise
him to apprentice in another workshop, perhaps in America,
for a short time in order to get as wide an experience as pos-
sible, both in making instruments and in marketing and run-
ning a business.

Richard V. West studied horn with Arthur Frantz, Sinclair
Lott, and Fred Fox in Los Angeles, later studying in Vienna with
Gottfried von Freiberg. He performed professionally with the
Vancouver Symphony Orchestra, the Oakland Symphony, and the
San Francisco Ballet Orchestra before turning to graduate studies
in art history. He has been curator and director in several American
art museums and is currently Director Emeritus of the Frye Art
Museum in Seattle. He continues to play the horn and is interested
(as one can see) in its history and its makers.
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~ The Hom Call Revisited

Editor's Note: As we approach thirty-five years of articles in The
Horn Call, many have made a positive impact on us individually
or collectively. Here is a reprint of an article from the Spring 1974
(Vol. IX, Nr. 2) issue. The suggestions below by Stephen Seiffert
have been invaluable to me and my students, especially when
testing horns. Please recommend articles that you found valuable
from past issues!

TUNING THE DOUBLE HORN
A Practical Approach
Stephen L. Seiffert
London, Ontario
Canada

ne of the biggest problems facing a young horn play-
er and his non-horn playing band director is the tun-

ing of the double horn. The double horn has eight or
more slides, which must be properly adjusted before the
instrument can be played in tune with itself or with other
instruments.

Experienced horn players tune their horns by trial and
error, adjusting the slides when they notice discrepancies in
intonation. The process takes quite a while and the slide posi-
tions continue to fluctuate until the player achieves a satis-
factory compromise.

There are two factors in this compromise: 1) due to the
basic nature of brass instruments it is necessary to rely on the
notes of the natural harmonic series for a great number of
pitches. The notes of this series are frequently at odds with
the equal tempered scale and therefore an equal tempered
brass instrument is not possible. 2) The valve system in use
today consists of a set of dependent valves, which serve to
add tubing to the basic instrument. This additive process
works well when the valves are used separately, but when
they are combined, a problem develops. Valve slide lengths
are in a fixed proportion to the length of the whole instru-
ment. When the instrument is lengthened through the use of
another valve, this proportion is lost.

Since the experienced horn player has worked out the
compromises on his instrument it is usually possible for him
to pick up another instrument and tune it in much the same
way his own instrument is tuned using his ear alone. Most
students' horns are tuned in this manner. But what of the
horn student who is not in regular contact with an experi-
enced player? The following is a procedure for tuning the
double horn, which can be done by anyone who can play the
horn (even in a modest way), and is simple enough for a
Junior High School student to understand.

Step 1) Tune the open Bb horn to a reliable pitch source by
matching the horn to the source on eitherg

if the source is a piano or E

if the source is a Bb tuning bar or electronic tuner.
Be sure to adjust only the main tuning slide when doing this.

Step 2) Match the pitch of the F horn to the pitch of the Bb

horn by playing E

on the two horns and adjusting the F horn tuning slide
until the two pitches match. (Note; On horns with Bb tun-
ing slides it may be necessary to pull out this slide before
it will be possible to match the two horns. When this is
necessary, Step 1 should be repeated.)

=

open on the F horn and then with first valve on the F
horn, adjusting the first F horn valve slide until the two
pitches match.

Step 3) Play

Step 4) Match the pitch of the Bb horn first valve to the pitch
of the F horn first valve by playing

on the two horns and adjusting the first
Bb horn valve slide until the two pitches match.

&=

d

Step 5) Play

open on the F horn and then with first and second valves
on the Bb horn, adjusting the second Bb horn valve slide
until the two pitches match.

Step 6) Match the pitch of the F horn second valve to
the pitch of the Bb horn second valve by playing

on the two horns and adjusting the second F horn
valve slide until the two pitches match.

&=

with second valve on the F horn and then with second
and third valves on the Bb horn, adjusting the third Bb
horn valve slide until the two pitches match.

Step 7) Play

Step 8) Match the pitch of the F horn third valve to the pitch
of the Bb horn third valve by playing E

on the two horns and adjusting the third F horn valve
slide until the two pitches match.

