Journal of the

International Horn Society

FASERY
EPEE 5 HS
EEE L A

o

iedad Inter i | de Tromp.
Société Internationale des Cornistes”







Journal of the International Horn Society

Volume XXXVI, No. 1, October 2005

William Scharberg, Editor

ISSN 0046-7928

©2005 by The International Horn Society. All rights reserved.
Printed by Buchanan Visual Communications
Dallas, Texas, USA

On the cover: “Greetings from a Retired Horn Player” a 4”x 6” quilt by Suzanne Riggio.
Digital photograph courtesy of her son, Paul Jennings.






Journel of the

; ‘Internatlonm Horn Society . -
lnte?nahonalen Horngesel]schaft

FAZEYS
@%H%‘ﬁ"“

: Socuedad lnternaclonal de Trompas‘ .
Société Internationale des cormstes :

Volume XXXVI, No. 1 | October 2005

The International Horn SOOI Y - - o o o e mmmmmmmemcmmmm e e mmmm—emm e 2
From the Editor e mmmmmm—mmmmme - 4
President’s MeSSage - - - oo e e e e mmmmm e m— e mmmmmmemmmme oo emmmmm———-aae 5
Classified Ads and Correspondence. - - e mme e 6
IHS News and Reports, Heather Pettit-Johnson, @ditor . - . - - - - o oo oo 20
Articles
A Hornist in Borneo: A Cultural Exchange with the Wild Orangutans of Indonesia by Ken MacDonald ... 32
Monceaux 2004 by Nigel MUnisamy - - - _ - e emcocmcmmmmmmm e mmmmmmmmmmmm—mmmmmmmmemmmmes 36
Beethoven’s Sonata in F: A Work Based on the Characteristics of the Natural Horn by Tom Schnauber---------- 51
Flutter-Tonguing for Those Who Can’t by Sion M. HON€A e m e - - o o oo oo 58
Ifor James Workshop, 2 February, 2001 by Barbara MacLaren « . e - - - oo oo 65
Clinics
The Creative Hornist by Jeffrey Agrell .. ___ e cmmmcmcccmmmmmmccmmee e 42
Medical Issues: An Accidental Injury by Jennifer Montone, Glenn V. Dalrymple, MD, editor. .o ocoooooo_ - 46
Technique Tips by Daniel Reynolds, Jeffrey Agrell, editor. . - oo o oo oo oo 90
Reviews
Recording Reviews by John Dressler and Calvin Smith -« o o e e oo oo oo memeeeee 69
Book and Music Reviews by Jeffrey Snedeker « o o o v e o ccc oo 78
Future Horn Call Articles - e ccemmm—————————— 72
IHS Business
Minutes of the 2005 IHS General Meeting by Nancy Jordan Fako, Secretary /Treasurer - - - - o cccocooccooooooo 96
Statements of Financial Position by Heidi Vogel - - - - - oo oo oo e oo oo 97
2006 THS Scholarship Programs, Michael Hatfield, Scholarship Program Coordinator- - - - - - oo oo 98
Call for Scores: 2005 IHS Composition Competition by Paul Basler- - - __ . oo 101
Index to The Hom Call Volume XXXV (October 2004 — May 2005) compiled by Harriet Fierman___ o ceccaooo-- 103
IHS Thesis Lending Library Update by Kristin Thelander __ ___ e oomdmcmmmmmmm o 104
THS Donor List o o e o oo o oo oo e e e e e e e mmmmmm——————— 104
Index of Advertisers _ .. e cmmmmmmmmmmmmm————————————— 107
Out the Bell: On Being a Chronically Untalented Amateur Chamber Musician by Paul Brest -« c oo oo ccccccceeeeem 108

October 2005/The Horn Call 3












A man visited me with his son (age eight) and asked for
lessons. “I just bought a horn,” he said. He opened the case
and I had a shock! It was a full double with an E/A stop-
valve. Very expensive and heavy! So, I said to him the prob-
lems his son will have with this “thing” but he didn’t under-
stand. So I said to him, "Take a seat and please hold the homn
a little bit in front of your body, for only five minutes.” After
two minutes he put it down. “Well, your son shall hold it for
an hour!”

A small horn like a Hans Hoyer 3700 is always best. No
child begins a trombone playing with a BY/F/FP with a
Thayer valve! Alot of teachers use an E” alto trombone for the
student’s first steps (like a 3/4 violin). Most “professional”
horns are wrong for young beginners. What they need is a
light, “close-by” instrument (cornet or Kuhlo-Fluegelhorn
instead of a long trumpet).

An alternative to a horn designed for children is the “sax-
onian” horn. It was well-known during the nineteenth centu-
ry. The valve section is removable and it has terminal
“crooks” instead of a fixed mouthpipe. It is usable as a valved
horn in B’/ A and F/E/ B and also as a hand horn from c-alto
to B basso. All parts can be ordered step by step, so the price
is a bargain for the basic model. The bell is 27 cm instead of 31
cm and it has a tighter wrap that a regular horn, but not as
tight as a children’s horn. So it can be used for many years,
not just for basic training. The instrument maker Friedbert
Syhre in Leipzig, Germany (well-known for his Corni da
Caccia) offers these horns (please note that this is not a com-~
mercial!). So the beginner has three horns in one without the
weight of a double! Ambition on the part of the parents (or
sometimes teacher, too) will lead to a training disaster!

Regards,
Martin Kuenkler, Schutzbach, Germany

Dear Editor,

I am writing a limited response to the lengthy letter of Dr.
Dalrymple concerning myself and Inderal use. He continues
to warn that small doses (10-20 mg.) of Inderal can produce
incapacitating sedative side effects, “changes in perception,
concentration, and ability to count rests...” (The Horn Call,
February 2005, p. 70). He first correctly cited me as a refer-
ence, “[Dr. Rosenthal] and I agree,” despite my publications
of the opposite “[Inderal use is] without any sedative side
effects.” (THC, May 2000, p. 72).

When I objected to this in my letter to the editor (THC,
May 2005, p. 6), the doctor cited a new reference consisting of

Correspondence ‘@
an internet web page. This “Anxieties Site” lacks any medical
documentation.

Dr. Dalrymple objects to my oversimplifying a reference
concerning possible sedative effects, “Inderal has the ability
to enter...the brain.” (THC, May 2005, p. 7) This is a significant
point. Fifty-five medical tests of this subject were reviewed by
Dr. Dimsdale (J.E. Dimsdale et. al, “Neuropsychological side
effects of Beta Blockers,” Arch, Intern Medicine V 149, March
1989, p. 514). The tests used many doses of Inderal including
160 mg in comparison to beta blockers which can not enter the
brain. He found “no consistent evidence” for any sedative
effects (Ibid). The number of individuals who reported seda-
tive effects when taking Inderal was similar to those who
received a dummy “placebo” pill. The author concludes
“given the high rate of side effects from a placebo...one won-
ders if it is accurate to attribute cognitive effects to beta-block-
ers.” (Ibid., p. 524)

In 2000 I became aware that fine musicians were jeopard-
izing their careers and losing orchestra positions because of
inappropriate concerns about imagined side effects of Inderal.
This was my motive for the feature article in the May 2000
Horn Call. Despite my best efforts, inappropriate fears,
myths, and ruined careers persist.

Dr. Dalrymple consistently uses inappropriate terror-pro-
voking language when discussing Inderal “...the drug could
cause death!” (THC, Feb. 2005, p. 70). “Possibility of death,”
“...this individual is 100 percent dead.” (Ibid.). His centerpiece
of evidence is an oddball event titled “An Unusual Death”
where a severely sick asthmatic woman, who was never
intended to get any Inderal, accidentally takes 60 mg (triple
the dose useful to musicians). So where is the relevance to
healthy musicians using prescribed small doses?

Dr. Dalrymple seems not to notice that my publications
and lectures all advise prescriptions for Inderal. He burdens
musicians with doubtful sedative side effects. Still more
important than any medical detail, his inappropriate inflam-
matory words associating Inderal and “death” will take the
cause of sensible Inderal use on a giant step backward to the
dark ages of musicians abusing alcohol and worse.

By this time I consider the subject of Inderal to be a “lost
cause” for readers of this publication. I described Dr.
Dalrymple’s inappropriate words as “unfortunate.” He
responded “Honestly I don’t see how these lines are ‘unfortu-
nate.”” Obviously so.

Philip Rosenthal, M.D.
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" IHS News and Reports

~ Heather Pettit-Johnson, Editor

Call for Nominations to the
~ IHS Advisory Council

ﬁ ccording to the IHS Bylaws, the Advisory Council

(AC) is “responsible for carrying out the aims and

purposes of the Society and for determining
Society policy.” Most of the AC members (nine of fifteen) are
elected by the IHS membership; the others are elected by the
AC. As you nominate and elect new AC members, please
remember that these individuals represent a broad spectrum
of international horn-related activities.

Nominations for election to the Advisory Council three-
year term of office, beginning after the 2006 International
Symposium and ending after the 2009 Symposium, should be
sent to Executive Secretary Heidi Vogel by December 1, 2005.
Nominees must be members of the IHS and willing to accept
the responsibilities of the position. Nominations must include
the nominee’s name, address, telephone number/email
address, written consent, and a biographical sketch of not
more than 150 words. Nominations by fax and email are
acceptable; consent must originate from the nominee.

Terms of the following AC members expire in June 2006:
Frank Lloyd is completing his second term and is therefore
ineligible for reelection this year. Jeffrey Agrell, Nancy Joy,
Jeffrey Snedeker, and Peter Hoefs are completing their first
term in office and are eligible for nomination.

Send nominations to Heidi Vogel, IHS Executive
Secretary, P.O. Box 630158, Linai City, HI 96763-0158 USA;
telephone/fax 808--565-7273; e-mail: exec-secretary@hornso-

ciety.org.

ous career as the horn professor at the University of
Michigan.

Address Corrections and Lost Sheep

Please send address corrections directly to the IHS
Executive Secretary Heidi Vogel. All mailing lists are updated
from the Executive Secretary’s records approximately one
month before each mailing. The following people are "lost
sheep” (current IHS members who have not submitted
address corrections or updates, and are no longer receiving
IHS mailings: Kenji Aiba, David Baumgartner, Harry E. Bell,
Beth H. McDonald, Cathy J. Miller, Didac Monjo, Hyun-seok
Shin, Alexander Steinitz, Metod Tomac, and Sachiko Ueda.

News Deadline

The next deadline for news submissions is December 10,
2005. If using email, please send the text of your message in
the body of the email (not as an attachment) and, if desired,
only one photo (with a caption) as a downloadable jpg.attach-
ment. Send news items directly to Heather Pettit-Johnson at
hephorn@yahoo.com.

The IHS Friendship Project

New Advisory Council Members

Please contribute to the IHS Friendship Project, which pro-
vides IHS memberships to hornists in countries where eco-
nomic conditions or currency restrictions make regular mem-
bership impossible. Send contributions of any amount to
Executive Secretary Heidi Vogel.

Following the general election for Advisory Council
members, the membership elected Shirley Hopkins-Civil to a
second term and Jonathan Stoneman and David Thompson to
first terms. The Advisory Council elected Pasi Pihlaja and
Peter Steidle to three-year terms.

The Advisory Council re-elected Nancy Jordan Fako,
Secretary/Treasurer; Bruno Schneider, Vice President; and
Frank Lloyd, President.

IHS Composition Commissioning Funds

New Honorary IHS Members

New Honorary members, elected by the Advisory
Council are Ib Lanzky-Otto, Erich Penzel, and Louis Stout. Ib
Lanzky-Otto, principal horn of the Stockholm Philharmonic,
is recognized as an international soloist and has appeared as
a guest artist at several International Horn Symposia. Erich
Penzel, horn professor in Koln, is one of the most recorded
horn soloists of the twentieth century. Louis Stout, a former
member of the Chicago Symphony, continued a long, illustri-

The IHS Advisory Council has approved $3500 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 twen-
ty-two new works for the horn. All IHS members are invited
to submit the name of a specific composer with whom they
are collaborating on the creation of new works 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 $3500 annually, but the AC reserves
the right to offer less or more than this amount depending
upon the nature and merit of the projects.

You can request application forms and information from
Randy Gardner, Chair, IHS Commissioning Assistance
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A Hormst »|»_n Borneo: A Cultural Exchange

,;|Id Orangutans of Indonesia

by Ken MacDonaId

first ever of its kind. Travelling deep into the jungles of

Borneo, Indonesia, I visited Camp Leakey, the heart of the
rainforest and one of the only places on earth where orang-
utans are still free in the wild.

A recent study published by a collective of the world’s
leading primatologists drew on over thirty years of observa-
tions to conclude that orangutans’ communications were cul-
turally based.! They make use of a variety of behaviours and
communication techniques which are taught, learned, and
which encorporate materials in their environment. Moreover,
there is a correlation between geographic distance between
orangutan populations and these cultural differences, which
is interpreted as further evidence for culture.

Intrigued, I contacted the researchers to see if any effort
had been made to make a cultural exchange or connection to
orangutans through music. I had previously given concerts to
the orangutans at the Toronto Zoo, which was of great inter-
est to the keepers. They had never before seen their orang-
utans react in such a strong and varied way to a visitor, even
a noisy one like me. The females were attentive and flirta-
tious, while the younger males were clearly offended and
challenging. The elder male would seem to ignore me, but
would cast me direct sideways glances, which the zoo staff
told me was a very intense gesture for an orangutan. They
seemed to prefer Bach Sarabandes, calming down when I
played pieces with a more easygoing phrasing.

I received responses from researchers worldwide, but no
study like this had been made. Dr. Shawn Thompson, a pro-
fessor at Cariboo University in Northern British Columbia,
extended the most wonderful invitation to me: to go with him
and his son Pearce on a research trip to Camp Leakey. After
outfitting in the frontier town of Pangkalan Bun, soon we
were ready to travel into the heart of Borneo by kelotok on the
Sekonyer River.

Kelotoks are the river craft that ply the rivers of Indonesia.
The boats are lithe and lean (like most Indonesians), and the
rather clumsy name given them may be onomatopoetic of the
putt-putt sound of the dirty and cheap Chinese two-stroke
diesel engines that power them. We would be living aboard
the kelotok, crewed by Captain Nanang and his cook and
crewman.

There are many primate sightings along our river route.
The most dynamic and exciting of these sightings was a pack
of twenty proboscis monkeys that crosses the Sekonyer. They
climb one-by-one to the top branches of a tree on one side,
rather delicately and deliberately. After a moment of contem-
plation, they fling themselves across the river, chest out and
arms wide outstretched, towards a tree on the other side.
Not towards anything in particular, it seems, but just general-

Irecently undertook a cultural exchange visit which was the

ly toward the tree with the assumption that there would be
something to grab onto.

It took five hours to travel the winding Sekonyer River
tributaries to Camp Leakey. Partly to pass time, and also
because I considered the issues surrounding cultural
exchange. I asked our kelotok captain, Nanang, if he would
teach me Indonesia Raya, which my guidebook told me is their
national song of independence. Indonesians are fiercely
proud of having won independence from the Dutch and the
anthems that emblemize their freedom.

As we slipped into the tiny dock at Camp Leakey, I took
out my horn and played Indonesia Raya heartily on the prow
of our kelotok, to the amusement and amazement of the crews
of the other two kelotoks which were also present, and Camp
Leakey personnel who were mandi (bathing) on the dock.
They were delighted to hear their beloved national song. !
may be a foreigner with a never-before-seen instrument, but 1
am instantly welcomed. Cultural exchange between human
groups depends on building a bridge, not just making an
assertion about your own culture.

As is well known, both lowland mountain gorillas and
orangutans have been taught sign language. This shows that
these primates have a common capacity with us to symbolize
reality. Teaching and learning like this are the modes by
which culture is transmitted. But teaching primates sign lan-
guage is not an example of cultural exchange. A lengthv
learning process that teaches an individual our own terms of
reference is a colonial device. It is not native to their own cul-
ture. Furthermore, there is no evidence that one great ape has
taught another how to sign. They can use what we have
taught them but they never use it between themselves.

Alternatively, would it not be possible for a human to
acquire knowledge of orangutan ways, so that they can inter-
act meaningfully with them? There are examples of this but it
is not a bridge which is immediately open to all.

So where might we look for a cultural bridge with our pri-
mate kin? From my experiences with zoo orangutans, I
believed the horn could function as this bridge.

As we know, one of the horn’s most famous pieces is
known familiarly as “The Long Call”: the theme Wagner
wrote to identify the hero, Siegfried, whenever he appears cr
is alluded to in the Ring Cycle. This cycle is intended to be
performed over four nights and is the lengthiest, most intri-
cate, and most demanding piece in Western culture.

Orangutan males make use of their built-in resonance to
issue forth an astonishing and complex vocalization. These
calls are loud and booming, heard over long distances, and
vary in length and tone depending on the mood of the caller.
They are recognizable from individual to individual, even ty
human listeners. A male may do this once a day, or not at all,
or many times, depending on his situation. Researchers have
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termed these vocalizations “Long Calls.” The researchers who
termed the orangutan assertion “The Long Call” evidently
didn’t do so because they were aware of the horn’s Siegfried
“Long Call.”2 They just made up a term that suited its
momentous and declamatory nature.3

This is not where the similarity ends. The horn, with its
round, conical shape, is entirely designed for resonance of the
harmonic series that it produces: it is only an extension of the
musician who performs upon it. The male orangutan may not
have the external device of the musical instrument but has
complementary internal structures: their cheekpads are wide
and round, and are perfectly suited to the production of reso-
nant sound. They look the way we would look if our horns
were built into our faces!

