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PREFACE

Today the possibilities of orchestration for the
French horn are probably teken for grented by most orches-
trators and composers. They are not hide-bound.by restric-
tions end probably do not fully eppreciate the many trials
and struggles which brought ebout the invention of the
valve, which in turn removed the meny restrictions which
had been existent before that time. At present the French
horn 1s considered the most difficult of all valved instru-
ments because of the great number of its harmonics and their
nearness to0 each other in the upper register, Despite this
handicap, the French horn 1s one of the most beautiful and
poetic wind instruments in the orchestra. The horn in most
frequent use is the F horn, which 1is gbout twelve feet in
length.

F:om the time whén éhe horn began to be used in en-
sembles, means were constantly being devised by which to
increase the number of notes which could be played upon
it. As these different dev;ces‘were tried out, they all
proved to have rethef serious draw-backs which prevented
them from being permanent. The velve is the only device

ever used on the French horn which proved successful.
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Specific examples will be glven of these various inventlons
snd improvements, and their respective weaknesses and
points of advantage. Before the invention of-the valve,

the horn was used in 1nstrumentsl groups as & harmonic or
reinforecing pert. Gradually the melodic possibilities grew,
and with that enrjichment there ceme en improvement in the
flexibilitj of the horn and the diversity of its uses,

The period from 1700 to 1850 included most of the
important physical chenges in this instrument. Husic of
the composers during this period of transition for the
¥rench horn reflects the changes which took place in the
instrument. :

The French horn is well known for 1its beauty of
tone. With the development of this instrument, the parts
written for it in orchestrstions show s change in aesthetic
possibilities. As devices for improving the horn were
pdded, the instrument came to have more artistic functions
instead of belng juat a background for the other instruments.
Today, with the exception of a few limitations, the valve
horn cen play almost any type of pasrt. Examples of pas-
sages that can be'played on the valve horn will be given
in Chapter IV. ©Some composers failed to grasp the edvan-
tages of the new velve invention, while others saw the great
possibilities and did their utmost to utilize them to full
capacity., Today the velve horn tekes its place in orches-

tral scores on an equal footing with the other instruments,
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It is slso the purpose of this thesis to show the
relationship of the valve Invention to the changing aesthetic
trends, which were contingent on the horn psrts in orches-
tration. To that end the writer will trace the physical
development of the Freﬁch horn and correlate with musical
examples,

The writer wishes to express deep appreciation to
liiss Vere MacNeal. Her kind efforts and constructive criti-
cisum have been an unending source of inspiretion for this

thesis.,
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CHAPTER I
FHYSICAL DEVELOP &ENT OF THE HORN

Today the reference to "horn" usually implies the
French horn, but in the earliest references the term 1s used
in‘a very broad sence, as it was applied to almost 81l in-
struments ir the wind-blown class., Due to this varied sig-
rificance in different eras, it 1s therefore rather diffi-
cult to determine whether or not the references encountered
in early workas ere to the ancestors of the modern French
horn. Any meﬁtion of horns bhefore the Biblical peried is
of a very general nature and represents much speculation
and controversy on.this subject.

The origin of horns, as well as of most brass in-
struments and some woodwinds, was with the usage of shells
and the horns of animsls as musical instruments. Deubeny
says:

The horh is probably the most ancient of all
wind Instruments. Consisting originally of ecrude
animal horns cut off square et the smeller end, it
i1s coommon to most nations end must have been known

thus to_the ancestors of men at a very remote
period.l

- Somé horns were of a curved (spiral) shepe while others

were stralght.

1Uirich Daubeny, Orchestrasl Wind Instruments (Lon-
don: Wm. Reeves, n. d.i, p. 71,
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The horn was considerably louder and c¢ould be heard
st a much greester distence thgn the human voice. People
discovered therefore that the horn couvld be used to great
adventage 1in celling to their neightors and as a call to
bring thelir animals in from the flelds. Graduslly, through
the years, extensive experimentetion was made as to the
kinds of meterial, the shape, size, and other physipal
aspects of the horns in the search for means of producing
ucre volume.

Horns seem to have been in uss on all continents,
in wost countries and by most of the races. Often the pri-
mary uses of these horns was for militsry purroses, but
sometimes they were used 1n psstorsl caprscities; such as-
were mentioned in the previous paragraph for signalling to
nelghtors or to bring the cattle or sheep home in the even-
ihgs. llateriels used in'makinn these horns varied with
the ratural substances avallable in the different climeates
or countries and varying with the topogrephy: mountains,
sea, or Jungle. Size and shape differed sccording to the
meterlal used and the design of the instrument wes made to
sult the purrose the instrument wes to fulfill,

The oldest type of horn of which there 1s any au-
thentic record 1s the Hebrew shofar, which i1s an instru-
went made from the horn of a ram. The shofar is the instru-
ment which is famous, in tradition, for having blown down
the walls of Jericho, and i1t holds the distinction of still
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being sounded for Jewish holideys, end festivels, and par-
tiecularly for the KFeast of the Atonement., Tt was supposed
to heve teen also this same type of ram's horn which was
used by Gideon's men.l Although the shofar was originally
made from the horn of a ram, it was later mede of metal.