It is important when matching pitches with two different
fingerings to avoid compensating for the difference in resist-
ance of the two tube lengths by altering the pitch when the
resistance changes. The best way to do this is to play a steady
tone and change the fingering back and forth about twice a
second. Using this approach, any discrepancy between the
resulting pitches will be due to the tube length and not tube
resistance. When the experienced horn player tries this tun-
ing he will no doubt find that in some ways it does not suit
his needs. Its usefulness, however, lies in the fact that any
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horn player, regardless of experience, can tune his horn in a
few minutes. If this is not sufficient reason for adopting this
method, there is also ample acoustical justification for its use.

ACOUSTICAL JUSTIFICATION

Despite the fact that wind instruments are basically tuned
to Equal Temperament, harmonic intervals produced by these
instruments are most satisfactory when tuned in Just
Intonation. This is particularly true of the intervals of the
fourth and fifth. Out of tune thirds and sixths do not produce
beats nor do seconds and sevenths. Furthermore, because the
fourth is the inversion of the fifth, it is not important in the
determination of a tuning system.

Within the range of the horn where tuning is critical,
small g to ¢””, there are 23 fifths. (Below small g the notes are
so flexible that the player must tune them with his ear.) Of
those, 10 will be Just fifths no matter how the instrument is
tuned because they are played on harmonics, which are at a
ratio of 3:2 and therefore are Just fifths by definition.! These
are:?

i
e v'E

g

1z
12 .b-ﬁ-

iZ
=2

éb—%ﬁ??ee e 8 &8 &8 &

In adjusting the valve slides as we have, four more fifths
have been made Just, since the valved notes now correspond
to notes on the harmonic series which have a 3:2 ratio. These

are: ? g 9— )

6 6 6 6
Two other fifths are very close to Just, only being off by
the error created by the use of valves in pairs. These are:

- "_:’IZ

The remaining fifths are those which contain notes which
are normally taken on the fifth partial:

In relation to Equal Temperament the fifth partial is very
low, fourteen cents below what it should be for the Equal
Tempered scale. The fifths containing these notes are:

_;_J&_zf_u_tm_tu_ti_f_u.
i v 'l’s g_iv;

These fifths all suffer from the low fifth partial, those with
the fifth partial notes on the top being too narrow, and those
with the fifth partial on the bottom being too wide. These dis-
crepancies are indicated in cents in the chart above. It can be
seen that some of these fifths are no worse than the A-E and
Ab-Eb fifths cited above. This is due to the fact that in these
cases the discrepancies resulting from the use of valves par-
tially compensate for the flatness of the fifth partial.

Out of the 23 fifths then, there are 14 Just fifths, five fair-
ly close to being Just, with only four being quite far from Just
intonation. Any attempt to correct the four out of tune fifths
will, of course, result in disturbing the acceptable ones. One
possible way of controlling the fifths, which contain fifth par-
tial notes would be to take these notes as sixth or fourth par-
tials (using different fingerings).

Using the following fingerings it would be possible to
produce Just fifths in each case:?

For those who are not impressed by the justification of
tuning by fifths, the relation of the Equal Tempered scale to
the scale produced by this tuning system is shown below.4

" _..ﬂ__-(___&ﬂ =ig = _Jﬁ_—:'('_—:é_—i:.!“ﬂ':
3 h#TEzr ope o v He TFe®

(o e arovs afg st StS1

P rahe

In relation to Equal Temperament the compromise pro-
duced by this tuning method is quite acceptable except for
those notes which are normally taken on the fifth partial.5 A
possible solution to the problem of these notes was men-
tioned above, but the fact remains that further adjustment of
the valve slides will not change the flatness of the fifth partial
notes. It will be necessary for the player to make substantial
adjustments of the pitch of these notes as he plays no matter
what the position of the valve slides.

If one is willing to accept the necessity of raising the pitch
of the fifth partial notes and the principle of compromise nec-
essary when tuning a brass instrument, the tuning system
proposed above becomes quite workable and extremely prac-
tical because of its ease of application.

IThis assumes, of course, that the partials produced on the horn agree exactly with
the harmonic series.

2Numbers indicate partials.

3Circled numbers indicate Bb horn fingerings.

“4Numbers indicate cents above or below the Equal Tempered scale.

SBecause of this flatness, tuning on e’ when playing in an orchestra should be
avoided. It would be much better to tune on e”.
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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
Principalifiorn E-mail: otto.horn @t-online.de
Cologne Radio Sy REREARIER http.//www.otto-horn.de

NATURAL HoRN WORKSHOP
June 14 - 19, 2004

Richard M. Seraphinoff, Director

Daily Master Class, Ensembles, Lectures, Two Private Lessons,
Rehearsal Hour With Accompanist

Horns (limited quantity) available for use. Graduate credit available.