My cultural exchange with orangutans started with this
hypothesis: orangutan “Long Calls” are functionally similar
to the hornist’s “Long Call.” They differ from the impassioned
sounds made by other animals in that it has, for them, cultur-
al significance. Therefore, the artistic assertions of individual-
ity made by an analogous member of another culture (the
human hornist and his call) may be immediately readable and
meaningful to orangutans within their own terms of refer-
ence.

Orangutans’ vocalizations are usually described in terms
of their utility — a means to communicate an individual’s
identity, its range, its place in the society’s hierarchy, and so
on.4 In other words, when it comes to orangutans, we don't
take their subjective experience into account, and carve the
expressive heart out of the equation. Scientists would rather
ignore the possibility that these considerations are there, sub-
jectively, for the beings involved in the act. This is too
“unknowable,” too ... unscientific.

That doesn’t mean that artistic or empathetic approaches
can't be useful in the study of primates. Whatever the social
function may be, primates are largely motivated by their emo-
tional and expressive natures, so we need to find a way to
understand them based on subjective approaches. In so
doing, we must recognize that these beings, though our kin,
communicate in ways that are very different from us.

Humans, like the chimpanzee species with whom we are
closely related, like to connect with others with an ongoing,
information-laden and easygoing social chatter. This is very
unlike orangutans. When they are together, they often seem
to be ignoring each other, at least from our perspective of con-
stant interaction. This is not to say that orangutans are antiso-
cial, as they are still commonly misunderstood to be.
Orangutans live in entwined intimacy with their mothers for
many formative years, and then part abruptly (especially the
sons). As they must forage for their food over a vast range,
they lead semisolitary lives, coming together in small groups
to travel together occasionally. When they do vocalize, it is an
intensely emotional utterance. So we could say that, on the
spectrum of communication, orangutans’ vocalizations are
expressive rather than discursive.

Orangutan calls have not been thought of as music
because their calls do not sound like human music. But if we
consider that music begins where words leave off, and direct-
ly express the movement of the soul and emotion, perhaps we
can begin to see the similarity.

€

Someone involved with cultural exchange must start with
some small foreknowledge of the culture he or she is entering,
or must make an intuitive leap, or both. With local
Indonesians I had the knowledge that they are proud of their
independence and that they have a song, “Indonesia Raya,”
that emblemized that pride. Learning this song on an instru-
ment from my home culture became the common denomina-
tor. With orangutans, I have knowledge that they utter “Long
Calls,” but  have come to Borneo from North America having
never heard one, either recorded or live. I have done this
intentionally, to prevent mimicry.

On the first night at Camp Leakey, I walked down the
dock and imagined what it must feel like to be a young adult
orangutan who has been rather forcefully shoved from his
mother’s side and must make it for himself in the world. In
human societies, we know this sense of alienation: the need to
establish a sense of identity and the urge to carve out a niche
for one’s self in the world. Yet orangutans, by nature of their
lifestyles, do not have access to the kind of lengthy and intri-
cate social exchanges that humans have, as we work through
these issues.

As I walked away from the kelotoks and the camaraderie
of my traveling companions, their voices faded and I felt lone-
ly and disconnected. I sought out human contact by listening
for them, and in the distance in front of me, the sounds of the
people in Camp Leakey having dinner and talking. The night
was quiet and warm. As I sat down, I had a feeling akin to
stage fright, knowing that many beings will hear me for the
first time. An empathetic feeling of anxiety came up from my
“inner orangutan,” who knows that much of my success in
life will depend on my ability to claim my territory. I had a
sense of the surrounding sounds of the Borneo jungle and
here I did not feel drawn to make a call at all like the Siegfried
call. I spontaneously made a call of my very own.

Playing a couple of notes, low and slow, I was immediate-
ly aware of the resonant response of the Borneo jungle, as my
sound echoed back beautifully from all around. This, in itself,
gave me confidence to proceed. I played a few more notes,
more dramatic in nature, and again I listened. Then I played a
rich, loud phrase which I felt conveyed my sense of the beau-
ty of this place, and of my place here. I ended with a slow and
solemn note.

Afterwards, I sat back and assessed the result. I was
aware that all human sound had stopped and that there was
a general quieting of the surrounding jungle fauna. Slowly
these sounds returned.

I had a sense of satisfaction and a sense of identity with
all of this, and I empathized with the young orangutan male
who has moved into a new territory and announced his pres-
ence to all. This may be exactly how the young male orang-
utan feels when he makes his Long Call. And yet, in terms of
Western art music, I had simply played a beautiful and sim-
ple piece of music which was approximately 20 seconds in
length.

Dr. Biruté Galdikas had arrived at Camp Leakey late the
night before. She is the remarkable woman who started this
camp. She and her first husband Rod carved it out of the jun-
gle more than thirty years ago. She had not been in camp for

A Hornist in Borneo
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@ A Hornist in Borneo
quite some time and there was much anticipation of her visit,
with visitors and projects vying for her attention.

Dr. Galdikas invited Shawn and me for dinner in the
camp, where I must say the Spartan fare did not rival our deli-
cious feasts on the kelotok. A camp volunteer held a baby
orangutan (or more accurately, it was contentedly clutching
on to her) that was scheduled to be moved the next day to the
Orangutan Care Centre in the village of Kumai. Its mother
was probably the victim of loggers or poachers because, for as
long as she lives, a mother orangutan would never let a baby
leave her side.

The orangutans at Camp Leakey were amazing to see.
They silently ambled the trails, they got into everything
including orangutan-proofed locked rooms, and had the run
of the place. Camp assistants were always nearby and knew
the individual orangutans’ personalities. Intelligent newcom-
ers soon learned to be near assistants before being near an
orangutan. The first time, I stood near Siswe (a mature
female) on a camp trail, with about eight other people around.
She was lying on her back looking completely casual and lazi-
ly looking about. She opened her mouth, and Sepon, an assis-
tant, drizzled her the dregs of his tea. As I talked with other
people in the group, Siswe edged closer to me and suddenly
she reached out her astonishingly long arm and wrapped her
hand around my calf. I jumped in surprise, and I could not
believe her astonishing strength and the speed with which the
assistants responded to scold her into letting go of me. It
turned out to be Siswe’s favorite trick: to pull a “Who, me?
I'm so innocent...” act as she got to know newcomers — and
tried find out if there is anything good to eat in their packs
and bags.

Everyone was completely concerned with which orang-
utan is where, doing what, and their current dominance situ-
ation. Kusasi is king; Yayat is an elder male subordinate to
him; Uranus is a younger male, subordinate to Kusasi but
afraid of Yayat. Perhaps because Gil Domb, famed naturalist-
documentarist, had been intensively filming Kusasi for a
WNET biography, everyone was tracking the males” power-
structure. Nobody said anything about the hierarchy of
females, but it was noted that Siswe (the female) followed
Kusasi frequently.

The next morning, I made my call in the morning at 9.30.
Gil and his crew were with Uranus at the time, and said that,
when I played my call, Uranus looked very interested
throughout (“he was looking around as if he was wondering
what it was”) and that there was a long call soon afterwards,
far off in the jungle.

In the afternoon, kelotok captain Nanang I went jlan-jlan
(walking in the jungle). There is so much to learn from the
Borneo jungle: every ant seems like it’s from a different
species; don’t sit on that root or you'll get a rash that will
spread to your whole body; this tree is good for treating
malaria, and so on. Nanang stopped to get a leech off his leg.

We returned via the staff house path and stopped to sit
with four assistants who are singing quietly. One had a guitar;
another had the baby orangutan, who has evidently not yet
gone to the care center after all. I joined in with the music
making, also quietly. I savoured the unusual cultural experi-

ence of taking a solo in the middle of John Denver’s “Country
Roads” in Borneo with a band made up of Malay and Dayak
Indonesians, including one with a green guitar with a sticker
of Kurt Cobain on it, and one with a serene and doe-eyed
baby orangutan clutching on to him.

Other assistants came and sat with us. Yatyat suddenly
emerged from the underbrush and sat facing us only seven
meters away. Yatyat is the most benign of all the adult orang-
utan males and so I asked the assistants if it would be all right
if I play for him. They thought yes, and so I went over, with
several assistants and Nanang.

I played for about five minutes continuing with very gen-
tle and slow country music. But I was cautious. He has heard
the sound of the horn for several days, and if there is any
chance he believes it to be the assertions of an incoming
orangutan male, he could be reactive to me. After five min-
utes of playing I got closer (within two meters) and played
some notes I felt are more assertive and emphatic. Yatyat sat
still and seemed nonreactive. However, he bared his teeth and
made a sudden gesture towards Shawn’s son Pearce. Startled,
Pearce instantly jumped away. The other assistants moved in
closer. But Yatyat took it no further. Gil, from the WNET crew,
later remarked that for Yatyat to display any sort of domi-
nance is extraordinary. I imagined that Yatyat was disturbed
by my display. Although he remained submissive to me, he
took it out on someone else instead — a situation that anyone
familiar with office politics will understand.

Almost at the same time, Siswe, the female orangutan,
came around the corner on the kitchen path at a very high
speed towards us. I could hear assistants on walkie-talkies
shouting that Kusasih (the king) was moving quickly behind
her. The remaining assistants who were still sitting on the
bench jumped off immediately and out of the way of the
charging orangutans. Shawn, Pearce. and I moved away, back
down the boardwalk towards the kelotoks.

Kusasih rounded the corner, and when he saw us he
charged us full-bore baring his teeth. It was an alarming and
intimidating sight. When Yayat saw him, he jumped up and
and ran away at high speed. Kusasih altered course and takes
off after him in pursuit. Siswe followed, with assistants racing
after them, walkie-talkies chattering. The tranquility of Camp
Leakey could shift in a moment into “crisis mode.”

For days, everyone talked about how Kusasih had
charged Yayat. However, I spoke to people who witnessed
Kusasih’s prior movements, and the following larger picture
emerged: Uranus had been seated on a pathway on the other
side of the camp, and again “looked around” but remained
still when I started playing. However, when I started to playv
assertively, he got up and began to walk in my direction. After
only several meters, he spotted Kusasih, who had been doz-
ing underneath a building with Siswe. Afraid of Kusasih, he
immediately ran back in the other direction, from where he
had come.

Kusasih emerged onto the trail, but rather than chase
Uranus, he turned his head around as though he were look-
ing for something. He started to walk quickly and directly
through the camp, quickening his pace all the while. Gil said,
“His usual practice is to walk in one direction and then anoth-
er, never going in a straight line, and stopping often. It’s a sign
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Two exciting new products from

hornsAplenty

The place for used, professional-quality French horns

Absent Soloists - orchestral accompaniment CDs
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Soloists CDs are an exciting, new solution to your playing needs.
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ToneBlobs - French horn performance enhancers
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What is hornsAplenty.com Itd?

hornsAplenty is an established internet business run by Alan Wiltshire. We supply used
professional horns to customers in all 4 corners of the globe. Business is good and we always need
to source more instruments.

Will you sell my horn for me?

Yes! That's why we've placed this advert - we want to sell your horn for you! And
furthermore - we'll sell it free of charge. I'll say it again: hornsAplenty will sell your horn for
you - ABSOLUTELY FREE OF CHARGE! And we'll recondition it for you - free of charge!
AND - we'll collect it from you, wherever you are in the world, absolutely free of chargel!

Wow! How does it work?

It's simple: if you have a horn you want to sell, just contact Alan Wiltshire (phone, fax or
email). He will discuss the instrument with you and agree a price which you will be paid in full when
your horn sells - there is no commission to pay, and no deductions are made. He will also arrange
collection of the instrument via executive courier (wherever you are in the world) and supply you
with a receipt - all entirely free of charge.

Your horn will be advertised - again free of charge - on our website. Go and take a look
now. Wouldn't you like to see your horn advertised on our website? It won't be there for long!

Are there any catches?

Yes! We only deal in professional-quality used instruments: Paxman, Alexander, Conn,
Yamaha, Holton and Schmid - and the occasional, high quality natural horn. And if you choose to
withdraw your horn from sale before we've sold it but after we've reconditioned it, we'll need to
charge you for the reconditioning - obviously. But otherwise, no, there are no catches!

Can I buy a horn from you?

By all means! All our horns are fully reconditioned, professional quality instruments with a
full 3-year guarantee. They come Yo their proud, new owners in tip-top playing order, wrapped up
like babies and delivered via executive courier - wherever you are in the world.

Sell (or buy) that horn - now!

Alan Wiltshire: Direct line +44 (0) 1452 536264
Direct fax +44 (0) 1452 548278
Mobile +44 (0) 7074 310207
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Email: alan@hornsaplenty.com
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Classical Garage Bands

ake a look at some of the grand catalogs of brass music

- King, Ko6bl, and others. On the face of it, there seems

to be such a vast array of literature available for our
instrument that one would think that our every conceivable
musical need would be covered. Ah, but beware! It is not so
long ago that budding physicists were advised to go into
another field since everything of importance in physics had
already been discovered.

The plethora of pieces notwithstanding, what happens if
you want to play in a group that has a nonstandard instru-
mentation? Or: what if you use a standard instrumentation,
but want to play in a nonstandard (i.e. no pieces exist for it)
style? The way music has been carved up into mutually exclu-
sive spheres — performers and composers — conventional wis-
dom has it that there are only two answers to the question of
literature for anything nonstandard: 1. You commission a
composer to write the kind of piece you want and hope that
a) you like it and b) you can play it; and 2. You wait — maybe
some day a composer will come up with something. Right. Or
maybe you will win the lottery in the meantime and will be
able to commission a fleet of composers.

Why play a nonstandard piece? The first reason that
comes to mind is social. Wherever we are there are all kinds
of people, all kinds of musicians, and an individual personal-
ity is attracted to certain kinds of personalities and not to oth-
ers. If you're lucky, you have ‘standard’ friends. But what if
you have two good buddies who play guitar and marimba
and you want to play together. Then what?

What's a horn player to do?

The answer is to start a garage band. A classical (as
opposed to ‘classic’) garage band. Remember the ‘60s (as the
saying goes, if you can remember the 60s, you weren't really
there)? The 1960s were a time when across America hundreds
of amateur rock and rollers formed bands — a Stratocaster, a
Fender bass, a couple vocal mikes, drums, and some amps,
and the group was in business. Most were local and raw of
sound, but some, like The Kingsmen, The Trashmen, The Sonics,
The Regents and others, had big national hits. What they
lacked in finesse they made up for in energy and visceral
appeal. The equipment was crude, the musical training may
have been minimal, but the groups wrote (and/or appropriat-
ed by ear) and performed their own music.

Here’s what I think: if these guys can do it, so can we. Or
can we? How many conservatory graduates can compose a
simple convincing piece for their own instrument or for a
small chamber music group? As a matter of fact, when do we
ever get encouragement or training in making our own music
from elementary school on?

The answer is: no, we don’t, but it doesn’t matter. Those
guys didn’t learn the chords to “Louie, Louie” at school either.
Go forward and start a classical garage band anyway. It’s just
too terrific an experience to miss.

I've done and still do plenty of “standard” chamber
music “in school” over the years. Loved it, wouldn't trade it
for anything. But let me tell you about some of my experi-
ences making music outside the box. I was there during the
60s; I wasn’t in a real rock n roll band, but I did have a gui-
tar/singing duo as well as a jug band (I played banjo) in high
school. In college, again all my horn playing was ‘official” -
band, orchestra, chamber music — but guitar gave me access
to various kinds of groups on the side. Guitar surfaced again
in the 80s when I learned jazz guitar and performed in sever-
al duos. But what about horn? What can you do with that out-
side of school (i.e. standard formations)? Below are some
recent personal approaches to this question.

Repercussions

My first personal answer to that was when I began work-
ing with improvising pianist and composer Evan Mazunik in
2000. Standard formation, nonstandard style: nonjazz horn
and piano improv. No composers had thought to supply us
with compositions with opportunities for improvisation. All
the better: we had to create our own repertoire in our own
genre (haven’t decided on a name for it: contemporary classi-
cal improvisation? Alternative classical? Denim classical?
Back Street Classical? Maybe Garage Band Classical...). Some
of our repertoire from 2000-04 can be heard on our CD
Repercussions (see www.amazon.com or iTunes store). We've
had very rewarding experiences giving workshops and con-
certs in this kind of nonjazz improvisation around the coun-

try.
Duende

What about improvised chamber music with more than
two? Evan and I brought in Gil Selinger, an improvising cel-
list from New York, and formed a trio, Duende, and again cre-
ated a new genre and new repertoire. And again, we had tc,
since there is virtually no repertoire for the combination of
horn, piano, and cello. This time we didn’t compose pieces,
per se. We took medieval and Renaissance music and used it
as a source for contemporary improvisations and arrange-
ments. We made something fresh and new from something
old, taking the marvelous and varied sounds of early music
and playing them as contemporary musicians. We were not
“authentic” in instruments or style, but I think the spirit of
how we did it was probably much truer to the original cre-
ative spirit of the music than many modern ‘authentic’ groups
that adhere perhaps too closely to the written notes. Duende
recorded this new approach in a soon-to-be-released CD),
Gregorian Chance (stayed tuned).

Cerberus

My other classical garage band is Cerberus: trumpet, horn,
and tuba, another group with no written repertoire.
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Rehearsals were interesting: they consisted in part of improv-
isation exercises and games, and partly of trying out snippets
of compositions that each of us brought in. For the recording
sessions and concert we added another member: Walter
Thompson, New York jazz sax player, conductor, and com-
poser, and the inventor of Soundpainting. Walter has devel-
oped Soundpainting for over twenty years. It is a system of
gestures that structure improvisation in groups, and can be
used with musicians, actors, dancers, singers, and visual
artists — even all together. There are over 750 gestures in the
language; a regular performing Soundpainting ensemble will
know 100-200. The beauty part of Soundpainting is although
it can be used to create — on the spot — pieces of great com-
plexity and sophistication, any level of player on any instru-
ment can begin in a minute with just a few signs.