It has been described as a most unmusical instrument, since
it was qulte impossible to play any sort of orgenized melody
o 1t.

In Asis and on many South Sea islands, many horns
were made from shells. These shells were usually of =
spiral shape, and were probably discovered as to musical
possibility, by natives breaking off one part of the shell
sc that they could blow the animal out., When the animal
was removed, the 2ir column was then set In motion by the
breath which in turn cgused a sound to be emitted. No
doubt the first native to discover a sound coming from the
shell was very surprised snd perhaps a bit frightened. Na-
tives of New Caledonia also used shells for their horns, and
with them these conch horns were used in many religious
rituals. The Melsnese blew thelr horns at midnight, and be-
fore festivals they sounded the horn three times & day.®
The horn used in Indla ves farther advanced and more

ingenious than those mentioned above. It was s large curved

1Judges 7:15-23,

2Andre Schaeffner, Origine Des Instruments De Nu-
sigue (Faris: Payot, 1936), p. 260.
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horn which is known by the nawp of ranasrnge, conslsting of
two curved sections of metal which; when put tosether,
formed a crescent or an S. This instrument was used for
such cccesions as the sunset ceremonisl.l The bugq was the
horn which was prevelent in Arabia. Consistent with the
customary usege for horns in most countrles, the bug was
used for militaery purposes.2

The Africen tribes have,ndﬁ made a great amount of
progress in develeping horns. Iresent-dav horns in use in
South Africa differ very little from the ones which were
vsed originally. Substitutions have been mede in materials
used in the construction of the various instruments but the
cenieral aize and shape have changed very minutely.

In South Africa the Bantu peoples used instruments
mepde from the horns of animals, which were sounded in the
same manner as the bqubean brass instruments, With two
exceptions these 1nstruménts weré all blown through an em-
bouchure in the side of the tube. There were two general
verieties of horns used in South Africa and they were
~those mede from the horns of the larger antelopes, or when
they had become scarce, from sutstitute meterials; and the

second type wass made frowm the horns of smaller antelopes,

lourt Sachs, The IHistory of iusical Instruments
(New York: W, W. Norton and Company, 1940}, p. 228,

2Benry George Farmer, A History of Arabilan iusic
(London: Luzac end Company, 19289), p. 155.




or from substitute materiasls,l

The sable antelope is the fevorite horn used for
the first type. In some of the areas this animel is no
longer otrtaineble and ox-horns are used instead. Such
horns as the large antelope tyre were called psrapendas,
and the sound was terrible and frightening. lany tribes of
South Africa used this kind of‘horn.2

Apnother instrument 1s the phalaphala end the man-
- ner of weking it 1s by first rewoving the interior tissues
of the animal rorn with hot water. Then the place for the
embouchure 1s selected, which is the jiuncture at which the
tip of the horn ceases to be solid end the bore of the tube
reging. This embouchure 1s about one inch in length and
half an inch in breadth, bveing rectangglar in shape. In
the early days the ridges of the animegl horns were trimmed
off so as to prevent the instrument from heing 80 heavy.
Uften the netives notched the ends of the horns or added
othgr types of decoration, Later the practice of stitching
& band of leather around the flared end was used. This
method was employed to prevent the instrument from splitting.
To this leether covering, sometimes a string or cord was
attached and the other end secured to the tip, which pro-

cedure provided e method of carrying the instrument over

1Eerc1vu1 R, Kirby, The fiusical Instruments of the
Notive Races of South Africa (London: Oxford University
Press, 1934), p. 73.

21p14.




the arm or shoulder.1

Each chieftain hed his official signaller who blew
the horn to summon the subjects to work, or to call the
dengers to execute the nationael dence. In the very earllest
timcs the horn was sounded as the ecall to battle, as with so
meny other primitive peoples. An interesting custom 1s con-
nected with the phslerhals:

When the star Sirius epreared as the worning
star, rising early in the winter mornings, they called
it nange (horn)}. 1Its first aerpearance as nanga was
the signal for the commencement of harvesting, and the
first men to notice it climbed up a high hill and blew
the Qhalthala horn to spread the news, end the chief
rewarded him with the present of a cow.?