For more information, please contact:
Office of Special Programs, IU School of Music, Bloomington, IN 47405
E-mail: musicsp@indiana.edu; Tel. (812) 855-6025; Fax (812) 855-4930;
http:/ /www.music.indiana.edu/som/special_programs
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Join The International Horn

Society!

If you seek to be a horn artist or simply an informed
amateur, membership in the IHS should be a top
priority: the IHS wants to help vou become the hornist
you want to be!

One-year membership*: $35
Library membership: $50
Three-year membership: $90
Life membership: $750

Join at www.hornsociety.org or send your name and
dues, with a permanent mailing address, to:
Heidi Vogel
IHS Executive Secretary
P.O. Box 630158
Lanai City, HI 96763-0158

SUBSCRIBE TO OTHER

Brass Journals:

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

phone/fax: 808-565-7273
e-mail: exec-secretary@hornsociety.org
*Ask for the reduced “club membership” rate when § or more join!

148 West 23rd St #2A
New York, NY 10011 USA
www.historicbrass.org

Yehudi Menuhin
Music Guides

Barry Tuckwell’s acclaimed book, Horn, is now
available exclusively through the International Horn
Society. This book, originally published in 1983 as
part of the Yehudi Menuhin Music Guides series,

has been out-of-print but is once again available.
Order your copy today!

- — PEiCe
! $10.00 softcover e

————— Shipping
$3.00 USA e $5.00 non-USA

—— Multiple Order Discounts ————
5 or more copies: free shipping world-wide
10 or more copies: free shipping world-wide plus 10% discount

Barry Tuckwell

To order, send check in US funds payable to the International Horn Society, international money order,
or VISA/MasterCard number (with expiration date) to:

William Scharnberg, Editor ¢ College of Music
University of North Texas ® Denton, TX 76210-311367 USA

104 The Horn Call/February 2004



\N0,2.0%0,2.0.%0.2.0.90 2 00 2 0,%0.2.0,%0.2.0%0 2. 090 2 050 .. 0,%0 2050 2.0%0 2.0

Snternational Horn Fociety Manuscrgpt Press
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Barton, Todd. Apogee (1992); woodwind quintet.
$12.00 (score and parts)
Basler, Paul. Summer Dances (1987); flute, horn, cello.
$12.50 (score and parts)
Beck, Jeremy. Duo for Horn and Piano (1990).
$12.00 (score and part)
Bialosky, Marshall. What if a Much of a Which of a Wind (1980); horn and
chorus. $5.00 (per chorus score ... one horn part included per order)
Bleau, Kevin. Songs of Nature (1997); horn, voice, piano.
$19.00 (two scores and part)
Busarow, Donald. Death Be Not Proud (1980); horn, voice, piano.
$12.50 (score and parts)
Hill, Douglas. Thoughtful Wanderings (1990); natural horn, tape (CD) or
percussion. $12.00 (score and CD)
Hilliard, John. Love Songs of the New Kingdom (1993); alto voice, oboe/flute,
horn & piano. $44.00 (score and parts)
Jones, Stuart. Variations for Horn and Percussion (1988); horn and two
percussionists. $19.00 (two scores and part)
Kaefer, John. Dialogues for Horn and Piano (1997).
$12.50 (score and part)
Pal, Rozsa. Introduzione e Capriccio per 7 Strumenti (1985); horn, flute,
clarinet, percussion, violin, viola, cello. $33.50 (score and parts)
Pearlman, Martin. Triptych for Solo Horn (1993).
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Rosenzweig, Morris. Delta, The Perfect King (1989); horn, 2 flutes, 2 clarinets,
piano, percussion, violin 1, violin 2, viola, cello, bass. $43.00 (score and parts)
Schultz, Mark. Dragons in the Sky (1989); horn, percussion, tape (CD).
$19.50 (2 scores and CD)

Stewart, Michael. Rhapsody for Solo Horn and Brass Nonet (1997); solo horn,

2 horns, 3 trumpets, 2 trombones, euphonium, tuba. $15.00 (score and parts)
Wolfram, Mark. Brass Trio (1988); horn, trumpet, trombone.
$12.50 (score and parts)
Wolking, Henry." Chamber Concerto (1987); horn, violin, bassoon.
$24.00 (score and parts)
Willey, James. Sonata for Horn and Piano (1989) (rev. 2003).
$12.50 (score and part)
Woodman, James. Chamber Sonata IT (1996); horn and organ.
$13.00 (score and part)
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payable to IHS Manuscript Press.
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Marcia Spence
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206 Fine Arts Building, School of Music
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Out the Bell