I had trained in Soundpainting with Walter Thompson
several years earlier; Brent Sandy (jazz trumpet) had learned
it the previous autumn when Walter was on campus to stage
his Soundpainting opera; John Manning (tuba), an amazing
musician with a great sense humor (you need it in a group
like this) picked up the language in record time. During the
recording sessions and in the concert, Walter conducted /com-
posed (Soundpainting is real-time composition) the pieces.
Soundpainting can also use pre-composed music, and we
used it in this way in several pieces, including a ‘circus’ piece
whose written-out sections were composed by a jazz player.
One very successful piece was a poem (“Cerberus”) read
aloud by poet David Hulm as Walter Thompson soundpaint-
ed a background. The last piece on the concert, by John
Manning, was indeed a ‘garage band’ piece — he used the
Apple Macintosh computer program Garageband to con-
struct a sonic backdrop to his piece “Dark.” Garageband is
storehouse of myriad pre-recorded sounds of all types that
can be quickly sequenced together. A great feature is that you
can record your own sounds and add them to the mix very
quickly and easily. John showed some real genius in mixing
the recorded sounds with natural sounds (including the trio
itself). In this piece in concert, the three of us played spread
out in the sides and back of the hall — in the dark, no lights.
At the end the lights went on and Walter soundpainted us —
ata distance. The audience was well aware that they were see-
ing a concert that was being created before their very eyes and
ears — and they went were extremely enthusiastic. The feel-
ing at a concert where there is live creation is a very different
one from the usual — you're all in this together — waiting
to see what happens. I have to tell you: it was the most fun
musical experience I've ever had as a performer. Read John
Manning’s account (including an audio clip) of the venture at
www.tubanews.com/articles/contentid-190.html.

Rhythm and Bluesman

My neighbor told me that his brother was lowa’s best
rhythm and blues singer and that I ought to go see him per-
form, maybe jam with him. It sounded irresistible, so I e-
mailed Pat Hazell (see www.patrickhazell.com) and asked if
he would be interested in getting together. I got a nice note
back saying that he was performing nearby and we could jam
after the gig. I had no idea what a horn and a blues singer

g

would do together, but there was only one way to find out. I
watched him perform. Pat was a phenomenal musician and
performer. For two hours without a break, he and his band
did all kinds of rthythm and blues tunes. Pat sang; his backup
band consisted of the rest of him: he thumped a bass drum
with one foot while playing two different keyboards with left
and right hands, and played harmonica every time he
stopped singing. It was exciting to listen to, but looked
exhausting to do; I figured I would probably last about eight
minutes doing something like that before I collapsed. Pat
looked refreshed after one hundred and twenty minutes of
this. His singing was extraordinary — highly expressive in
that raw, gritty, tradition of blues singers. After the gig we
headed towards a local café that he knew that had a piano and
a tolerant owner. He sat down at the old upright. I took a
breath. We played. It wasn’t blues. It was... music of the
moment. It was all kinds of things. It was in all kinds of keys.
[t was magic. We listened and reacted, shifted like quicksilver
to fore- or background, moved between or fused or invented
styles. The late-night café patrons seemed pleased by it as
well. I could have played all night...

I was deeply exhilarated and inspired by that session.
Besides the fun of the session itself, it removed a little more of
the veil from my eyes about the possibility of having a classi-
cal garage band experience any time, anywhere, with anyone.

We are very fortunate in having tons of terrific chamber
music written by famous composers for the horn. But there
are some great and unforgettable experiences “out of school”
awaiting you if you can just summon up the gumption to lit-
erally and metaphorically open the doors, walk outside, and
try something that the composers haven’t thought of yet. You
don’t have to wait — you can do it with what you know now.
The experience may inform you what technical tools you
want to acquire next. In any case, don’t hesitate. Just do it.
These experiences are just too fascinating and fun to leave out
of your life. Trust me on this one.

Question: How do you improvise? Answer: What's stop-
ping you? -Stephen Nachmanovitch

Postscript: I Have a Dream

Take four jazz players from the four corners of the globe,
players who have never met and don’t speak the same lan-
guage. All they need is for one to say, “How High the Moon.
1-2, 1-2-3-4” and they are off. Classical players all possess
instruments that remain mute until they are in the presence of
ink. My dream is that these instruments and players discover
the ability to play together without ink and without rehears-
al. Scene: four ‘classical” players meet, perhaps completely by
chance, with a bit of space and a bit of time. They take out
their instruments. Without a word, one of them takes a breath
to show the downbeat, and everyone comes in. Magic at short
notice. (Put it on a T-shirt so we know who you are.)

As the bard said, it would be ‘a consummation devoutly
to be wish’d’".

Jeffrey Agrell teaches (classical) horn and Improvisation for
Classical Musicians at the University of lowa. Contact:
jeffrey-agrell@uiowa.edu.
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Covered pitches in the form of non-harmonic tones also
play an important melodic role, especially in the first move-
ment.8 The basic 1-5 ascent outlined in the opening melody
is augmented by accented chromatic passing tones, creating a
melodic arc that rises by half step (Example 3). Only the #4 is
left out, saved for eight measures later when it helps establish
the dominant as the main tonal area. The “punch” of the non-
harmonic tones in the melody is augmented by the change in
tone color on the horn.

Beethoven’s Sonata

Ex. 3: Allegro moderato, mm. 12-18 (horn)

(“Kreutzer”) or the last movement of the Symphony No. 8. In
the latter work, as in the sonata, the leap is introduced as part
of a larger melodic gesture, then often isolated and used as a
propelling device toward a climactic arrival on tonic or dom-
inant, as in mm. 121-130 of the Rondo.1!

To summarize: the main motifs upon which the sonata is
based are the Fallmotif (3-2-1 descent, often bookended by 4
and 7), the Schallmotif (opening gesture of each movement),
stepwise chromatic movement (especially between 1and 5),

and the octave leap. All these elements are

1 a2 related to either the mechanics of playing the

e e e e #—wstz—5— natural horn or to its historical function.
PO —=== e = The first movement of the Sonata for
“ 5 4 5 Horn proceeds along the lines of what is
N s _/.—_\ L e, e most commonly called ”first-movemer_lt
ECEE== ——f—F—+—+——+ — sonata form” or “sonata-allegro form.”"2

The fact that horn players put their hands in the bell at all
is possible because of the instrument’s shape. The curved
body with the bell pointing behind the player evolved during
the time the horn was used solely as a signaling device for the
hunt. Even after it became a standard symphonic and cham-
ber instrument, the horn’s association with the hunt was
never completely forgotten. In this sonata, that
association leads to another main melodic
motif, namely the one that opens each move-

4 P o

The exposition opens in the home key (tonic)
of F major with what is essentially a horn call (the Schallmotif,
an outline of the F major triad, then the octave leap; see
Example 6) followed by a four-measure melody in the piano
that outlines a rising 1-2- 3 arc (the reverse, or retrograde, of
the Fallmotif), interrupted by accented chromatic passing
tones and bordered by 4 and 7 (Example 8). The call and the

Ex. 8: Allegro moderato, m. 2-6 (piano, right hand)
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ment. The basic elements of this gesture,
which I will call the Schallmotif (“call motif”),
are two repeated pitches with short durations on a weak beat
(an anacrusis, or “pick-up”) followed by a third pitch with a
longer duration on a strong beat. This gesture is common to
the opening of many hunting signals (Example 4a, 4b, 4c). In
the sonata, the first three notes of
each movement represent versions

Ex. 4a: Laut treiben

& - Cd Of this mOtlf Ex. 5a: Allegro moderato
(Example 5). The
£x. 4b: Bl X .12 .
Ex. db: Blattschlagen, mm version that ﬁ

opens the work
will most likely
be heard as the
“original” motif,
and the other
two, as well as any other version, as varia-
tions.

Ex. 5b: Poco adagio

Frote

Ex. 5¢: Rondo: Allegro
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The opening call of the sonata also contains another

Ex. 6: Allegro moderato, mm. 1-2 (horn)
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to hunting calls (Example

< ture, too, is common

Ex. 7a: Aufhéren zu schiefien

7a, 7b; see also Example _,
4b).10 While this may seem
too simple a gesture to be
called a motif, one need only
once again think of other
well-known  works  of
Beethoven in which it plays an important role, such as the
first movement of the Sonata for Violin and Piano, No. 9
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melody together represent what can be called the “first theme
group” — that is, the first occurrence of stable, symmetrical
melodic material in the tonic.13 The melody is then followed
by two measures (mm. 7-8) in which the piano descends by
step in parallel thirds. This texture of parallel vertical thirds
appears throughout the first and last movements and is close-
ly related to the Fallmotif, which itself outlines the interval of
a third.

After the parallel-thirds descent, the call and the melody
are repeated, this time entirely by the horn. This version of the
melody however, extends past the 1-2— 3 arc to encompass 4
and 5, as discussed earlier (see Example 3). It is followed by
more fragmented melodies that involve all the basic motifs,
including a three-measure passage with an F-F (octave) chro-
matic ascent in the piano, the longest extension of the chro-
matic passing tone motif in the movement. The goal of this
passage is to accomplish an overall harmonic move from tonic
to dominant (C major). By m. 30, the dominant is established
as the new key area, mainly through an applied leading tone
(sounding B)14 in the melody at m. 26 — the climax of the ris-
ing F-F passage just mentioned — followed by four meas-
ures in which C is prominently sounded on the downbeat.

Until now, the harmonies have been exclusively tonic and
dominant (including a few pre-dominant chords). Although
the first theme group contains numerous chromatic notes,
these are purely melodic, heard against primary harmonies.1>
However, after the establishment of the dominant as the new
key, the harmonies themselves become a bit more chromatic.
The second theme group, the next set of symmetrical melodic
material — this time in a key other than tonic — starts in the
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dominant but moves immediately to the mediant (E minor)
through a progression that involves a number of chromatical-
ly altered notes (Example 9). In this section, the melody
involves largely covered pitches on the horn, an overall dark-
ening of tone color that Beethoven supports with low-register
block chords in the piano. The more muted color that is spe-
cific to the nonharmonic melodic tones in the first theme
group is now the main color of the second theme group. This
different color both helps the section in the dominant key to
stand apart from the one in tonic and reinforces the correla-
tion between it and chromatic or non-tonic harmonies.

Ex. 9: Allegro moderato, mm. 30-36

€

place in an exposition that was otherwise solidly in tonic or
dominant. So Beethoven opts for a more harmonically active
section between the two theme groups (mm. 46-63).17 While
the overall harmonic impulse of this section is a large-scale
movement from tonic to dominant and back to tonic (in the
new key area of C Major), the small-scale motion is more
involved. It starts with the horn playing long tones that out-
line a 1-5 ascent, this time without the chromatic passing
tones that characterized the same ascent in the first theme
group. Yet, in this key, the passage still involves a number of
covered pitches so that, although the melodic material
(including the Schallmotif variations in the
piano’s bass) closely resembles that in the

Beethoven’s Sonata

first theme group, the sonority maintains the

passage’s relationship to the second theme
group out of which it evolved.
Following a quick descent back to 1

and a repeat of the passage with the piano
and horn parts reversed, are four remarkable
measures that move from dominant to tonic

T
_— > .
A— P ———— e — " Halp e ———
B i S e e 11 — 1 —
| J 1 T I ) T T T
r N TN calando /—\ rp
S5t === —— §: : 1 i — — EHE:} :
Ll T T T T T
r calando rp
r = 1
75 v 7 &£ ¥ = ¥ = n:.
* ¢ 33 & = 3 4
C1 1té eV ‘ : i
Following Ex. 11: Allegro moderato, mm. 55-59 (piano)

a repeat of the
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(in C major) (Example 11). The first two
measures contain a thick-textured version of
the opening parallel thirds gesture, in this

progression
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the piano plays
the melody)
are three meas-
ures that re-
establish C major, this time through a strong dominant-tonic
cadence ending in m. 46. Often such a strongly established
secondary key after the second theme group would signal the
appearance of a closing theme group. A closing theme group,
the function of which is to lengthen the exposition, is usually
either an extension of the second theme group, or a third set
of melodic material that remains solidly in the second key.
From measure 63 to the end, a closing theme group, with
melodies based on the first theme group, can, in fact, be heard
(Example 10).16

Ex. 10: Allegro moderato, mm. 63-67
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case descending over two octaves. The next two measures
contain a progression of block chords that are the most chro-
matically complex of the entire movement and that support a
5-1 descent in the piano: a reversal of the opening melody’s
arc, including the chromatic passing tones. This passage both
reinforces the C major tonic and balances the broad, rising
melodic arc of the previous nine measures. This sense of bal-
ance is also revealed by the register: the “dangling” high g” at
the end of the second theme group in m. 44, before the rising
melodic arc, is picked up again in m. 54 at the climax of arc,
just before the descent.
The C major tonality that ends the exposi-
tion is immediately followed by its parallel

However, instead of moving directly to the closing theme
group from the cadence in m. 46, Beethoven's sense of balance
and proportion demands an extension. Indeed, from a har-
monic standpoint, the twelve measures of non-tonic/domi-
nant material discussed above would seem somewhat out of

_po e N . .
3 o ———lp : = = minor at the opening of the development.
‘ —_— ' - ' — Typical of a development section, however,
@ . op s

the harmony changes quickly: it is part of a
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- chords related to F minor. During this section,

the horn introduces 76 and *7 (sounding

aalzaalsns by

Yo 3 3 PRl #i*i %y and V), pitches that have not been heard
3 e e e " until now, as well as a prominently recurring

3 (the normal third of F minor). These are
also covered pitches that, at the dynamic level indicated in
mm. 82-94, result in more edge to the tone than anywhere in
the exposition. Once again, Beethoven uses the instrument’s
sonic characteristics to highlight elements of compositional
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form, in this case to underscore the more dynamic, non-tonic
nature of the development section.

Related to the change in tone color is the passage mm.
90-94. Here, the bass outlines a 3-2-1 descent in F minor with
a chromatic passing tone (52) (In this key, 3 (AL) is enharmon-
ically the same pitch as #2 (G#) in F major). What in the first
theme group of the exposition had been melodic passing
tones in the horn are now, in the more chromatically involved
development section, bass notes that support full harmonies
(Example 12).

Ex. 12: Allegro moderato, mm. 90-94

ol

the subdominant (B> major) as a new key area in and of itself,
using a reworked version of the melody from the develop-
ment section (Example 14a) to get there (Example 14b).19
Even in this key, however, the melody involves many covered
pitches, reminding the listeners of its origin.

At m. 130, the subdominant moves to the dominant, sup-
porting the same melodic material that it supported in the
exposition (m. 27). However, whereas this point in the expo-
sition represents a modulation to dominant, here it is part of
a large-scale subdominant-dominant-tonic
progression ending in m. 134. The long sec-
tion in subdominant ensures that this time

the dominant will not be heard as its own

key area but as a lead-in to tonic.2C
Furthermore, this version of the second

theme group, now in tonic, contains far
fewer covered pitches than it did in the
dominant, resolving the dramatic tension
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Beginning in m. 94 is a nine-measure passage in which a
new melody, albeit one based on previous motifs, is intro-
duced: a common occurrence in development sections (see
Example 14a). Despite the F major triad that
starts the passage, it is clearly in F minor. The
continued use of this key area and of prima-

created by tone color differences as well.

Ex. 14a: Allegro moderato, mm. 96-98 (dev. section, horn)
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rily covered pitches in the horn signals to the &=

listener that it is still part of the development
section. Beginning in m. 102, however, are

ten-measures of sixteenth-note passagework

in the piano and (open) fifth and octave leaps
in the horn, all supported by C major. This

chord is the dominant of both the preceding
F minor and the F major in m. 112, facilitat-
ing a smooth transition back to the opening
material that starts the recapitulation in that
measure.18

In a sonata-allegro movement, the recapitulation repeats
most of the material from the exposition, as is the case here. It
is also the section of the movement in which the dramatic ten-
sion created in the move from the tonic to another key area in
the exposition is resolved by keeping the all material in the
tonic. This requires a slightly different approach, however, to
the second theme group and what comes after it. In the expo-
sition, after the horn’s playing of the first theme group,
Beethoven moves briefly to subdominant as part of a cadence
in F major ending the horn’s first passage (Example 13). At
this same point in the Recapitulation, Beethoven establishes

Ex. 13: Allegro moderato, mm. 16-20 /—\
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The cadence on tonic in m. 134 corresponds to the begin-
ning of the second theme group. The entire theme and the
material that follows it, including the closing theme group,
are transposed almost verbatim from dominant to tonic. Only
in the final measures does Beethoven make changes to propel
the music toward a strong ending. While the exposition ends
with five measures of the horn playing mostly sounding Gs
(the dominant pitch of the C major tonic) in a syncopated pat-
tern over fast passagework in the piano, the recapitulation
ends with seven measures of the horn playing acrobatic

arpeggios that cover nearly the entire range
used by the instrument throughout the

e S S __ movement. This is supported by an accom-
@‘T Tt i — DA —r——C""PH— paniment that also covers nearly the entire
erese suh.p range used by the piano, and that includes a
_ i S WP S 0 VA S o = = = = final passage of rising chromatic passing
R iéa%%%:@% Q;H' FLE SR R tones from 5- 1 (m. 177), as well as final
b p soundings of the Schallmotif that opened the

— piece.
e 3 31 — ? ;{ ] = _‘“’ The other two movements of.this
F1 SRS 5— 6 v . ? work can be analyzed along the same lines.
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For instance, the second movement is based almost entirely
on the Schallmotif, and its F minor tonality requires many cov-
ered pitches that results in a movement with a different over-
all sonority. The third movement is also based on the same
motivic material: the main theme of the Rondo is basically a
combination of the Schallmotif, the octave leap, and the
Fallmotif (see Example 3). The brief move away from tonic to
the submediant (D minor) in m. 6 that supports the covered
pitches on the horn foreshadows a longer section in D minor
(mm. 62-85) that involves many more covered pitches. Such
motivic correlation and interaction among various sections of
any given movement or among the movements themselves is
a constant in this work, and demonstrates the high degree of
musical integrity expected from this composer.

The approach to this piece demonstrated in the above
analysis relies on a basic concept: that both the difference in
tone color between covered and open pitches, as well as the
homn's history as a hunting instrument were salient enough
characteristics to Beethoven that he would use them in gener-
ating the basic motivic material of an entire work. The latter
part of the argument can hardly be contested: nearly every
piece written for the horn, from its first appearance as an
ensemble instrument to well into the Romantic Period,
involves motifs related to hunting calls. Beethoven would cer-
tainly have been aware of that tradition through many such
works, including the last movements of the concertos by
Mozart and certain Haydn symphonies (e.g., No. 31).

The first point, however, raises a very big question: how
much difference in tone quality between the covered and
open pitches is there on the natural horn? There is an amus-
ing story, told by Willy Hess, about an old horn player in a
Leipzig orchestra who, after having played his entire life on
an E? natural horn, was asked by conductor Arthur Nikisch to
switch over to a valved F horn for the performance of a new
work. He did so reluctantly and played the rehearsal with
only one mistake. The performance went without a hitch.
Afterwards, Nikisch congratulated the hornist on his quick
mastery of the new instrument, whereupon the old musician
timidly replied, “Yes, Herr Generalmusikdirektor, but I went
back to my old E” horn.” He was able to match the sonorities
of both covered and open pitches so well that even a great
conductor was unable to hear the difference.?!

On the other hand, master orchestrators, such as Wagner
and Berlioz, who were working during the time that valve
horns began replacing natural horns, insisted that there was a
difference.?2 Indeed, when listening to works played on the
natural horn by modern-day specialists, a clear difference in
tone color between the two types of pitches is usually appar-
ent, especially at loud dynamic levels.

In any case, neither Mozart nor Haydn were shy about
using covered pitches in their solo works for horn. Indeed,
passages similar to mm. 96-102 (see Example 15a) can be
heard in Mozart concertos, such as mm. 97-112 in the first
movement of the K.V. 495 concerto. In fact, it would have
been quite difficult to write solo passages of any melodic
interest without using covered pitches, unless the composer
concentrated on the very high partials, as Mozart often does
in his K.V. 496 duets. Yet, for Haydn and Mozart, as well as for

€

other composers of concertos for natural horn (e.g., Telemann,
Forster, Stamitz), the covered pitches were simply a part of
the performance technique needed to accommodate the
melodic aspirations of the piece. None of these composers, as
far as I know, ever used the difference between open and cov-
ered pitches as part of a compositional technique, since none of
them created melodic material based on motifs simple
enough to accommodate that difference on an organic level.

Beethoven, on the other hand, did create such melodic
material for this sonata, as I believe I have demonstrated.
Furthermore, the fact that the difference in tone color was
compositionally important to him can also be demonstrated
by what he did not do. For instance, he could have written a
second theme group that contained far fewer covered pitches;
even on the F horn, C major contains many open pitches, as
demonstrated in the closing theme group. However, the sec-
ond theme group is a very important part of the sonata-alle-
gro structure. Had Beethoven written one here with more
open pitches, it would not have had the advantage of having
the “darker” tone color to help it stand apart. Similarly,
Beethoven could have written the second movement in the
dominant or the relative minor, keys that would have offered
many more open pitches. Instead, he chose the more distant-
ly related parallel minor with its dominance of covered pitch-
es, making the entrance of the Rondo, with its opening
Schallmotif on open pitches, sound fresher and brighter than it
might have otherwise.

Finally, I believe that Beethoven'’s use of the horn in this
work is consistent with that in his other works, especially
those in which the horn plays a prominent role. For instance
— to use an example well known among horn players — the
Trio of the third movement of the Symphony No. 3 uses
melodic material that is based on gestures playable on open
pitches of the horn. When the horns themselves are playing
the main theme, they are using almost exclusively open pitch-
es, and the music is solidly in the home key. However, at the
end of the Trio, the harmony moves toward the dominant,
essentially by way of chromatic ascent. Yet, instead of switch-
ing over to truly chromatic instruments, such as the bassoons,
Beethoven keeps the horns in the texture, requiring them to
play a number of covered pitches. He underscores the change
in harmony with a change in tone color.

On certain modern recordings of period-instrument
orchestras, this change in color is barely noticeable. It seems
that, in the spirit of the old Leipzig horn blower, the players
try to minimize the effect. That choice is, of course, up to the
players and conductors, who no doubt base their decisions on
good taste and sound historical research. However, when
approaching a piece such as the sonata, an analysis of the
music itself, such as the one I have offered, might also be help-
ful. I believe it suggests quite strongly that, if playing the
work on a natural horn, the sonic aspects of the instrument
should not only be taken into consideration but should, in
fact, be exploited. Such exploitation helps communicate the
musical designs and impulses of the work to the listener, and
was most likely intended by the composer. Furthermore, this
type of analysis might even help performers who play the
piece on the modern horn to make interpretive decisions;

Beethoven’s Sonata
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Ifor James Workshop, 2 February, 2001
by Barb ara MacLaren

and masterclass to horn students and teachers from the
North-west of England.

It is important that the wisdom of hornists such as Ifor is
not lost, and in this lecture Ifor demonstrated the central
issues from which we all can benefit as we play.

The transcription uses Ifor's words, and the points he
made were:

This is a transcription of notes made during Ifor's lecture

* think - have a vision, an idea of what you are intending,
before you play.

¢ think - have a sound in your head that you desire.

¢ think - use your understanding of yourself to direct
your study of the horn, the technical aspects of the instru-
ment.

* know yourself - understand what you are good at,
what you enjoy, why you want to do this at all, what makes it
important for you.

¢ listen to music, read scores — so you have an aware-
ness of what’s going on around you musically, particularly in
performance.

¢ study in your own time-scale - playing the horn is a
physical and mental challenge, it will not happen overnight.
You are in charge of your learning and the speed you learn at
is individual to you, so take whatever time you need.

¢ put in the hours! - play, play, play!

Ifor began with his history

He began his musical life as a cornet player, then had
horn lessons with Aubrey Brain. Important things from
Aubrey were -

¢ play for three months hand-stopped.

* practice, practice, practice.

* always play your first note beautifully, then the next
note — aninterval — and carry on, so you have to learn how
to attack, how to play every interval securely.

e listen to any music, be critical of it, your ideas are
important.

* whatever exercises you do, do in reverse also, for the
different pressure levels, diaphragm use.

» all players are different, find what you are good at and
develop it.

* play scales and arpeggios, like on the piano. Move the
embouchure around.

¢ computing the movements — C# scale is really no
more difficult than C scale — no need to know how many
sharps, just play it, who cares if it takes years, it doesn't mat-
ter. (Ifor commented — it has to be done without thought.
Process — start on C every day, then add sharps not flats, psy-
chologically more difficult yes but physically no. Fool around
on three notes from C#, four notes etc, take weeks if neces-

sary).

q

Ifor James Workshop

Ifor continued talking about music

The trios by Brahms and Ligeti are fabulous, Saint-Saen's
early Romance is gorgeous, Ifor prefers Mozart's first concerto
of the four, Villanelle is great. He makes the point that we train
to do what we do, and not anything else, our energy use is
precise.

The first question dealt with stage fright

Ifor said be stubborn, get used to performing, keep doing
it. Take a look at yourself and your ways of handling the
effects of adrenaline, which is there to give you the energy to
perform. Aubrey said - let it give you that energy, and remem-
ber that nerves can be a form of conceit, maybe you want to
be compared with and found better than your fellows, when
this doesn't matter, we are all different, it doesn't matter what
others think. Also, others are not really interested, just do
your best, concentrate on that, not on what is going on around
you. Aubrey again said, train your brain, play concentration
games. Ifor said, concentration helps nerves.

Ifor talked next about his warm-up patterns

Warming up is very important, using lip and mind. Long
warm-up, 40 minutes, short warm-up, 10 minutes.

* start with any scale or arpeggio.

e long notes - Ifor demonstrated, starting on fourth line
D, then spread around the whole range using semi-tones,
octaves etc.

e lip trills, warming up the muscles.

* '6 attacks' - three long Gs below the stave, two middle
Gs, 6 high Gs short and spaced, if you knock one do 6 more;
then up in semi tones to top C.

e tonguing exercises - not about speed but correct mus-
cles, playing piano to forte.

e all scales, all arpeggios, melodic minors one day, majors
the next etc.

¢ triple and double tonguing.

e slurring exercises.

¢ end warm-up with Arban no 48, octave fast exercise.

Then on with practice proper, using Arban, picking any
exercises. Have lots of rests, letting the lips recover and also
building up stamina. For Ifor, as for Aubrey, Arban is the
bible.

Ifor ended this part of the workshop with some
advice and concluding thoughts

Know yourself, know your own character and what you
are good at. Ifor feels he is good at lyrical playing, not mod-
ern music. He stopped playing principal horn eventually,
wanting more freedom. He observed that there are many
excellent players these days, and that things are different now
than when he started.
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He advised us to:
e work hard
* get good
¢ have a fun life
* have a good life

Ifor James Workshop

Masterclass Section

Hindemith, Sonata for horn and piano, move-
ment two. Edition Schott and Co.

Ifor told us that Wilfrid Parry, the pianist, and Dennis
Brain, for whom Hindemith wrote the Sonata, went to
Hindemith to study both the Sonata and the Concerto for
Horn. Parry's piano part has all Hindemith's markings in it.
Ifor says that Hindemith was a man with a sense of humour.

To the horn student he said

e stand straight — think, and play to the back row - its not
about playing loud but about projecting.

¢ look as though you mean it - no need to look at the
audience - then let it sing.

* not too slow — use a singing style — blow - give it plen-
ty of air.

¢ finish the ends of phrases nicely and consciously.

¢ hear the notes in your head — think and hear forward,
not up and down but forward.

¢ breathe and attack in rhythm.

¢ memorise - learn the piano part so that you don't need
to count — all these pieces are duos and you are in trouble if
you don't know the other part.

About the piece he said

* Dennis Brain took the breath in the first phrase after the
second beat in the bar before 18.

* play the second phrase bigger.

* after 21 start to speed up — Hindemith is a very lyrical
composer.

* make an impact by slowing up before the double forte
at 26.

* make a break and place the last note.

Saint-Sdens Romance for horn and piano, opus
36. Edition Durand.

To the student Ifor said

¢ think about what you want this music to sound like, not
your technique.

* it's just like singing.

* hold notes right to the end.

* 'think' flatter notes higher.

About the piece he said

edon't double dot the dotted quaver-semi quaver
rhythm.

¢ keep the breaths every four bars in the first two phras-
es.

e slur the quaver bars with the dot and slur markings in
the faster middle section.

e really slow down after the ad lib.

e for safety, change the tone quality in the four bar
phrase before the a tempo.

Franz Strauss Nocturne for horn and piano, opus
7. Universal Edition.

To the student Ifor said

* be sure to be warmed up.

¢ interpret the speed of the piece, look at it and guess, get
the feel of it.

* what does the composer want? What's happening in
the piano part?

About the piece he said

* the phrase containing the eight semi quavers at the end
of line three, finish this phrase off past the quaver rest on the
next line.

* accelerate the scale, end of line four.

* tenuto the top A flat, line five.

* piu animato section, to the back wall.

* suggest slurring the tenth in line seven?

* really spread the decorated bar at the end of line four
(second page).

¢ final three lines, tail each phrase off.

* suggest last line, one long crescendo and diminuendo
to last note, replacing the swell markings in the edition?

Barbara MacLaren holds the Associate Diploma of the Royai
Manchester College of Music where she was a student of Sydney
Coulston. She created the Lancashire Hornjolly 2002, helped to
organise the British Horn Society Festivals in 2003 and 2004, and
is currently on the organising team for the 25th British Horn
Society Festival, to be held in London later in 2005. Barbara works
as a horn teacher and player and is horn tutor at Lancaster
University. Her pupils work in orchestras throughout the United
Kingdom and Europe.
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Recording Reviews

~ John Dressler and Calvin Smith

them to Dr. John Dressler, Department of Music, Murray

State University, Murray KY 42071-3342, USA. Readers
interested in obtaining discs reviewed in this column are urged to
place orders with dealers or record stores in their area. If those deal-
ers are unable to assist, contact one of the several reputable suppli-
ers: MusicSource; www.prms.org; Compact Disc World, Tel. 1-800-
836-8742; H&B Recordings Direct, Tel. 1-800-222-6872; or the dis-
tributors, themselves.

Performers who wish their discs to be reviewed should send

Distributors:

Richard Burdick at: www.i-ching-music .com

Charles Fisher discs are available free by contacting him at:
FishCl@Kitch.com

Capstone Records: www.capstonerecords.org

Crystal Records: www.crystalrecords.com

Linahon Music: www.linahonmusic.com

Linn Records: www.linnrecords.com

River View Records: www.riverviewrecords.com

Patchworks: Music that’s in charge. Deborah Thurlow, hor-
nist with the chamber music ensemble Turn on the Music.
Capstone Records CPS-8737. Timing: 73:17. Recorded live at
the Puffin Cultural Forum Comprovisational Series, NY, 2004.

Contents: Bruce McKinney: Scramble [flute, horn, electric gui-
tar, electric bass, and computer generated recording]; Bruce
McKinney: X [horn, violin, electric guitar, theremin and com-
puter generated recording]; Eric Ross: Overture, Op. 47 [horn,
violin, electric guitar, theremin, piano, bird whistles];
Deborah Thurlow: Woods [horn, violin, electric guitar,
theremin]; Eric Ross: Quartet, Op. 51 [horn, violin, electric gui-
tar, theremin, piano]; Clive Smith: Emerging [horn, electric
bass, sampler]; Kali Fasteau: Mellow Evening [soprano sax,
horn, electric guitar, electric bass].

I recently received a number of discs featuring experi-
mental music. By its nature an entire evening (or disc) of such
music can wear quickly. But experienced as a contrast to the
more traditional horn repertoire, performers may find great
value in the literature on this particular disc. Eerie and atmos-
pheric are adjectives describing McKinney’s Scramble. It is an
effective mood-setting piece of nearly ten minutes in length.
The horn does not appear for several minutes, thus offering
contrast to the opening scene. To my ear the horn is not the
center of attraction here; instead it blends and is often absent.

McKinney’s X, clocking in at seven minutes in length, is
similar to Scramble, using the horn as one of many interesting
timbers. Ross’s Overture is striking because of its use of the
standard acoustic piano amidst the electronically altered horn
and violin tones. The horn tends to have a steadying effect in
a texture, where the main theme is a twelve-tone row. The
entire disc explores a great variety of effects, including
improvisation, serial gestures, and sonic playfulness of all
sorts. Particularly clever was Ms. Thurlow’s inclusion of the

Siegfried motive in her piece, Woods. She is a resident of
Teaneck, NJ and is a freelance musician in both the New York
City area and Europe.

Dauprat Duos for Natural Horns, Op.13, vol. 1. Richard
Burdick and Beverly Wilcox, hornists. Self-produced disc.
Timing: 49:59. Recorded summers of 2003 and 2004.

Contents: Louis Dauprat: Duo No. I, C Major; Duo No. 2, C
Minor; Duo No. 4, A Minor.

If you’ve encountered any of the solo works or the com-
plete method book of Dauprat, you will understand the
impression he made upon the early-to-mid-19th century
“French” hornist. It is one thing to play his pieces on the mod-
ern valved horn, but to perform them on the natural horn is
another situation altogether. Here three of his duos are per-
formed on valveless instruments. Burdick’s is an Austro-
Bohemian horn made in the 1840s by an unknown maker;
Wilcox plays a Finke copy of an 1830s Belgian horn. Both
instruments were modified by Lowell Greer and the duo per-
forms at A=430, in mean-tone temperament.

Educationally speaking, this disc reveals what the French
players were probably dealing with shortly after Beethoven’s
death. The two artists here have a terrific feeling of unity of
intonation, articulation, phrasing, and color, especially on the
closed notes. While the spectrum of dynamics is not particu-
larly wide, the rapid changes between open and closed horn
and the many sets of trills is indicative of their command of
these instruments. Their understanding of the original-instru-
ment phenomenon is immediately realized by the listener.
They’ve provided us with an intimate and fresh presentation
of these works.

Mr. Burdick is currently principal horn of the Regina
(Saskatchewan) Symphony; Ms. Wilcox is a former member of
the Syracuse (New York) Symphony and is currently a gradu-
ate student at the University of California, Davis. ].D.

©

EntrylExit. Charles Fisher, hornist. Self-produced disc.
Timing: 25:24. Recorded in 2005.

Contents: Charles Fisher: Entries 1-4; Exits 1-4.

Dennis Brain found one and used it often — an encore
piece, short, and to the point: Le Basque. This “little ditty”
began its life as a simple French country dance and was made
more popular in its version for viola by Marin Marais.
Likewise, here is a marvelously clever set of 4 “entries” and 4
“exits”: pieces composed to open or close a recital of stan-
dard-length works. Countless times I have looked to Froydis’
books of Prunes to find a two-to-three-minute work to round
out a program. But sometimes a transcription of a vocal or
instrumental melody just does not compliment the other
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works on a recital. Charles Fisher has composed some splashy
and ear-catching vignettes, some with lyric lines, some with-
out. Each of the eight pieces on this disc lasts about two-and-
a-half minutes and is intended to be essentially a concert
etude for horn and piano. The Entry works are quite challeng-
ing; the Exit pieces are less challenging.