A Case of Mistaken Gender:
The Hornist Camillo Bellonci (1781- ? )
Theodore Albrecht

a 310-page directory of professional and amateur
musicians living in Vienna, Anton Ziegler unintention-
ally initiated a case, not of mistaken identity, but of mistaken
gender, that would endure for 180 years.! A contemporary
reviewer welcomed Ziegler's directory, but already noted that
it contained potentially frustrating inaccuracies.? In the
orchestra of the Kiarntnertor Theater (the Court Opera
Theater, roughly on the site of today’s Hotel Sacher), Ziegler
listed four hornists: Camila Belonci, Friedrich Hradetzky,
Johann Janaka, and [Joseph] Khayl. Under the Hof-Musik,
essentially the musicians who played in the Hofkapelle (Court
Chapel), he listed the two regular hornists, Willibald Lother
and Friedrich Hradetzky, as well as a third name (doubtless a
part-time substitute), Camilla Belonci.3 Although the listings
were complete for most of the other hornists, Camilla/Camila
Belonci had neither consistent spelling nor an address. Even
so, Ziegler twice spelled the hornist’s first name with a final
“a” (rather than a final “0”), suggesting—if one were to
believe it literally, without further critical inquiry—-that this
musician might have been female.4
In 1982, Hans Pizka reprinted a Sonate pour P:'fmqforh' et
Cor concertans by Bellonci and Leidesdorf. Initially identifying
Bellonci as a male player in his typed accompanying note, the
Munich-based Pizka later, using Ziegler’s Addressen-Buch as
his source, seemingly penned in the first name “Camilla” and
noted the co-composer as a “Hornistin” (a female hornist).?
An examination of reference tools and Viennese archival doc-
uments that may not have been available to Pizka, however,
can now enable us to identify Bellonci’s gender as male and
also provide us with previously unknown details about his
life.

]:n his 1823 Addressen-Buch von Tonkiinstlern ... in Wien,

Other than Ziegler, no contemporary or near-contempo-
rary source, even while supplying a variety of phonetic
spellings, hints that Bellonci might have been anything other
than a man. Indeed, several of these sources confirm that he
was male. The most official is the Viennese census
(Conscriptions-Bogen) of probably ca. 1820, which has a check-
mark for him under the rubric “Des mannlichen
Geschlechtes” (individuals “Of the male gencier”).ﬁ In 1842, a
brief article in the supplement to Gustav Schilling’s
Encyclopiidie der gesammten musikalischen Wissenschaften, oder
Universal-Lexicon der Tonkunst called Bellonci “ein ... sehr
berithmter Waldhornist, der in Italien geboren war” (a very
famous hornist, who had been born in Italy). The use of the
masculine forms in this clause, as well as references to
Bellonci as “er” (he) later in the article,” confirm beyond all
doubt that he was a man, that his name should properly be
spelled Camillo Bellonci, and that Ziegler’s misspelling was
merely an inaccuracy similar to those about which the 1823
reviewer complained.

Bellonci’s Life: A Preliminary Reconstruction

Camillo Bellonci was born in Italy® in 1781, but received
his training primarily in France and Germany.1" By 1808, he
was in Vienna and employed, probably as a per-service sub-
stitute hornist, in the Opera orchestra of the Kérntnertor
Theater and in the Hofkapelle.!1

In 1811, he journeyed from Vienna to Raudnitz, Bohemia,
as one of 26 orchestral musicians employed for the wedding,
on September 23, of Maria Gabriela, the eldest daughter of
Beethoven’s patron Prince Franz Joseph Maximilian von
Lobkowitz. The festivities lasted from September 12 to
October 3.12 On November 15 of that year, at a potpourri con-
cert to benefit the Public Charitable Institutions held in
Vienna's Burgtheater, Bellonci, along with Mademoiselle
Longhi, performed in a “Symphonie” by Dalvimar, with
obbligato harp and horn. The Viennese reporter for Leipzig's
Allgemeine musikalische Zeitung noted that, “In this so-called
Symphony, [Bellonci] can have earned little for his reputa-
tion.”