Mr. Fisher’s playing is sparkling, agile, articulate, and
commanding. He adds a spice and twist to many phrases,
lending some humor and carefree spirit at the right moments.
The piano parts are of equal difficulty to the horn parts, main-
taining the true “sonata” effect of the 19th century. While I
tend to think of an “entry” piece on a recital as a “warm up,”
Mr. Fisher’s works call for technique and flexibility. Tonal in a
neo-romantic mold, these are gems which need to be per-
formed: they make for very accessible first-hearing works for
audiences of all types. Mr. Fisher is offering both the disc and
copies of the music available at no cost! Please investigate
these pieces by sending him an e-mail message at the address
at the head of this column. You will not be disappointed! J.D.

Recording Reviews

Camerata Woodwind Quintet. Randall Faust, hornist. Crystal
Records CD-756. Timing: 58:12. Recorded in 2005.

Contents: Jacques Hetu: Quintette, Op. 13; Anthony
Iannaccone: Woodwind Quintet No. 2; John Steinmetz: Quintet.

Special thanks go to this woodwind quintet in residence
at Western Illinois University. Here are three published con-
temporary quintets of which I knew absolutely nothing
before listening to this disc. Composed in 1967, 2003, and
1984, respectively, this recording introduces fine new works
to those steeped in the more standard quintet repertoire.
Hetu’s piece is not tonally aggressive; it is written idiomati-
cally for the instruments in an atmosphere of modern chords
and effects. Shortly before he composed this work, the com-
poser was a pupil of Henri Dutilleux, and one can hear typi-
cal French idioms at play. This is a four-movement work of
about eleven minutes in length, featuring a neo-classical
tempo structure: fast, fast, slow, slow/fast. Most appealing is
Hetu’s of counterpoint and lyricism, juxtaposed with brighter
gestures. While there are serial and modal elements, the over-
all tonal idiom shines through.

For the past thirty years, Iannaccone has been on the fac-
ulty at Eastern Michigan University; he was a pupil of
Giannini, Copland, and Diamond. This work is a landscape
piece of three movements, each of which evoke imagery from
Hart Crane’s poem, “The Bridge.” The movements, titled The
Bridge, The Harbor Dawn, and Atlantis, collectively provide
ample opportunity for each instrument to lend its-own timbre
and character to the overall scenery. As one might expect,
symbolism, multi-level meanings, and personifications
abound. It is a delightful piece, quite easy to follow on first
hearing by any audience.

John Steinmetz is a freelance bassoonist in Los Angeles,
principal bassoon of the Los Angeles Opera and Los Angeles
Master Chorale, a studio musician, and member of Camerata
Pacifica. His Quintet consists of seven movements each last-
ing from one to six minutes. The movements are written in

different styles and some sound rather modern. One move-
ment begins in unison, then the instruments gradually move
outward in either direction, while one instrument sustains the
initial pitch. Other movements sound much more traditional:
In one instance, an oscillating background supports a lyric
melody. Then, after a very natural transition, this section is
followed by a more rhythmically active one.

Steinmetz’s Quintet is all about timbre: blend versus dom-
inance. There are several heartfelt motives especially in the
horn part, wonderfully executed here by Dr. Faust. Warmth
combines with mystery throughout the piece: it is very diffi-
cult to “pigeon-hole” this quintet, and that is part of its
intrigue. It is definitely an ethereal work that needs regular
performances. I was particularly drawn to the intervallic pas-
sage in the third movement that sounds like the sesquialtern
stop on an organ. Followed by a modal folk melody with long
drone in the horn, it captured a medieval quality — for me it
was a Cheminee du Roi Rene moment. [.D.

The Romantic Horn Concerti. Eric Ruske, hornist with the
IRIS Chamber Orchestra. Albany Records Troy-782. Timing:
75:01. Recorded January 20-23, 2005 in the Germantown
Performing Arts Centre, Germantown, Tennessee.

Contents: Franz Strauss: Concerto, Op. 8; Richard Strauss:
Concerti Nos. 1 and 2; Gliere Concerto, Op. 91.

It has been some time since I have had the pleasure to
hear a set of Eric Ruske performances. This, his latest disc,
arrived just as the October Horn Call is going to press. Ruske
has chosen to assemble “chestnuts” all horn players need in
their library. In addition to his mature musical interpretations,
burnished timbre, and introspective phrasing, is the striking
way Ruske blends with the IRIS Chamber Orchestra. It is a
totally new sound: a more intimate and deliberately collabo-
ration. Gone is the all-encompassing and almost overwhelm-
ingly gargantuan orchestral background-come-foreground,
often preferred by conductors. Michael Stern has done a fine
job of allowing his musicians to sculpt their own phrasing,
complimentary to the soloist at every turn.

IRIS provides a new venue for these works, mainstays of
the horn repertoire. While I hope the listener/reader already
owns at least three other recordings of these pieces, the hor-
nist must add this one! Here is a fresh approach — a truly
inspired reading of these valved horn classics. Ruske’s delica-
cy, exhibited in both the second movement of the Op. 11 and
the Gliere concerto, is balanced with demonstrative arpeg-
gios, chromatic passages, and the like, particularly in the
finale of Strausses first concerto (especially in the coda sec-
tion) and the first movement of Strauss’s second concerto. My
ear was drawn by the much more cadenza-like treatment
Ruske’s interpretation lends to the opening of the Second
Concerto. Indeed, this passage demands a sensibility and
nobility more than just technique and statement of theme.
Most of the tempi heard on this disc follow the tradition of
previous recordings over the past 50 years. But here is a disc
showing character, purpose of thought, and total musicality,
which will age well by comparison. J.D.
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Benjamin Britten. Scottish Ensemble. Clio Gould,
Director/Violin. Martin Owen, horn. Linn Records CKD 226.
Timing 72:45. Recorded July 28-30, 2003 at the Caird Hall,
Dundee, United Kingdom.

Contents: All compositions by Benjamin Britten: Les
llluminations, Op. 18; Variations on a Theme of Frank Bridge,
Op.10; Serenade for Tenor, Horn and Strings, Op. 31.

It is always a pleasure to hear music that is this good and
played so expertly. I am familiar Les Illuminations and
Variations on a Theme of Frank Bridge but the Serenade for Tenor,
Horn and Strings is the work that I know best. [ am certain that
all three are going to be a treat for anyone hearing this CD.
The Scottish Ensemble plays with strength and passion,
which is enhanced by exceptionally good ensemble and into-
nation. This is my first opportunity to hear Martin Owen. He
is principal horn of the Royal Philharmonic Orchestra and has
also been guest principal with many of London and Europe’s
finest ensembles. I eagerly anticipate hearing him many more
times. The Serenade, besides being an awesome showpiece for
the hornist, is a first-rate masterpiece. It is the sort of piece
that can lay bare any weakness a hornist may have. Martin
Owen doesn’'t have any weaknesses, at least none that were
evident in this recording. His tone is clear and rich. His tech-
nical flair in the Sonnet was brilliant. His entrance in the Dirge
was exciting. His cadenza moments of the Nocturne were
wonderful. I could give equally high praise to all of the other
movements. It is a stellar performance! C.S.

©

The Feast Awaits. Douglas Hill, horn. Wisconsin Brass
Quintet. Crystal Records CD567. Timing 77:29.

Contents: Enrique Crespo: Suite Americana No.1 for Brass
Quintet; Douglas Hill: Tribal Images for Brass Quintet and
Percussion; John Stevens: Footprints for Baritone Voice and Brass
Quintet; Douglas Hill: Timepieces for Brass Quintet.

Here is a CD that should be in your library of recordings
and, if you are active in brass quintet playing, it contains
works that should be in your music library. When the CD
arrived, I expected to hear some exceptional brass playing; I
did. There is no doubt about the performers: they delivered.
To me, the recorded sound of this CD is perfect. Douglas Hill
has contributed immeasurably in many ways to the horn/
brass/educational world. He has distinguished himself as a
performer, teacher, composer, and author. In each of these
areas his accomplishments are more than impressive: they are
stellar. His playing on the CD is strong, expressive, facile, and
as vibrant as ever. His two compositions will enter the brass
quintet repertoire and become standards in the near future.
The CD begins with Enrique Crespo’s Suite Americana No.1 for
Brass Quintet. Is there a Crespo revival going on here? This is
the second recording of this work that I have heard for review
within the last year (I don’t mind that at all). It is an excellent
work: a colorful, flamboyant, and lively journey through

Recording Reviews ‘@
North and South America. Its movements include Ragtime,
Bossa Nova, Vals Peruano, Zamba Gaucha, and Son de Mexico.
Each of them is a delight and brilliantly played, of course.
Hill’s Tribal Images for Brass Quintet and Percussion relies on the
work done from 1893 to 1905 by ethnographers Alice Fletcher
and Francis LaFlesche, who documented and transcribed
music of the Helushka (warrior) Society of the Omaha tribe of
northeastern Nebraska. Its performance requires three per-
cussionists, who add greatly to the color and energy of this
highly evocative work. The movements are Where the Thunder
Leads, Let the Prayers Rise Upward, The Feast Awaits, and Arise
Friend and Walk We Away. This piece would be well worth the
time and effort necessary to learn it. Listening to it was very
enjoyable.

Hill’s other work here is Timepieces for Brass Quintet. The
composer writes, “Timepieces was composed during the sum-
mer of 1997 to celebrate the 25th Anniversary of the
Wisconsin Brass Quintet. Having thoroughly enjoyed my first
10 years with the WBQ, I decided it was about time that I
write a ‘feel good” musical tribute to the members and the
memories we have shared over time.” And this is exactly
what he did! It is a “feel good” piece with depth, emotion,
fun, and memories. The movements are Good Times, Upon a
Time, Another Time, Simpler Times, and Party Time! When you
hear or perform this work let each title allow you to build the
mood or memory around its suggestive character. Both of the
Hill works are for accomplished players that are willing to
put considerable time, effort, and soul into learning and per-
forming them. It will be time and effort well spent. Go for it!

Footprints for Baritone Voice and Brass Quintet by John
Stevens completes the program of this CD. Stevens has been
professor of Tuba and Euphonium at the University of
Wisconsin-Madison since 1985. His list of compositions is
lengthy and those that I have heard or performed are excel-
lent and well-crafted. Paul Rowe, also of the University of
Wisconsin-Madison, sings these challenging movements with
apparent ease and expression. C.S.

Jazztet. Barry Toombs, horn. Westwind Brass. Linahon Music
Productions LMP-3905. Timing 55:13. Recorded in Smith
Recital Hall at San Diego State University, San Diego,
California on November 1, 2004.

Contents: Dizzy Gillespie, arr. Yeager, A Night in Tunisia;
Oliver Nelson, arr. Toombs, Stolen Moments; Jimmy Guiffre,
arr. Yeager, Four Brothers; Billy Strayhorn, arr. Steinwehe, Lush
Life; Chick Corea, arr. Toombs, Spain; Thelonius Monk, arr.
Yeager, ‘Round Midnight’; The Original Dixieland Jazz Band,
arr. Gale, Sensation Rag; Leon Russell, arr. Yeager, This
Masqguerade; Bix Biederbecke, arr. Soukup, In a Mist; Paquito
D’Rivera, Four Pieces for Brass Quintet.

Westwind Brass has produced a CD of one of America’s
original art forms: jazz. Their arrangements showcase several
styles of jazz: Dixieland, Big Band Swing, Cool Jazz, Bebop,
Latin, and an original work in four movements by Paquito
D'Rivera. The arrangements are, for the most part, very good.
Some have clichéd moments, but that’s all right. All of the
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arrangements would be excellent additions to most brass
quintet performances when used to offer variety or a change
of pace.

This CD was too much of a fairly good thing. I also
missed hearing a rhythm section. I think I know why
Westwind Brass chose not to use one, but it would have been
a valuable addition and a welcomed sound. This CD is easy
listening, it's not profound, and that’s fine with me. Listen to
it when you're cleaning your horn or just hanging out with
friends. The performing is excellent by each member and the
rhythmic precision and intonation are superb. I enjoyed hear-
ing this CD and so will you. C.S.

Recording Reviews

The Alec Wilder Project. Suite Music by Alec Wilder. Sandra
Clark, horn; The Alec Wilder Project Orchestra, conducted by
Chelsea Tipton. Shannon Ford, tenor saxophone; Amy
Heritage, flute; Jocelyn Langworthy, clarinet; Valrie
Kantorski, piano. Riverview Records RR001. Timing 65:02.
Recorded in The University of Toledo Center for the
Performing Arts Recital Hall, Toledo, Ohio, in May and July,
2004 (tracks 1-20) and in Grace Lutheran Church, Fremont,
Ohio, March 8, 2004 (tracks 21-25).

Contents: All works by Alec Wilder: Suite No.1 for Tenor Sax
and Strings: Three Ballads for Stan Getz; Suite for Flute and
Strings; Suite No.2 for Tenor Sax and Strings: For Zoot Sims;
Suite for Horn and Strings; Suite for Clarinet and Orchestra; Suite
for Horn and Piano.

Alec Wilder holds a special place in American music. His
unique style and the novel combinations of instruments that
he often uses make his music stand apart from his contempo-
raries. This CD is a valuable contribution to the discography
of Wilder. All of the performances are excellent and it was a
pleasure to hear the “non-horn” works. Sandra Clark plays
with exceptional control, agility, and flexibility. She captures
the style and character of Alec Wilder very well — she made
the difficult sound easy! I was impressed some of the time by
her crisp articulations and her intonation was generally excel-
lent. Maybe time and budget limitations prevented some
small intonation discrepancies from being fixed. Her tone is
pleasant and clear in the mid-range at medium dynamics;
however, for my taste, I would like the top and bottom regis-
ters to maintain this fullness and clarity. The recorded sound
quality is very present, almost too much so. I would like to
hear a fuller, warmer sound for most of the CD. To me
Wilder’s lyric, expressive style sounds best that way. This CD
will be a valuable addition to my collection and yours.

If sales warrant a second pressing of this CD, I hope that
some corrections are made in the liner notes. The end of the
notes for the Suite for Flute and Strings are abruptly cut off, or
I couldn’t find them. Some of the photographs are of excellent
quality, some are not. Other printing alignment problems on
the back of the CD case need correcting. Fortunately, none of
this will decrease your enjoyment of the music. I'm glad that
Sandra Clark produced The Alec Wilder Project. Alec Wilder
contributed much to American music; he deserves to have his
music performed and well-documented in projects like this. C.S.
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Book and Musu: Rewews
| Jeffrey Snedeker, Edltor

Book and Music Reviews Editor, The Horn Call, Depart-

ment 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 par-
tial copies will not be reviewed or returned. Publishers of musical
works are also encouraged (but not required) to send pricing, com-
poser biographical information, program notes, and/or representa-
tive recordings if available, live or computer-generated, on CD (pre-
ferred) or cassette tape. Generally, review copies and recordings will
not be returned, though special arrangements may be made by con-
tacting 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 Snedeker,

Corrections

In the last issue, there were some typos that need correct-
ing: Julie Patton wrote to make sure individuals interested in
her Student Log Book had the correct ISBN: 0-9762902-0-0, as
well as more accurate contact information for Purple Lizard
Press: www.purplelizardpress.com (no hyphens) and (520)
991-1771 for telephone inquiries.

Also, Ken Wiley wrote to confirm my suspicion that
Willow Weep for Me in his jazz play-along book, Ken's Jazz
Lounge, was transposed for practical range reasons — real
jazzers do this all the time, and I can say from personal expe-
rience that this is a much better key for horn. Ken also point-
ed out that his version of Morning by Clare Fischer, which I
described as “in a different key from my Real Books,” was
officially approved by the composer, so perhaps the three
books 1 consulted have it wrong. Either way, Ken has
enhanced the use of both tunes by horn players, and I appre-

ciate the clarification. J.S.

Heart’s Desire—Louis Stout—Horn Of Plenty (an autobiog-
raphy). Good Unlimited, Inc., 3412 Wrightsboro Road, Suite
902, #358, Augusta, GA 30909; ISBN 0-9746755-1-2, 2005. $30
(paperback), including CD. www.HeartsDesireNetwork.com.

First, a disclaimer: Louis Stout was one of my teachers
and an important one for me at the time I studied with him.
As a result, this book has some stories in it that are familiar (to
me) as well as some new ones, highlighting a remarkable
career as a performer and teacher of the horn. It should also
be noted that the THS recently recognized Mr. Stout’s contri-
butions to the horn world by awarding him its highest honor,
Honorary Membership, acknowledging his lasting influence
on music and the horn worldwide. This book is a loving trib-
ute, compiled and published by one of his former students,
Suzanne Hale Butler. It is described as an autobiography, with
the curious disclaimer of some names having been changed

and some individuals and events having been fictionalized.
Further, the book is written in third-person, also curious for
an autobiography.

These distractions, however, are minimal, and novelized
memoires are not new. Structurally, we are presented with
two important periods in Mr. Stout’s life, his achieving a posi-
tion in the Chicago Symphony in 1955, and then assuming a
professorship at the University of Michigan in 1960. In gener-
al, the book reads more like a novel than a chronology of his
life, which makes for a much more entertaining read.
Admittedly, it jumps around a bit sometimes which creates a
few flow problems, but generally, events and conversations
are easy to follow. As the two primary events are described,
there are numerous reflections of previous times, including
early family life and other career and personal events as he
worked his way up through the ranks in North Carolina, New
Orleans, and Kansas City, among other places. These reflec-
tions include recollections of dialogue that are very specific. I
know Mr. Stout’s prodigious, photographic memory, so I am
not willing to question his recall, but it is clear that some of
the conversations are presented partly to express broader
ideas and philosophies of teaching and playing, so they are a
little more pedagogical and a little less conversational. Still,
they are genuine words from the master, and very worthy of
serious consideration. There are some marvelous insights into
the challenges he faced and the relationships he had, especial-
ly with his wonderful wife, Glennis, who has been and still is
extremely important to him. We learn quite a bit about his
early life on the family farm, which explains his incredible
determination and stamina throughout his life. We learn
about his relationships with certain colleagues and conduc-
tors, and some of the realities of orchestral life in the 1950s.
We learn of his intense devotion to and pride in his students,
at UM, the New England Music Camp, or anywhere, and how
his deep love for his family was integral to the decisions he
made regarding his career. We learn about his interests in the
history of the horn and the Stout Collection, now housed at
Schloss Kremsegg in Austria. And, finally, we hear from some
of his students who represent his legacy all over the world;
included are 40 testimonials from past and current students,
from his earliest charges to their horn-playing children. There
are numerous photos from all parts of his life that lend visual
reality to his reflections, and an accompanying CD of some of
his performances reinforces his legacy as a player.

My only real quibble with this book is a result of my five
years of worrying about all of the editorial elements of this
journal: there are surprising numbers of typographical errors,
formatting inconsistencies, oddly placed pictures, incomplete
captions, and other small things that a good proofreader
would have been able to correct. These include mislabeling of
pieces on the CD. In fairness, I know that this publication was
put together in a hurry so that it would be available for the
THS workshop in Alabama last June, but it is my sincere hope
that, if a second edition is produced, corrections can be made.
If one can see past these small distractions, horn players and
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teachers will enjoy reading about the remarkable career of this
important figure in the history of our instrument. I am proud
to be one of Louis Stout’s students and this book provides
insight for life and music through the life of one of the world’s
most influential teachers of our instrument. J. S.

©

All Together! Teaching Music in Groups. The Associated
Board of the Royal Schools of Music. Distributed by Edition
Peters, 70-30 80th Street, Glendale, NY 11385; www.cfpeter-
sny.com. ISBN 1-86096-398-6, 2004. Catalog No. D3986.

This book is a collection of essays by British music educa-
tors associated in some way, as members, friends, or col-
leagues, with the Associated Board of the Royal Schools of
Music. From the title, one can see that the focus is on teaching
music in group settings, and the range of topics moves pro-
gressively from philosophical and foundational aspects to
very practical subjects. Additional teacher-contributors offer
useful perspectives, anecdotes, and primary evidence that
support the ideas presented. In the Foreword, Evelyn Glennie
states that the book “is without a doubt a major statement of
how we can reinvent, improve, and inspire through the art of
groups music teaching.” I agree that the essays are quite
provocative for all levels of teaching, despite the fact that the
general orientation seems to be directed toward the primary
school levels. It is designed to encourage and show teachers
how to find ways to reach students more efficiently and effec-
tively.

More specifically, the topics include: the dynamics, psy-
chology, and the art of group teaching and learning; develop-
ing technical, musical, and ensemble skills; encouraging
progress; using technology; improvising and composing in
groups; guiding practice, lesson planning, assessment, and a
few other relevant topics. This book is also connected to the
Music Medals books, reviewed below, which put actual music
to the concepts and recommendations.

For me, the most provocative essays were the perspec-
tives on how teachers can get more from students in a group
teaching setting (dynamics, art, and psychology of group
teaching and learning) — there are few worse feelings than
being in front of a class or working with an ensemble, and
knowing that you are losing their attention. Also, despite the
orientation to younger learners, I see similar behaviors and
needs in my older students, so the foundational concepts are
still very relevant to teachers’ needs at any level. I was quite
impressed with many of the points made, which have encour-
aged me to reevaluate how I would like small group experi-
ences, like quartets and quintets, to encourage technical and
musical growth in my university students. The individual
essays run no more than about 12 pages, and each has a nice
balance between premise, research, and practical application;
though this is not really scholarly in intent or tone, there is a
substantive depth to the opinions expressed. This book will be
a very good resource for music educators in general, but more
critical for studio teachers and small ensemble coaches since
they often do not get the same exposure to broader pedagog-
ical views as educators do. While teachers and coaches who
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read this book may be selective about what they feel is rele-
vant, they will benefit from the succinct points and discus-
sions. I highly recommend this book for any teacher who
plans to work with groups of any size. J. S.

Music Medals Series: Copper Brass 1. The Associated Board
of the Royal Schools of Music. Distributed by Edition Peters,
70-30 80th Street, Glendale, NY 11385; www.cfpetersny.com.
ISBN 1-86096-503-2. Catalog No. D5032.

Music Medals Series: Gold Brass 1. The Associated Board of
the Royal Schools of Music. Distributed by Edition Peters,
70-30 80th Street, Glendale, NY 11385; www.cfpetersny.com.
ISBN 1-86096-506-7. Catalog No. D5067.

The Music Medals series is a means of musical assess-
ment compiled and organized by the Associated Board of the
Royal Schools of Music in the United Kingdom. Interested
players and teachers can find a lot of information about this
program at musicmedals.org. The program is active through-
out much of the British Commonwealth, but has only recent-
ly begun to establish itself elsewhere. The emphasis here is on
group teaching, and students achieve music medals by play-
ing a solo, playing with others, and demonstration of specific
musicianship abilities, all three activities assessed by a certi-
fied teacher before medals can actually be awarded. The
medals are copper, bronze, silver, gold, and platinum. These
books sent for review are associated with only two of these
levels, but each line of these duos, trios, and quartets is
assigned a medal value, so students know exactly what parts
they need to play to qualify for their desired medal. The parts
are mixed as well, so some pieces may have all copper, while
others mix gold and platinum. What specific musical charac-
teristics separate these different levels? I was unable to find a
clear explanation or breakdown on their website, but it is
clear from the music that all technical aspects are considered,
from the obvious, like range and rhythms, to more subtle
things, like the nature of entrances after rests. “Copper” parts
have a range of about a fifth, with half-, quarter-, and whole-
note rhythms. As one moves through the levels, things get
more complicated, until one reaches the “platinum” parts,
which range from a to f" and have a full range of rhythms that
a second or third year player would need. Again, let me
emphasize that parts can be mixed. The “Copper” volume
that was sent has several “Bronze” parts, and the “Gold” vol-
ume has “Silver,” “Gold,” and “Platinum” lines in the pieces.

I find these two books to be absolutely terrific for the age
they address, and I am eager to see more volumes in the
series, for all the medals as well as the different skill levels.
One of the best aspects of these books is that there are many
new, original pieces and some new, progressive arrangements
of familiar tunes. Most are by British composers of some note
— Philip Sparke, Paul Archibald, Derek Bourgeois, and more
have addressed one of the primary complaints of beginning
ensemble music: this stuff is of very good quality. All pieces
are short but fun to play and well-crafted for two to four
horns. And, if that wasn’t enough, it gets better: the Music
Medals program skills are cross-referenced with comparable
pieces in many of the elementary band methods currently in
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use around the world, including such “heavyweights” as
Essential Elements 2000, Accent on Achievement, Standard of
Excellence, and many others. If you are looking for small
ensemble music for beginners, this is probably the best pro-
gressive collection I've seen so far, and I haven't even seen all

of it yet. |. .

Complete Method fur der Waldhorn oder der Ventilhorn by
Proffessor Eric Von Schmutzig. Originally published by Cor
Publishing, distributed by Wiltshire Music Company, 204
Toronto Avenue, Massapequa, NY 11758, www.wiltshiremu-
sic.com. Catalog No. S1. $5

Der Illustrated Compendium of Rare Observations and
Reflections concerning Musical Instruments, Performers und
Conductors, Derived from Sources Hitherto Hidden in der
Archives of Ancient Museums, Abbeys, Palaces, und
Mausoleums. Schmutzig Series No. 4. Originally published
by Cor Publishing, distributed by Wiltshire Music Company,
204 Toronto Avenue, Massapequa, NY 11758, www.wiltshire-
music.com. Catalog No. 54. $5.

These two important monographs were sent for review
by Wiltshire Music Company, who recently bought the rights
to these and many other publications from Arthur Goldstein
and Cor Publishing House, the original publisher. The
Wiltshire Company intends to make reprints of many of these
publications available, and the catalog they sent is quite
impressive.

The original method from Proffessor [sic] Schmutzig
appeared in 1949 and the principles offered at that time are
timeless, perhaps even more relevant now than before. This
book should be required reading of all aspiring performers
and teachers, if for no other reason than the perspectives it
gives on the music world. For those who are unaware,
Schmuztig was the professor of Ventilhorn at der Borscht
Conservatory of Lower Hamburg (mit onions), and it is clear
from this method that he deserves every word in that title.
The inspirations for the principles expressed, we are told in
the Forward/Backward, extend back to Vienna in the mid-
1800s. Insightful pedagogic techniques, including the fasci-
nating Einschmutzen embouchure, and the exercises for inter-
val training, flexibility, long tones, and transposition, as well
as real-world advice on mutes, orchestral playing, solo play-
ing, and ensemble decorum, give players exactly what they
need to know. Admittedly, there are a few shameless plugs for
mutes (the Schmutzig brand, we are told, comes in 30 sizes,
one for each note), sheet music (e.g., the Schmutzig Horn
Passage Book, featuring the horn works of Palestrina and Di
Lasso), and even horns (the New Schmutzig 19-valve horn
with electric spit-valve) and valve oil.

Still, these promotions only enhance the reputation of
Prof. Schmutzig and make this volume even more of a must
for all players. It should also be noted that there are addition-
al volumes in the Schmutzig series for woodwinds and
strings, which would be gratefully received by players and
teachers of these instruments, I am sure.

The second book sent for review, Der Illustrated
Compendium, consists of more than 40 drawings by Dom
Pietro, who, according to the Preface, restored these works
collected from museums, abbeys, etc. This book includes car-
icatures of instruments, singers and instrumentalists, and
conductors. The entertainment value and historical perspec-
tive are quite notable (for example, the differences between
Wagnerian sopranos in 1900 vs. 1961). I also appreciated the
visual representation of playing techniques for several instru-
ments (for example, how does a tympanist create a fortissi-
mo? I've never looked back to see, and now [ know!).

In all, [ must say again that these books are essential for
aspiring musicians of all ages. The perspectives and insights
one gains will ensure better health and enjoyment of the horn

and music. J. S.

Natural Horn/Valve Horn Technical Etudes: Strengthening
Valve Horn Playing Through Natural Horn Study by Bruce
Atwell. RMWilliams Publishing, 2519 Prest Court,
Tallahassee, FL 32301; www.rmwpublishing.com. 2001. $26.

~ Bruce Atwell teaches horn at the University of Wisconsin-
Oshkosh and is a noted player on both the modern and natu-
ral horn. The purpose of this method book is evident from the
title. After examining this book carefully, I believe additional
emphasis should be on the word “strengthening,” because it
is clear that players will become stronger in many areas, espe-
cially in their high ranges, as a result of using it. In the pref-
ace, we receive several reasonable rationales for this sort of
combined study, leading to benefits such as improved articu-
lation, intonation, flexibility, and accuracy. This book is not
designed for beginners; Atwell assumes a reasonable base of
knowledge and technique, including proper right hand posi-
tion and understanding of the harmonic series. The etudes in
the book are divided into two sections. The first section has
natural horn etudes on the left pages and valved horn etudes
on the right. The valved horn etudes are comparable in tech-
nique and range to the natural horn counterparts, but are
expanded to put the valves to use. The first etudes emphasize
smooth motion between open harmonics for the natural horn,
which is applied on the opposite page to smooth chromatic
motion between fingered notes on the valved instrument.
Gradually, more notes are added and different registers are
emphasized for flexibility and fluidity. These etudes work
very well to this end.

The second section consists of etudes designed to be
played on both horns. The recommendation is that these
etudes be played on the natural horn first, then with valves.
Atwell begins with smaller intervals and gradually adds
wider intervals, varying the melodic types and increasing
rhythmic complexity, covering a full chromatic range from ¢
to g". He finishes with a Mozart styled etude, borrowing from
the second and fourth concertos, and then a couple of etudes
with orchestral-type challenges, mostly without hand tech-
nique. While the music is not the most musically satisfying
ever written, the intentions are clear and accomplished well
— none are bad or too long. My only criticism is that while
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Atwell’s encouragement to move the hand around in the bell
to improve pitch is good advice, a hand position chart with
recommendations for specific notes, much like all the histori-
cal tutors provide, would help clarify and refine the relation-
ship between pitch and hand position more efficiently. The
edition is laid out pretty well, though there are some question-
able parts and possible typos. In all, however, I believe that
any encouragement to learn the natural horn has numerous
benefits, and Bruce Atwell has addressed them all very favor-

ably. J. 5.
©

Night Song for horn and piano by Andrew Boysen, Jr.
Emerson Horn Editions, P. O. Box 101466, Denver CO 80250,
www.emersonhorneditions.com. $10.

This piece was commissioned by former THS President
Virginia Thompson, and won first prize in the 1999 IHS
Composition Contest. Mr. Boysen is on the faculty of the
University of New Hampshire and has won several awards
for his wind compositions. The piece opens with a free sec-
tion, entering on low G (!), leading to a plaintive section in 3/4
time. With increasing speed and intensity, the piece moves to
a very percussive section, sounding a little like a chase scene,
that culminates in five written-out rips to high ¢". The open-
ing section returns, though somewhat ornamented, and then
the piece ends with a return of the free material, completing a
large, seven-and-a-half-minute arch.

This piece is extremely expressive, and as such, it is easy
to see why it was deemed worthy of the IHS contest award. It
is a dissonant work, with lots of clusters, seconds, and sev-
enths. Both horn and piano are subjected to a full range of
technical and musical demands, particularly in rhythm and
large, angular intervals. It is tempting to envision the piece as
programmatic, representing a spooky night — it is dark and
disoriented at first, with a careful walk through a dark woods,
a chase, a fearful climax, and then slowing to darkness and
disorientation again. The piece is a bit edgy, so it would be fun
to work on, but it is definitely not a pleasant walk at twilight
— more of a quickly passing but furious storm at midnight.
Whether my imagery is accurate or not, the piece is a substan-
tive work that would make a very nice contrast to standard lit-
erature on a recital program. The technical challenges seem to
be worth the work for the musical result. J. S.

Rondo for Horn and Piano by Randall E. Faust. Randall E.
Faust Music, P. O. Box 174, Macomb, IL 61455; www.faustmu-
sic.com. 1997.

[ was given a complimentary copy of this piece at the IHS
symposium in Alabama in June (thanks to a redeemable post-
card I had received in advance), and was very pleasantly sur-
prised by it. Randall Faust is on the faculty of Western Illinois
University, and has long been an active and important pres-
ence in the THS and beyond. Clearly inspired by third move-
ments of Mozart concertos (it even starts and ends in concert
E-flat!), this delightful stand-alone movement needs more
exposure, especially with a length about three and a half min-
utes. I can see it as an effective opener or closer to a recital,

€

especially one that has a Mozart concerto on it. The melodic
figures are so familiar, full of bounce and wit, and yet it is not
Mozart’s harmonic vocabulary, so it is not cliché, just
inspired. A quote from a Reicha wind quintet is surprising yet
a natural lyrical contrast, only adding to the humor. Faust’s
music often has an interesting modal flavor to it, and this one
has the right balance of seasonings and spices for an enjoyable
piece for players and audience. The range is b-b-flat", so good
high school player could manage this (though the pianist
must be a little more advanced), but any person who has
played enough Mozart third movements will enjoy Faust’s
twists on the old formula. I highly recommend this piece. J. S.

Book and Music Reviews

Majestic Sweetness Sits Enthroned arranged for horn and
piano by Tom Brown. David E. Smith Publications, LLC,
Deckerville, MI 48427. 2004. $5.75

This is a charming set of variations on a hymn, very use-
ful for a church performance. Meter changes, added orna-
mentation, rhythmic variation, and other techniques are used
over seven verses, all handled tastefully. The overall range is
g-g" (optional ¢ at the end) but the tessitura is basically on
the treble staff, so the piece is playable by a good high school
player on up. The piano part is at a similar level. I expect to
use this piece myself at church sometime, and hope others
will too — easy to put together quickly and, again, very
charming. J. S.

Standard of Excellence Festival Solos, Book 2, for horn and
piano by Bruce Pearson and Mary Elledge. Neil A. Kjos
Music Company, 4380 Jutland Drive, San Diego, CA 92117;
www.kjos.com. ISBN 0-8497-5794-0, 2004. Catalog Nos.
W37HF (horn), W37PA (piano).

This volume has 15 pleasant and enjoyable tunes for
beginning to intermediate players, including “hits” by J. S.
Bach, Leopold and W. A. Mozart, Beethoven, Couperin,
Handel, Gluck, Marpurg, Schumann, Susato, Grieg, and oth-
ers. The tunes are presented progressively in terms of
rhythms and intervals with key signatures up to only one
sharp or flat, all playable by this younger age group (ranges
begin with ¢'-d” and wind up c¢'-f"). There is a nice mix of
styles, keys, and meters, ranging in repertoire from the
Renaissance to the late 19th-century. Most of these tunes will
be familiar to anyone who has had a few years of formal
piano study — most are adaptations of piano pieces. There are
brief program notes for each composer and piece (nice touch!)
and most mention the original versions. At the end of the
book, there are also some scale studies for practice or review.
There is also an accompanying CD with a verbal introduction
and closing, and the ubiquitous concert B® tuning note. Each
tune is presented on the CD in two versions, first with accom-
paniment and a play-along hornist (not credited), modeling
good tone and phrasing. Then the same piece is played again
with only the piano (also not credited). Either version, espe-
cially the latter, is good for matching a fixed pitch and steady
rhythm, though there will be a few awkward moments until
players become familiar with how the notated ritards, etc. are
handled.
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The piano sound is quite good, either a closely miked
acoustic instrument or a digital one. It has a little reverb, but
those who do not like it at first should consider: if the “space”
desired to make the piano sound more attractive were used,
the clarity of articulation would suffer, making it all more dif-
ficult for the hornist to play along. I especially appreciated the
obvious dynamics to assist and encourage young players to
follow the notation. The printed editions for piano and horn
are clear and laid out well. I really enjoyed all of these pieces
and find this collection a great set of choices for beginning
musical development — tunes easy enough to master, and
pretty enough to want to practice them. I hope Book 1 is the
same for the absolute beginners. J. S.