By April 8, 1813, if not long before, Bellonci was a solo
hornist at the Kéarntnertor Theater for the premiere of
Giovanni Liverati’s Biblical opera David. The new (and short-

lived) Wiener allgemeine musikalische Zeitung enthused: “Herr
Belungi, who played the obbligato horn in Saul’s cavatina
very fluently and with expression, deserves special men-
tion.”14 Thus, Bellonci would have been a member of the horn
section that gave the first performance of Beethoven'’s final
version of Fidelio at the Kérntnertor Theater on May 23,
1814.15

On March 25, 1818, at a concert in the Karntnertor Theater
to benefit the house’s Fund for the Poor (a program including
Beethoven’s Symphony No. 7, “performed in a very mediocre
way”), Bellonci and amateur pianist Joseph Preisinger played
a set of “Variations for piano and horn,” co-composed by
Bellonci and Maximilian Joseph Leidesdorf (1787-1840),
which, along; with some vocal pieces, “received the greatest
applause.”10 The writer for the recently-founded incarnation
of the Wiener Allgemeine musikalische Zeitung added more
details: “These Variations, which are calculated for effect,
combine the pleasing with the difficult and satisfied every lis-
tener. Herr Bellonci handled his instrument with care and del-
icacy. By means of his calm and collected [playing], as well as
clear execution, Herr Preisinger joined the ranks of the fore-
most dilettantes. One only hopes that he will seek to bring
more warmth into his plaging, in order to be assured of
approbation in the future.”!

We do not know where Bellonci lived earlier, but by ca.
1820, listed in the census as “single or widowed,” he resided
within Vienna's walled inner city at House No. 912,
Apartment [Wohnpartei] 7.18 The building still exists, its front
facing Franziskaner Platz, its back facing Singer Strasse, on
the north side of the short, narrow street that connects them.1?

As such, he lived only two blocks from the publishing
firm of Sauer und Leidesdorf, which would be founded in
1822,20 and was located at No. 941, on the south side of

The Horn Call/February 2004 107



A Case of Mistaken Gender

€

Karntner Strasse, one door away from Weihburg Gasse, which
led to Franziskanser Platz.2] There, seemingly between May,
1824, and May, 1825,22 the publisher printed Bellonci and
Leidesdorf’s aforementioned three-movement Sonata in E-
flat for piano and concertante horn. The dedicatee was
Mademoiselle Cathérine Stoger,23 probably a young pianist
from a wealthy or middle-class Viennese family whose future
patronage the publisher hoped to encourage.?

By the time that the Sonata was published, however,
Bellonci had surely departed from Vienna for Italy. During
1822, Domenico Barbaja, the Italian lessee of the Karntnertor
Theater, had begun consolidating personnel lines in order to
pay the high-priced singers (and even, eventually, Rossini
himself) whom he was importing from south of the Alps. In
1823, the pressure seems to have reached the orchestra, and
by the end of January, 1824, hornist Friedrich Hradetzky had
been dismissed after over a quarter century of service.25
Bellonci himself, however, seems already to have left Vienna,
possibly for Milan, during the course of 1823.26

In 1842, Schilling’s Encyclopidie published the following
wistful tribute, possibly written by poet-journalist Ignaz
Franz Castelli or, even more probably, by conductor-compos-
er Ignaz von Seyfried, who had been active at the sometimes
competitive Theater an der Wien: “He appears to have moved
back to his Fatherland [Italy]. Unfortunately, nothing more is
known of him in Germany [meaning Austriaj, other than
among older musicians, who still have joyous memories
about his earlier presence there.”2”

Conclusion . . . for Now

Thus in determining that Camillo Bellonci was indeed a
man and in reviewing the few facts that are known or can rea-
sonably be surmised about his life, we can ask a few questions
to propel the next phase of this study. Italian researchers
might delve into his birthplace and precise birth date. When
was the Forli clarinetist Camillo Bellonci born? Might he have
doubled on the horn and changed his performance concen-
tration after 1798? If the hornist Bellonci received part of his
training in France, might the records of the Paris
Conservatoire contain his name? Can further Viennese docu-
ments pertaining to the Hofkapelle shed light on his employ-
ment in that city? What might the horn solo in Liverati’s
David, presumably written with Bellonci in mind, tell us about
his range and technique? When Bellonci left Vienna, where in
Italy did he go? Personnel studies of the major Italian opera
houses during the 19th Century might help us determine
Bellonci’s later career (after all, he was only about 42 when he
left Vienna) and death. The next chapter remains to be written.