Meditation for Horn and Organ by Randall E. Faust. Randall
E. Faust Music, P. O. Box 174, Macomb, IL 61455; www.faust-
music.com. 2003.

I was pleased to receive this piece for review as well. I've
played Mr. Faust’s Celebration for horn and organ many times,
so I was eager to see what Meditation was about. From its
title, it should not be surprising that the piece starts pensive-
ly, gradually building in intensity with expanding intervals,
moving from low range to high, and increasing rhythmic
activity. This building intensity continues with occasional
interruptions, first an outburst by the organ, and then later a
short aggressive, almost march-like section for both players,
until we reach a major climax. This gradually subsides and
the piece slowly returns to the opening pensive quality and a
soft ending. The harmony is tonal with a fair amount of dis-
sonance and passages with parallel fourths, fifths, and triads.
I got a waft of Victimae Paschali Laudes (the Easter chant) in the
last section, which, recognized or not, has a settling effect. The
piece lasts about 6:00, which might be a little long during a
church service, and its mood is a little dark for a postlude, so
its practical use may be a bit limited. Still, it would be great on
a recital because of the darker colors, not to mention the vari-
ety in organ registration indicated in the part, and especially
as a contrast to one of Faust’s other, more peppy horn and
organ pieces. J. S.

12 Easy Duets for You and You, op. 141, for two horns by C.
D. Wiggins. Emerson Horn Editions, P. O. Box 101466,
Denver, CO 80250; www.emersonhorneditions.com. EHE 222,
2003. $10.

This review is going to sound somewhat overstated, butI
REALLY want to highlight these duets as well as the trios that
follow. Not only are these clever and substantive, but these
are probably the most interesting duets for very young horn
players I have ever seen. I played these duets and trios with
several different students and colleagues to make sure I was-
n't deceiving myself, and the response was unanimous —
these are terrific!!! The pieces are short and tonal, the players
get to take equal turns playing melodies and accompani-
ments, the titles (e.g., Ragtime, March, Lazy Days, Lullaby,
Applause Please, Into Battle, Waltz, Berceuse, Jig) indicate a full
range of fun styles, and the ranges suit beginning players,
covering basically c¢'-¢" (and an occasional g). There is a
healthy mix of meters and keys, but rather than key signa-

tures, the accidentals are simply written in the parts. There are
no rhythms faster than eighth notes, and yet there seems to be
plenty of variety, and, above all, the melodies are really enjoy-
able. Mr. Wiggins has also added other useful notations that
young players have to learn, like some repeat signs, one D. C.,
some ritards and fermatas, accents, slurs, staccatos, but not
too many and all appropriate for young players. If you are a
teacher with beginning students, I cannot offer a higher rec-
ommendation — this set of duets is a MUST! J. 5.

©

12 Easy Trios for You, You and You, op. 141a, for three horns
by C. D. Wiggins. Emerson Horn Editions, P. O. Box 101466,
Denver, CO 80250; www.emersonhorneditions.com. EHE 327,
2003.

Like the duets above, these trios offer the same opportu-
nities for younger players — a great range of styles (with
more fun titles, like Stomp!, Rocking Horse, Bells, Moto Perpetuo,
Troubadour Dance, Patapan, A Day Out, Lament, and Calypso), a
reasonable range of notes and rhythms, expanded a bit from
the duets above, in succinct forms and reasonable durations.
As mentioned, the pitch ranges are expanded a bit to encom-
pass g-g" in all parts, but mostly the notes remain on the tre-
ble staff, and all parts take turns with melody and accompa-
niment so there is a good balance of workload. Of the three,
the third horn tends to gravitate to the lower part of the range,
so unequal capabilities are somewhat considered. Mr.
Wiggins again chose not to use key signatures, but does
expand the number of keys and rhythms a little. In terms of
tonality and style, these pieces are tonal but with a little more
harmonic wandering than the duets. All of this amounts to a
wonderful set of trios for junior high school players. Once
again, I recommend these very highly, both musically and
technically. /. S.

Quartet in A-flat Major, op. 92, for horn quartet by Richard
Goldfaden. RMWilliams Publishing, 2519 Prest Court,
Tallahassee, FL 32301; www.rmwpublishing.com. 2000. $28.

Richard Goldfaden, a member of the Charlotte (West
Virginia) Symphony Orchestra, is a well-known player,
arranger, and composer, especially of music with a humorous
twist. In his accompanying bio, his music is described as
“light-hearted and usually traditional in its harmonies. His
goal is to make every part interesting and fun to play.” This
quartet fits that description exactly. This four-movement
work is a substantial quartet, entirely tonal with appealing
melodies, well-distributed workloads, and distinct characters
in each movement. There is a musical thread throughout; he
borrowed the famous seven-note motive from Franz Liszt’s
First Piano Concerto, which appears in all movements. Some
occurrences are more obscured than others, and occasionally
are even somewhat humorous (whether intended or not)
because they are so blatant. Still, the variety between the
movements is what makes this piece fun to play.

The first movement is a 6/8 romp with a nice mix of hero-
ic and lyrical characters. It is interesting to start a larger work
with a lighter feel, but it gets the piece off to an energetic start.
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The second movement is a Theme with five variations. Some
players dread this form, but in this case, the theme is only 16
measures plus a four-measure tag, and he holds to that struc-
ture throughout. Each variation seems to up the ante in terms
of adding more complicated embellishments, but each part
gets a turn to lead, and then after a brief, calming variation,
the last is quite fanfarey, with parts trading around, and a nice
coda to wrap things up. The third movement is a very pleas-
ant, lyrical Minuet, with fun rhythmic interplay between all
parts. The last movement begins Andante, with an altered ver-
sion of the Liszt motive, which becomes more obvious as the
tempo quickens to Allegro assai. This part really takes off and
will be very fun for players and audience alike.

While the workload is well-distributed, the fourth horn
gets the lion’s share of the low stuff, with a range from B-flat
to ', and lots of bass/treble clef changes. The upper three
parts have similar ranges, but the tessituras follow traditional
expectations: the third part generally falls between the first
and second, and the highest note for the first is “only” a b-
flat" at the end. An average college group would be able to
perform this well as long as they could keep the rhythms
accurate and tempos steady. Some stamina is required — this
is a relatively long work when all movements are played. I
highly recommend this piece for this age group; it is compa-
rable to the Mitushin Concertino in technical demands, though
longer in duration. I also think more experienced or advanced
groups will like this piece, too, and audiences will find it
immediately accessible. J. S.

©

Kleine angenehme Tafel-Music Bestehend in VI. Parthien, op.
VII; Volume I: Parthien I, I1, IV for flute, violin, horn (or viola
da gamba), and basso continuo by Johann Jacob Schnell.
Edition Walhall, Verlag Franz Biersack, Richard-Wagner-Str.
3, D-39106, Magdeburg, Germany; Email: infoeditionwal-
hall@freenet.de. EW 323, 2003. 19 Euros.

The editor of this edition, Konrad Ruhland, tells us that J.
J. Schnell (1687-1754) was an oboist and violinist in Bamberg
at the Royal and Episcopal Court from 1714, and Director
there from 1727. His primary interest was sacred music. There
is some confusion regarding some of his published works,
many of which are currently lost, but this collection of parti-
tas was found in the archive of the abbey Nonnberg ob
Salzburg. Research led Ruhland to conclude that this collec-
tion was copied and published between 1731 and 1736.
Among the six partitas, three are scored as trios for flute, vio-
lin, and continuo, and the other three, numbers 1, 2, and 4,
also call for horn, though, as the title page by Schnell himself
tells us, gamba (1, 4) or viola (2) may be substituted. This edi-
tion was prepared with horn players in mind — only the par-
titas with horn are included. Each partita follows a typical
Baroque sonata/suite format: 3-4 movements, each a rounded
binary form.

Number 1 includes a horn crooked in D, with three move-
ments: Allegro, Cantabile, Menuet-Trio. The horn is an equal
participant, spending all of its time in the clarino range,
ascending to b" and ¢ occasionally, but having only f"s and

q

a"s that require handstopping. Number 2, using horn in G,
has the same demands (just up a fourth!) with four move-
ments: Allegro, Adagio (D.C. Allegro), Menuet-Trio, and
Capriccio. The horn's role in this partita is a little more sup-
portive than equal, but it adds significant color to the texture,
Number 4, using horn in D again, and in four movements
(Allegro, Tournée, Aria, Menuet-Trio), is the most active and
demanding for the horn player, though the range is still about
the same. Of the three, this last is my favorite, and I plan to
perform it as soon as possible.

The edition is clean and easy to read. Keyboard continuo
players will need to play off of the score, where figured bass
is provided along with an empty right hand score. My
assumption is that space has been provided for players who
want or need to write in notes. It is nice to see more chamber
pieces from the Baroque appearing that include horn. This
edition appears to have three winners. J. S.

©

Brass Quake Press, P. O. 86879, San Diego, CA 92138;
www.BrassQuakePress.com.

Book and Music Reviews

Arranged by Andrew Boysen:

Joy to the World. B1155. 1996. $15.
Silent Night. B1158. 1996.

Angel Medley. B1151.1996. $20.

English Medley. B1154. 1996. $20.

O Holy Night. B1157. 1996. $20.
Classical Medley. B1152. 1995. $20.

O Come, O Come Emmanuel. B1156. 1996. $20.
Coventry Carol. B1153. 1996. $15.
Arranged by Brent Sutton:

Jesus Loves a Manger. D1216. 2003. $10.

It's October and most active brass quintets are beginning
to think about their Christmas holiday schedule. Sent by the
Westwind Brass (Barry Toombs, horn), these arrangements
range from good to really cool! Most of them appear on a CD
this group produced in 1998 (Westwind Christmas R-Kal
Recordings 1002), which they graciously sent so I could hear
how they wanted these arrangements to sound — an impres-
sive group and terrific arrangements, mostly by Andrew
Boysen, Jr., the same composer of Night Song reviewed above!
Most, if not all, of these pieces are for listening rather than for
sing-along situations. The editions come with trumpet parts
only in C, which is only a potential problem in that there are
frequent switches to piccolo trumpet, but the parts remain in
C. Despite this, accomplished groups should enjoy these very
much. The division of labor is excellent and the ranges are
very reasonable. Joy to the World (timing on the CD is 2:24)
makes a terrific opener, beginning with rousing trumpet fan-
fares and continuing in a very joyous manner throughout.
The melody is intact one time through and then it is broken
up among the different instruments along with added orna-
mentation that keep it very peppy to the end. Silent Night
begins with solo trombone, followed by an interlude, and
then gives way to a lovely flowing verse and a graceful end.
Angels Medley (4:46) presents us with versions of three carols,
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Angels from the Realms of Glory, Angels We Have Heard on High,
and Hark, the Herald Angels Sing. The arrangement starts in a
mellow mood (Realms), and then moves to a very interesting
mixed-meter version of On High, and then all three are com-
bined very creatively. There is a nice descant part for piccolo
trumpet at the end, and a great variety of tempi and overlaps
and combinations of the three tunes. Similarly, English Medley
(3:54) presents us with Deck the Halls, The Wassail Song, and We
Wish You a Merry Christmas. After a fanfarey intro, Deck is pre-
sented in 7/8 time — very cool! — then in mixed meter, then
in 9/8. Wassail’s melody is broken up among all the instru-
ments, also a nice change. We Wish starts slowly yet full of jol-
lity, and gradually accelerates to a rousing end.

O Holy Night (3:13) starts by featuring the horn with an
interesting continuous rhythmic counterpoint in the trom-
bone and tuba. Though consisting of only one verse of this
famous tune, it builds to a very dramatic climax. It is a very
striking arrangement. Classical Medley (3:45) also presents
three songs, Patapan, Fum, Fum, Fum, and Farandole. Patapan
begins with a terrific picc trumpet flourish. Eventually, it is
nicely blended with Fum and then the opening section of
Farandole. Later, the major part of Farandole is allowed to start
slowly and gradually builds to a wild finish that combines all
three tunes simultaneously, ending in a final glorious finish.
Coventry Carol (1:38) has a very cool groove to it, with a 6/8
against 3/4 throughout — short, but very sweet! O Come, O
Come Emmanuel is the most substantive arrangement (6:59).
After a long, solemn fanfare, there is a chorale that sets up the
arrival of the melody very nicely. The simple quarter-note
melody is accompanied by a flowing eighth-note subdivision.
Later, the melody is used as a fugue subject, combining a head
motive with wandering counterpoint, finally building to a
return of the fanfare figures. A broad closing statement, led
first by the horn, then by the piccolo trumpet, leads the
arrangement to one final climax and then a graceful fade.
Finally, Jesus Loves A Manger (2:34) is less an arrangement and
more a composition, combining the melodies of Jesus Loves Me
and Away in a Manger, much like the title suggests — occa-
sionally starting with the phrase of one melody and finishing
with a phrase from the other. The result is some interesting
mixed meters but overall a touching, simple piece.

High school-level players should be able to handle most
of these arrangements, but college and more advanced groups
have a number of interesting and creative possibilities for
concert or other listening holiday venues. Congratulations to
Andrew Boysen, in particular, for his inventive takes on these
pieces, and to BrassQuake Press for making them available. 1
highly recommend all of these, whether programmed indi-
vidually or all together. J. S.

Gallery Music for brass quintet by Randall E. Faust. Randall
E. Faust Music, P. O. Box 174, Macomb, IL 61455; www.faust-
music.com. 1991.

This piece was originally composed in 1976 for a perform-
ance by the Washington Brass Quintet at the 23rd American
Music Festival. Mr. Faust’s handwritten edition was first pub-
lished in 1991, and, to my knowledge, has not been reviewed
in this journal. I admit is has been interesting to listen to sev-
eral pieces by Mr. Faust for this set of reviews, especially this

one because it was composed several years before any of the
others reviewed in this issue. The style is definitely consistent
with his later works, but there is a little more edge to this
piece, with some sounds that are reminiscent (to me) of other
works for brass quintet. Which came first is irrelevant because
Faust’s voice is definitely his own, but I will use some of these
reminiscent sounds in order to give some frame of reference
to what I hear.

Gallery Music is four movements. The first is slow and
imitative with some interesting peaks and valleys that build
to a strong final climax at the end of the movement. There is
some counterpoint that is reminiscent (to me) of Paul
Hindemith, and the ascending fourths and seventh in the
melodies remind me of the quintet by Edward Gregson. The
second movement, Allegro scherzando, is similar to John
Cheetham’s Scherzo in its rhythmic interest, including mixed
meters and fun syncopations, and in the way the horn and
trombone start, as well as how first trumpet has the melody
first and then hands it to the bass trombone. This third move-
ment has lots of sevenths, fifths, fourths, and seconds, with
cluster effects and interesting treatment of dissonance. Finally,
the fourth movement has more additive effects, accelerating
to a very satisfying conclusion. Overtones of Gregson contin-
ue, with perhaps a little Gunther Schuller thrown in for spice.
Having said all of this, it may appear that I find this piece
derivative. Actually, I don’t! I find it unique — Faust’s tonal
vocabulary at that time was more dissonant than it appears to
be now, which only emphasizes the seriousness of this work.
Many of his choices for this piece have remained in his style
today, so if you like other pieces of his, you'll like this one. I

do.J. S.
©

Twenty-Four Favorite Hymns arranged for brass quintet by
Barton Cummings. Cor Publishing, distributed by Wiltshire
Music Company, 204 Toronto Avenue, Massapequa, NY
11758, www.wiltshiremusic.com. BE 157, 2005.

When reviewing an edition such as this one, there are
usually two questions that arise: are they arrangements or
transcriptions, and are they in “singable” keys. In the first
case, Mr. Cummings has done a service for brass quintets and
church choir by transcribing these hymns, complete with
verse repeats and Amens at the end of each, should they be
needed. In the case of “singability,” I decided to consult a
handy Presbyterian Hymnal to see about keys, ranges, etc.
While acknowledging that these transcriptions would be easv
to transpose, it was interesting to discover that eleven hymns
were in the same key as my hymnal, eight were raised or low-
ered a second, two were raised by a third, one raised a fourth,
and two were not included in the PH. As the interval of trans-
position went higher, the “singability” factor became more
difficult in terms of what range a typical congregation can
cope with. Still, there is not that much to quibble about — as
mentioned above, they can easily be transposed, as needed,
probably at sight by experienced groups. This is a very prac-
tical edition for church choir directors to have, and quintets
that do a lot of church gigs might like to have this in their
folders. All the hymns are well-known and likely to pop up in
church services regularly. J. S.
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Afternoon in Spain for brass quintet by Milton Kabak. Cor
Publishing, distributed by Wiltshire Music Company, 204
Toronto Avenue, Massapequa, NY 11758, www.wiltshiremu-
sic.com. BE 150, 2005. $11.

This is a nice piece, short and sweet. It appears to have
been originally composed in four parts, and then expanded to
five for quintet, as evidenced by a fair amount of doubling
with horn and trombone. This can be okay or annoying,
depending on who is playing. Rangewise, this would be a
great piece for a good middle school or average high school
ensemble, with some rhythmic/idiomatic “Spanish” stuff for
spice and ensemble coordination. If you buy it, for fun try
what my quintet did: play the unison horn and trombone
melody in canon a measure apart, especially on the D. C. —
this spiced it up even more! Either way, this is a fun piece. .S.

A Christmas Wreath: A Medley of Carols for Brass Quintet
arranged by Barton Cummings. Cor Publishing, distributed
by Wiltshire Music Company, 204 Toronto Avenue,
Massapequa, NY 11758, www.wiltshiremusic.com. BE 156,
2005.

My quintet also did me the favor of reading this medley
of 10 carols, which took less than three minutes! This arrange-
ment is good for situations where attention spans might be
short (not as silly or unlikely as it sounds!), for example, a
mall gig where audiences are constantly moving by. Each
carol gets one verse. A good high school- or college-age group
will have no trouble, despite the occasional ¢ in the first
trumpet part. The arranging is solid but not especially note-
worthy — nothing fancy, strange, or forced, just a variety of
styles, though one verse each does narrow the color palette a

bit. J. S.
O

Serenade for 12 Instruments by Michael H. Weinstein.
Boosey & Hawkes, Inc. 35 E 21st Street, New York, NY 10010.
www.boosey.com/pages/learning. Windependence series.
ISMN: M051801787. Instrumentation: 2 oboes, 2 B clarinets, 2
bassoons, contrabassoon, 3 horns in F, violoncello, and con-
trabass.

A consortium of twenty wind ensemble directors from
various universities, military bands, and professional wind
symphonies commissioned Michael Weinstein to compose
Serenade for 12 Instruments. Weinstein, born in Switzerland, is
a composer, theorist, hornist, and educator who currently
lives in Boston. He is chair of the music department at the
Cambridge School of Weston, Assistant Professor of
Composition at the Berklee College of Music, and an active
teacher/performer of horn. His Serenade was written for con-
ductor emeritus of the New England Conservatory Wind
Ensemble, Frank L. Battisti, in recognition of his 70th birth-
day, completed and premiered in 2002 and published in 2004.
It is approximately 21 minutes in length, with the first two
movements a little over 7 minutes each and the final move-
ment around 6 minutes. In the prohgram notes of his score,
Weinstein describes the work and his inspiration for it:

€

[T]he work is traditional in structure with a fast-slow-
fast sequence of three movements (the first an
ABABA form, the second an extended aria, and the
third a rondo based form}. Most of the melodic and
harmonic material is derived from four different 12-
note rows, which are treated in a tonally ‘referential’
manner. The piece owes its existence to my life long
love of Dvorak’s op. 44 Serenade in D minor which I
first performed as a student at the Pre-College
Division of the Juilliard School. For many years I
wanted to compose a companion work to this master-
piece, having been fascinated by the orchestration
possibilities of this unique ensemble — the trios of
horns and bassoons balanced in the four upper winds
and including two bass strings. My own work which
is also centered on D, treats the instruments in the
best ‘Bohemian’ fashion, and in its last few measures
gives a direct reference to its famous antecedent.

In reviewing the Serenade for 12 Instruments I was extreme-
ly fortunate to have a recording of the New England
Conservatory Wind Ensemble’s performance with conductor
Charles Peltz. It is a fantastic performance in every way. The
ensemble precision, intonation, and balance are impeccable,
and the musical phrasing and expression are exemplary. This
level of artistic performance only happens with art music, and
Weinstein’s composition certainly is that. His music is engag-
ing, technically demanding, and artistically rewarding. All
three movements are well crafted and present a palatte of con-
trasting sonorities and expressive gestures. The aria move-
ment is absolutely beautiful.

As a horn player, if you have enjoyed the challenges and
rewards of performing Gounod’s Petite Symphonie, the Strauss
and Mozart serenades, and Dvorak’s Serenade, I'm confident
that you will find this piece equally satisfying — only with a
contemporary flavor. The fact that Weinstein is an accom-
plished hornist most likely contributed to the superb scoring
of the horn trio.

As a conductor, my dream would be to conduct Dvorak’s
Serenade in D minor and Weinstein’s Serenade for 12 Instruments
on the same concert, although it might be prudent to take a
long break at intermission in order to give the players a
chance to revive their chops! Congratulations to Michael
Weinstein for composing a new work that will certainly
become one of the staples of artistic chamber music. I1ook for-
ward to studying the score in more detail and performing the
work sometime in the near future. Larry Gookin, Director of
Bands, Central Washington University
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Beyond Weber: Horn Chords for
This Century

a tricky subject to approach in the hornuniverse. In
some ways, they are like a pre-celestial solar system
that is slowly forming around a gravitational singularity.

Confused? I refer to the famous cadenza of the Carl Maria
von WeberConcertino for Horn, written around 1806. It has,
unintentionally, monopolized countless discussions of horn
chords up to the present day, creating a bubble of unnecessary
mysticism around this “extended technique.”

My goal is to blow up this solar system. To aid the explo-
sion, I offer examples of multiphonics that have evaded the
Weber craze, a detailed approach to producing the effect, and
new musical possibilities using horn chords.

l l orn chords, more accurately termed multiphonics, are

What's Out There

Although general knowledge of this technique seems
lacking, most post-high school musicians have heard of it,
and many advanced players can either do it to some degree,
or know someone who can. I have personally seen it used by
hornists, but more often by trombonists and tubaists, to
whom it probably comes a little easier, given the size of their
mouthpiece and comfortable low range. There is a variety of
text on the matter: scientific references, classical references,
jazz references, new references, old references, borrowed ref-
erences and yes, blues references (namely blues harmonica
playing). Soloist Hermann Baumann performed horn chords
in cadenzas other than von Weber. Multiphonics reputedly
played a role in the technique of eighteen-century horn virtu-
oso Giovanni Punto. Russian jazz hornist Arkady Shilkloper
uses horn chords in his improvised music, as have many “hip
cats” since John Coltrane introduced it into the jazz arsenal.
Hornplayer.net has a thread on horn chords, listing well-
known articles and books with information as well as about
twenty pieces which call for multiphonics — pieces such as
Tom Bacon’s Silent Night, a multiphonics harmonization of
the familiar Christmas tune. There is a Horn Call article from
1975 entitled “Horn Chords: An Acoustical Problem” by
Percival Kirby which deals primarily with the Weber.
Wikipedia, an internet encyclopedia, has a more general entry
on multiphonics that is definitely worth reading.

Technical Stuff

Recommended materials: your voice, your hand, a
recorder or harmonica, your horn.

e Sing a long tone in a comfortable range, normal or
falsetto.

¢ While singing, close your mouth and plug your nose,
but continue to try and sing. Don’t hurt yourself, but notice
that it becomes quickly impossible. This proves that while
singing, air must be exiting your body through either the nose
or mouth.

* Sing again, with your hand in front of your face. Note
the air that comes out while you sing.

* Sing an “000” syllable — as produced by making your
mouth’s aperture smaller — and notice that the air stream is
stronger and more focused.

* Repeat this and sing the “o00” with a louder vocal tone
and a stronger air stream.

* Time to test this on an instrument with easy tone pro-
duction, such as a recorder or a harmonica. Simply sing the
loud “000” and keep it going as you shape your lips around
whatever mouthpiece you've picked. You are essentially
doing with a aerophone what you do with a kazoo, hum into
it, but with enough added breath support to also operate the
instrument.

* Once you are comfortable with the sensation of singing
and blowing, reverse the order so that you start blowing first,
and then add the vocal pitch. When this is fairly comfortable,
play a long tone on your horn, then sing! Try it playing sever-
al of your most comfortable notes. No need to worry about
which actual notes are sounding until you can firmly establish
horn and voice together. You can sing either above or below
your horn pitch; above is more common. Experimentation is
encouraged when using multiphonics. Here are some factors
that can influence the sound and development of this tech-
nique:

¢ Vocal (including falsetto) range, agility, and projection

¢ Playing range and endurance

¢ Fingerings, embouchures, horn dimensions

¢ Knowledge of music theory (overtones, intervals,
chords)

¢ Aural coordination (manipulating two independently
produced pitches)

Now you have two simultaneous notes, but the term
“multiphonics” implies more. The third and fourth notes are
products of sound-wave physics, called resultant tones. When
you create two different sound waves of comparable volume
in the horn, both frequencies sound separately, but they also
interfere with each other; this interference produces the
resultant tones. The relationships between the sounds are
based on the overtone series. When you sound an interval, the
notes you play act like the lowest possible harmonics on a
series that would make that interval. The chart will detail this
process:
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Technique Tips

Harmonic (any key)

Tonal Scale Degree

13~ extends infinitely ~

— Flat Sixth

Perfect Fifth

11

— Sharp Fourth/Eleventh

10

Major Third

9

Major Second/Ninth

Root

— Flat Seventh

Perfect Fifth

. o Hg
23 4 F . .
harmonics series on A

through the 12th partial

g 1N

Using the chart:

1. Identify the desired interval to be produced.

2. Using the tonal scale degrees, determine on which
overtone series (in which key) this interval occurs as
the lowest possible combination of two harmonics.

Major Third

Root

8
7
6
5
4
3

Perfect Fifth

2  harmonic

Root

1 harmonic

Root

3. Add and subtract these harmonic numbers; the answers 3.

will be the harmonic numbers of the resultant tones.
You will have to translate them into actual notes using

the tonal scale degrees.

4. Looking at all the tones combined, determine what

chord should be produced.

5. Because the overtone series is not well-tempered,
some similar intervals may actually be different by
slight intonation, thus micro-tuning may cause a nearly
identical interval to resonate on a different series.
Divide the larger number by the smaller number for
each pair; the answer will tell you if one is different.

4.

Example:

1. Fand Db above it. Interval of mé.

2. This interval (m6) first appears
between a Major Third (5th harmonic)
and a Root (8th harmonic) in the Db over-
tone series.

gth 4+ 5th = 13th = _A
gth 4 5th = 3rd = A|7

Ab-F-Db--A

=a Db chord in second inversion
(the - A will only “mess up” the chord
if it is audible; this varies in practice)

5.Fto D".S and 8on a Db series, but
also 7 and 11 on a G series.
8/5=1.6

11/7 = 1.571 — slightly smaller
resultant tones would be 18 and 4,
giving G - F- D" -A

(whole-tone anyone?)

Top pich sung

Fun Stuff
A good deal of non-tuned multiphonics Y
can be used as “harmonic rumble” or disso- 6

t I

Datron:

nance. Sounding close intervals in the
extreme low register may have a useful thun-
der effect. Doing a similar thing in the upper
range can be comparable to a flutter tongu-

ing sound or a warning klaxon. Playing a fixed pitch and
singing a glissando can produce interesting “resultant” glis-
sandos, especially in the higher register. Simply by testing the

l |

Frasr

limits of your voice and horn together, you could have your-
self a new vocabulary of sounds. If you are not the sort to
improvise noises for fun, you might at least consider this for
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long-tone control exercises. It challenges the lips to keep a
steady pitch amidst interfering sound waves; much the same
problem happens playing in a full ensemble. I encourage you
to explore the range of cacophonous possibilities. As for mul-
tiphonic harmony, the options are somewhat limited, yet more
can be done with the givens than may be first apparent. Due
to the major/dominant nature of the overtone series, the only
complete chords you can create reliably are major chords and
dominant seventh chords. The good news is that you can pro-

Technique Tips

Additional examples (transposition may be required for individual vocal ranges):

Theme from Bernstein’s Candide

| B B e B e

duce these chords in all keys. The other good news is that
some intervals — certain open fifths and fourths — can be
played ambiguously enough that the major quality (the major
third) is too faint to hear. When combining these seemingly
“plain” intervals with major chords borrowed from the paral-
lel minor key, the illusion of a minor tonality occurs.

Here is an example:

In this example, as long as the open fifths/fourths are
played quickly enough or in a way that does not make the
major third (a natural resultant tone) too
apparent, a minor tonality will result
because all of the intervals/chords are
present in the key of D minor. Again,
this is possible in all keys. For those who

4 o

f

[
L
Sl

e—— are curious about even more complicat-
- E E ed harmony, I can only offer the possibil-

ities provided by switching keys quickly,
creating the illusion of more complex

" — chords. For example, playing and

TN M —

Elegy for Carl by D. Reynolds

J: 40 but very flexible slow gliss.
~

i singing parallel major tenths on whole
tone scales could simulate chords in a
whole tone harmony. Diminished har-
mony would require something similar
but more complicated. With all this in
mind, next time you witness multiphon-

ics ask yourself if the performer is doing
something original. Although it is still
impressive to see a jazz player harmo-

nize a complex line, chances are they are

doing little more than singing parallel
tenths above their horn; it takes skill, but
mostly a good ear for tenths and the
standard scale facility. Another very

common blues riff is holding a tone

(scale degree 1) while singing scale

degrees 5-6-27-6-5 above it in succes-

sion. And of course, anything from the

Weber has been done for 200 years and

counting.

As you get better acquainted with
the workable harmonies, the interesting
effects, and your own voice/horn inde-

4 A
I —— B "f pendence, you will have begun explor-
:%9 — =+ Siss s S ing an area of ho.rp playing untapped by
= many. Happy sailing on the multiphonic
mp frontier.
9 2 Y pr——— = Y —; A
S e & e — Daniel Reynolds is a horn major at The
> —— University of lowa.
° b o . » g, i~ | ~
ot ' b 2
oJ _— I t
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T g \_/

92 October 2005/The FHorn Call






























@ IHS Business

III. Die Jury behilt sich das Recht vor, auf die Verleihung von
Preisen zu verzichten, wenn die Qualitdt der Komposition
ungeniigend erscheint. Werken, die nicht mit einem Geldpreis
ausgezeichnet wurden, kann eine “Anerkennung” zuge-
sprochen werden.

IV. Teilnehmer konnen damit rechnen, in Mai 2006 das
Ergebnis des Wettbewerbs zu erhalten. Das Resultat, sowie
die Beschreibungen der pramierten Werke und eine Liste aller
Teilnehmer und deren eingereichten Kompositionen, werden
in der Oktober-Ausgabe 2006 des Horn Call, Zeitschrift der
Internationalen Horngesellschaft (Auflage 3500 Ex. in {iber 60
Landern). Diese Ausgabe wird allen Wettbewerbsteilnehmern
zugesandt.

V. Primierte Kompositionen werden, wenn mdoglich,
wiahrend des Workshop der Internationalen Horngesellschaft
aufgefithrt. Es wird den Komponisten dieser Werke die
Gelegenheit geboten, ihre Komposition vom IHG Verlag
(Internationale Horn Gesellschaft) vertffentlichen zu lassen.

VL. Bedingung zur Teilnahme am Wettbewerb ist die
Annahme aller ober erwdhnten Bestimmungen.

Fiir zusétzlich Auskiinfte ber Wettbewerbsbestimmungen
wenden Sie sich bitte an die oben genannte Adresse. Senden
Sie Ihre Werke friihzeitig ein!

Concours de Composition de la Société
Internationale des Cornistes 2005

Premier Prix: $1500 Deuxiéme Prix: $1000

Reéglement de Participation
L Exigences:

¢ 3 partitions et 3 enregistrements (sur cassette ou CD)
d'une oeuvre caractéristique du cor comme 1) cor seul; 2)
soliste avec accompagnement; OU 3) faisant partie d'un
ensemble de musique chambre.

e Les partitions doivent étre trés bien lisibles et reliées.
Priere indiquez dans la partition si la partie de cor est en Fa
ou en sons reéls. Formats 8.5 x 11" ou A4 s.v.p.!

¢ 4 examplaires d’une breve description de l'ceuvre.

e Un bref curriculum vitae avec mention de 1'oeuvre
présentée.

* Le nom et I'adresse du compositeur ne doivent étre
indiqués que sur le curriculum vitae, mais pas sur les parti-
tions, ni sur les cassettes, CDs, ni sur les descriptions. Pour
garantir ’anonymat, les oeuvres seront numérotées avant
d’étre envoyées au jury.

e Prix d’inscription: $15 (US) par chéque ou mandat,
payable a “IHS” par cheque banquier d"une banque améri-
caine.

* Les inscriptions ne doivent pas arriver plus tard que le
ler décembre 2005. Les inscriptions incompletes ne seront pas
retournées.

e Un compositeur ne peut soumettre qu'une seule oeu-
vre.

¢ Les oeuvres présentées doivent avoir été composés
dans les deux derniéres années.

I. Tout le material soumis deviendra propriété de la Société
Internationale des Cornistes. Deux copies de la partition et de
l'enregistrement seront retournées au compositeur si celui-ci
remettra une enveloppe timbrée dans le material d’inscrip-
tion.

III. Le jury n’est pas tenu de décerner un prix, s’il estime que
la qualité des oeuvres présentées est insuffisante. Le jury peut
honorer une oeuvre d’'une “mention spéciale” (sans prix en
argent).

IV. Les résultats du concours seront communiqués aux partic-
ipants au plus tard en mai 2006. En outre, ils seront publiés
avec des descriptions d’une oeuvre couronnée, de méme
qu’une liste des participants et des oeuvres présentées, dans
le numéro de octobre 2006 de l'organe de la SIC, The Hom
Call (tirage a plus de 3500 ex. dans plus de 60 pays). Chaque
participant recevra ce numéro.

V. L'oeuvre couronnée sera jouée si possible, par le Horn
Workshop International. Le compositeur de 1’oeuvre couron-
née aura l’option de pouvoir faire publier son oeuvre par la
presse des manuscripts de la Société Internationale des
Cornistes.

VL. La participation au concours implique 1’acception inté-
grale du présent reglement.

Pour des informations supplémentaires concernant le régle-
ment, écrivez a I'adresse indiqué. Un envoi prompt vous vit-
era des soucis.

email inquiries: basler@ufl.edu

Mailing address for entries/Einsendeadresse/Les inscrip-
tions seront envoyées a:

Paul Basler, IHS Composition Contest Coordinator

School of Music, P. O. Box 117900

University of Florida, Gainesville, FL 32611-7900 USA
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Brassinstruments from Gebr. Alexander are pro-
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With the performing artist in mind, Alexander
has followed technological improvements only,
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would be supported.
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will continue to improve the artist’s »Freedom
of expressione«.
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