Theodore Albrecht is Professor of Musicology at Kent State
University in Ohio and the compiler, translator, and editor of
Letters to Beethoven and Other Correspondence (3 wvols.,
1996). He is currently working on a study of the Viennese orches-
tral musicians who premiered Beethoven's orchestral works. He
would like to thank Cynthia L. Carr (University of Delaware) and
Daniel Canarutto (I1 Club del Corno and Orchestra Amadeus,
Florence) for their inquiries about Bellonci, which led to the writ-
ing of this article. The author also wishes to express his gratitude to

Mehmet Urhan, Franz Schmiedel, and their colleagues at Vienna's
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Notes:

1Anton Ziegler, Addressen-Buch von Tonkiinstlern, Dilettanten, Hof- Kammer- Theater- und Kirchen-
Musikern, Vereinen, Lehr- und Pensions-Instituten, Bibliotheken, ... Musikalien-Handl.

Instrumentmachern ... in Wien (Vienna: Anton Strauss, 1823). Ziegler’s foreword is dated January 1, 1823;
thus the information contained in the volume for the most part reflects perhaps September-November,
1822, a&though at least some of the information was at least a year old by time the book went to press.

"Allgemeine musikalische Zeitung 25 (July, 1823), cols. 506-507.

Ziegler, Addressen-Buch, pp. 65 (Hofkapelle), 81 (Theater).

Female professional musicians outside the realms of singers and pianists were rare in Vienna
at this time, although Josepha Miillner-Gollenhofer (1768-1843) had been the Court Theaters’ harpist (a
profession usually occupied by men) for three decades, and clarinettist Caroline Schleicher (born 1794),
wife of oboist Ernst Krahmer (1795-1837), was prominent in the city’s musical life in the 1820s. The only
female hornist known to have played in Vienna during this Eeriod was Demoiselle (also noted as
Signora) Tognini, a member of the Kapelle of Prince Kurakin (or Kourakine), the Russian ambassador to
France. Together with harpist Therese Demar, she visited from Paris in March and April, 1813, and did
gg; g})ake a great sensation. Allgemeine musikalische Zeitung 15 (May, 1813), col. 301; (June, 1813), cols.

Bellonci and Leidesdorf, Sonate pour Pianoforte et Cér (Vienna: Sauer & Leidesdorf, [ca. 1824];
altered reﬁn, ed. Hans Pizka; Kirchheim/Munich: Hans Pizka Edition, 1982), editor’s commentary, n.p.
Because the two known original copies of this work were seemingly in Pizka’s private collection and
in the Archive of the Gesellschaft der Musikfreunde, Vienna, Pizka's reprint edition was and remains a
valuable contribution to the horn literature.

Vienna, Conscriptions-Bogen, Stadt No. 917, Wohnpartei 7; Aufnahms-Bogen im Jahre 1817 (used
until 1830, with Bellonci’s layer probably representing ca. 1820). (Stadt- und Landesarchiv, Vienna.)
Here he is called “Camilo Bellonzi;” although phonetic, the spelling confirms the masculine ending for
his firs& name.

“Bellonci,” in Encyclogf‘zjie der tkalischen Wi haften, oder Universal-Lexicon der
Tonkunst, 7 vols., ed. Gustav illinﬁ ?Stuttgart: Franz Heinrich Kohler, 1835-1838, 1842), Vol. 7 (1842),
p- 29. The article is unsigned, but the customary Viennese contributors to Schilling’s work were the
poet/ j%umalist Ignaz Franz Castelli and conductor/composer Ignaz von Seyfried.

Schilling, Encyclopiidie, Vol. 7, p. 29.

Xienna, Conscriptions-Bogen, Stadt, No. 912, Wohnpartei 7.

1 Schillir:ig, Encyclopiidie, Vol. 7, p. 29. The term “Germany” here would mean all German-speak-
ing lands, inclu ug Austria.Perhaps it is a coincidence, but one Camillo Bellonci played second clar-
inet in the Banda Cittadina (Civic Band) in Forli (Romagna), southwest of Ravenna, {)etween Faenza
and Cesena, in 1798. Giovanni Bellonci played second oboe, and Guido Bellonci the sistrum (rattle) in
the 12 or 15-member ensemble, founded that year. Its two hornists were the brothers Antonio and
GiacomoGandolfi.Source:www.delfo.forli-cesena.it / cofocdstoria/Cdstoria/cittadini /banda/1798.htm
{accessed November 2, 2003). The historical narrative at this website seems soundly based on contem-
porary qocuments. If the hornist Camillo Bellonci were born in 1781, he would have been 17 in 1798.

Tbig. Although Schilling simplz/ states that he was employed at these institutions in 1808, no
contemporary documents list him as a full-time member by this date, or at least early in the year (Hof-
und Staats-Schematismus, 1808, pp. 94-97). Bellonci never became a full-time member of the H{ﬂ(apelle,
and his full-time employment at the Opera might have be, late in 1808, although his availability to
accompgny Prince Lobkowitz to Bohemia for three weeks in 1811 might sugé(est otherwise.

Jaroslav Macek, “Franz Joseph Maximilian Lobkowitz: Musikfreund und Kunstmiizen,” in Beethoven
und Bohmen: Beitrige zu Biographie und Wirkungsgeschichte Beethovens, ed. Sieghard Brandenburg und
Martella Gutiérrez-Denhoff {Bonn: Beethoven-Haus, 1988), pp. 171-172; also, with apparent errors, in
Macek’s “Die Musik bei den Lobkowitz,” in Ludwig van Eeethoven im Herzen Europas: Leben und
Nachleben in den bomischen [sic] Lindern, ed. Old?ich Pulkert and Hans-Werner Kiithen {Prague: 2eské
lupkové zivo%y, 2000), pp- 199-200. Spelled “Camillo Bellonzi,” he is noted as being “from ﬁzl)/." The
version of 2000 is plagued by errors, starting with the title page of the book; instead of “Hornist” (1988,
p- 171),1 ellonci is noted as a “Geiger” (violinist, 2000, p. 200).

'Allgemeine musikalische Zeitung 14 (February, 1812), cols. 112-113. The concert was one of a
series of benefits, held annually at the official Court Theater on November 15, St. Leopold’s Day (the
namedﬂ of the most recently deceased Emperor, Leopold 11, d. 1792).

Wiener aligemeine musikalische Zeitung No. 17 (April 24, 1813), col. 250. Two weeks later, the
WamZ editor complained that the Viennese Sammler (No. 58) had wrongly identified the horn soloist as
[Friederich] Hradetzky, when “it is well known that Herr Bellungi deserves the credit” (WamZ No. 19
{May 8, 1813], col. 296). The Viennese correspondent for Leipzig's Allgemeine musikaliasche Zeitung
noted that Saul’s second-act aria with horn accompaniment was excellent, without naming the hornist
(AmZ 15 [June, 1813], col. 382). A manuscript full score of David is in the Archive of Vienna's
Gesellschaft der Musikfreunde, but 1 have examined it only very briefly, not long enough to locate
Saul’s cl%vatina.

1 believe, however, that the second horn solo in the new Fidelio Overture, not ready until May
26, wag g/ritten for and pla[yed b; Friedrich Hradetzkg'.

Aligemeine musikalische Zeitung 20 (May, 1818), col. 387. The Variations were probably a joint
compoi‘ ion similar to their Sonate.

Wiener Allgemeine musikalische Zeitung 2 (April 4, 1818), col. 120. Joseph Preisinger (1796-1865)
was a young official at the National Bank, as well as an amateur pianist an bass singer. In January,
1824, he joined the opera company of the Kémntnertor Theater. Beethoven considered him for the bari-
tone solo in the premiere of Symphony No. 9 until he realized that Preisinger’s voice was too low for

the pa
P rfgVierma, Conscriptions-Bogen, Stadt, No. 912, Wohnpartei 7. The previous occupants of the
apartment were Johann £nemﬁller (borm 1771), his wife, daughter, and stepdaughter. Lottery account-
ant Zarismiiller died in 1819, and the rest of his family presumably moved out shortly thereafter.

Anton Behsel, Verzeichniss aller ... in Wien ... befindlichen Hiuser (Vienna” Carl Gerold, 1829),

. 27. The building had been numbered as 968 until 1821, when it was renumbered 912; its owners were
arl H%u ’s heirs; its l{)arish St. Stephan's Cathedral.

V%altraute Schmutzenhofer, “Leidesdorf, Maximilian Joseph,” Die Musik in Geschichte und
Gegenwart, 17 vols., ed. Friedrich Blume (Kassel: Birenreiter, 1949-1984), Vol. 8 (1960), cols. 515-516.
Until 19%7, his partner was Ignaz Sauer (1759-1833).

The address is given on the original title page of the Bellonci and Leidesdorf Sonate; its loca-
tion confirmed in BehseF, Verzeichniss, p. 28. The publishing firm was one door east of the Hotel zum
wilden Mann, where Beethoven’s String Quartet, Op. 132, had a private performance on September 9,
1825

22Carl Friedrich Whistling and Friedrich Hofmeister, Handbuch der tkalischen Litteratur
(Leipzig: Anton Meysel/Friedrich Hofmeister, 1817-27; repr., ed. Neil Ratliff, New York: Garland
Publishing, 1975), 1825, p.20. The Garland volume reprints the primary 1817 music-in-print catalogue,
as wel],zgs its 10 supplements.

Bellonci and Leidesdorf, Sonate, title page. The price in Vienna seemed to be 2 gulden (W.W)
or 1 gulden 30 kreuzer (C.M.). According to evﬁistling— ofmeister, 1825, p. 20, the price in German
lands was 1 Thaler 8 Groschen. The title page mentions a publishin§ 8parmership with Marco Berra in
Prague. Sauer and Leidesdorf were first represented in Whistling in 1823 (p. iv) and indicated Friedrich
Fleischer in Leipzig as their distributor there; by 1824 (p. v), their Leip21% x&eigresentative was young
Wilhelm Hirtel, a relative of the well-established Gottfried Christoph Hartel. The Sauer und Leidesdor
plate nﬂnber was 697, which may assist in a more precise dating of the publication.

Stéger was a relatively common family name in Vienna (and even possibly in Prf/i;ue), with
actors, singers, and artists bearing the name. Among the city’s amateurs in late 1822 were Miss Emilie
Stoger, piano and guitar, and Miss Elise Stoger, singing (both living in suburban Leopoldstadt, Rote
Kreuzgasse No. 290). Among the supporting members of the Gesellschaft der Musikfreunde in late
1822 were Franz Stdger, a postal official (living in the city, Wollzeile No. 791), and Johann Stdger, pos-
sibly his son (Ziegler, Addressen-Buch, pp. 51 and 185). An examination of the census records for these
houseszgxight easily yield up the dedicatee, who may also have been one of Leidesdorf’s piano pupils.

Osterreichisches Camerale, Rote Nr. 2864, 8 ex Miirz 1824 (Hofkammerarchiv, Vienna).

I am grateful to the Viennese tubist and researcher Gerhard Zechmeister for this information.
27Schil]mg, Encyclopidie, Vol. 7, p. 29 (unsigned).
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HAND CRAFTED MUTES
by the world’s
premiere mute maker

Patterned after the famous “DePolis” mute, the #5 sounds
especially good in the upper register. The #4, made for
narrow bore horns, is a slightly smaller version of the #5.

Simply the best practice mute available, the Stealth is a must

b
for hotel rooms and late night practicing, Pitch and articu-
lation are excellent. The Stealth comes in two sizes, the #5
and the slightly smaller #4. o

While having a shape and feel similar to a “Rittich” style

mute, the #45 retains the warm sound associated with a I \

TrumCor mute. The #45T is a tunable mute with an
adjustable chimney.

u
With a relatively open muted sound, the #44 is capable of l
tremendous dynamic contrasts. Exceptionally responsive in
all registers, the #44 comes with two differently sized ®
a_ = __»

wooden “donuts” for aperture control.

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

A remarkably versatile stopping mute that plays well in tune
with a great sound, the Tri-Stop comes with three inter- /

changeable bell flares, each uniquely sized to accommodate /’t\ X
tone color, register and volume needs. % 7 4

available online at

http://www.trumcor.com

or
call (214) 521-0634 or fax (214) 521-1174

Stealth #4 & #5
$95.00

#45 & #45T
$95.00 / $120.00

#44
$95.00

#24
$95.00

Tri-Stop
$120.00
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Gebr. Alexander -
Bahnhofstrasse g - 55116 Mainz - Germany

phone +49 6131/28 80 8-0 - fax +49 6131/22 42 48
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www.Musik-Alexander.de - mail@Musik-Alexander.de

since 1782

EXPRESSTON

Brassinstruments from Gebr. Alexander are pro-

Jessional tools by musicians for musicians. They
extend the natural limitations and accompaign
our clients throughout their life.

With the performing artist in mind, Alexander
has followed technological improvements only,
where the creative development of a musician
would be supported.

Working in the tradition of superb craftsman-
ship and professional dedication, Alexander
will continue to improve the artist’s »nFreedom
of expression«.

Alexander Instruments — unique Masterpieces