“hen the antelope horns hocemwe scarce, hardwood cut
in a long tapering rod served as a substitute. The hard-
woed was split in twe, and cach half was hollowed out ex~
cert at the‘extreme tip of the narrower end. The halves
were then put together, and from time to time cylinders of
the skirn of enimels, usually from en antelope leg, were
drawn over the wood. This was allowed to dry and the result
was that the horn was almost air tight at the joint. To
meke certain that the joint wes well secured, ornamentel
weavings of brasé and copper wire were bound on over the

skina, The ewbouchure was added to the side and it was

called kwatha or phalephala, like the ones made from horn,

- and they were used also for the same purposes as those made

livid., p. 74.
2Iv1d., p. 75.
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from sntelope horns, The length of these horns renged from
about sixbinches to two feet. As the inter-tribal wars bhe-
zar to decrease, the use of the horns begen to decline and
-fewer horns were needed and made, Each clan member knew
the scund of the phalaphala of his tribe and each had its
ovn signals. ' In sounding the calls, the players did not
alm toward a smooth susﬁained tone buﬁ rather employed e
rowerful vibrato which was often used in coniunction with
repeated notes.1 ‘
The tribe of Swaze had s horn caslled mpalampala,
wiich was constructed from the horn of the seble antelope,
also, It was considered a royal instrument which was used
particulsrly for important éeremonies and for big hunts, and
was blown only by men. Among the Zulus also wes an ante-
lope horn called by the same nams. The Zulu ox-horn instru-
ments were called upondo which simply meant "horn." The
upondo was used for battle and hunting end at the present
day it is sti1ll used for the latter, It was always blown
by men end one interesting custom was the blowing of the
uponde by a young man who had sucecessfully courted a girl.g
The Xhosa trite also used an instrument of ox-horn which
was nemed tﬁe isigidhlo, probably because it was the in-
strument which summoned the people to the chief's dwelling

which was called the isigidhlo. This horn, too, was

l1pid., p. 76.
2Ibid., p. 7.
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originally made from antelope and was used for purposes of
war, t
In Pavendaland the horns are known as kwatha amd
tshihcho. They are made from horns of antelopes, from the
hollowed-out stem of pumpkins, from wood, and are encased
in like manner already deacribed. The embouchure is al-~
wost identical with the phalaphala. The eir-column of the
fsihoho is very small and thls causes the pitch of the
fundsmental tone to be very bhigh and very difficult to pro-
duce. DPecause of the piltoh of this fundemental, it was 1ine-
peasihle to produce any harmonics on this instrument.? To
add therefore to the fundémentﬂl, the boys who blew these
horns made sounds by use of syllables, which procedure has
beer described by Kirby:
Actually the Venda use, in sddition to the
fundemental tone, & number of other "factitious"
sounds which with their 1lips they "force" the tube
to yield. fThese sounds can be veried considerably
in piteh, and they are used, so far as 1 have been
able to discover the facts, to suggest the pitch
distinctions which sre characteristic of the syllebles
of Venda speech. By such verbal "suggestion" it is
possible for boys to carry on simple conversations
over a considerable distance, since they can clearly
understand the inflections provided thet the phrases
or sentences are not too complex, and deal only with
everyday matters,d
Another instrument used in South Africa 13 the

icilongo, which is made of bamboo about an inch in dismeter

. 11vi4d,
2Ivid., p. 80.
31v4d,



9 .
and varies in length frowm sbout two to four feet. The in-
side «f the besboo stalk is cleened out and one end is
sheared off et right sngles whlle the other end fits into
the end of an ox~horn of which the solid tip has been cut
off. This instrument closely resembles the Roman lituus
end the word icilorgo is =nlsc the word used by these African
tritecs to sigrify burcpear br-.ss instruments, 1t is blown
very nmch'like an ordinary trumpet and several hsrmonics
arc pessible. The hermonics are not very uniferm, how-
ever, as the irregularity of the shape of the tell pre-
vents n leck of conformity in éounds which it erits. Also
colls cre blewn or the icilonge whileh rcsemble the bugle-
calls used on the Luropean horns., It is better known in
Zululand thon 3n eny other part of Netal, and 1s still
used Ty the yecung men of the tribe when they go on courting
expeditiona or to weddings. In this instance the prac-
tice and use of the icilongc closely reserbles thet of the
mpalempals, which hes been discussed previously.l

In South America the use of horns must have been
rather rare or else little resesrch has becn done in this
region, for most books on instruments do not mentilon eny
others than the ones used in Peru, probably beceuse of the
fact that Peruvian culture was so decidedly the dcminant

one, hefore the Caucesien invasion of the Spanish. The

l1pig., p. s1.
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Feruvians had instruments made of shells end also of clay
modeled in the shape of animals, They amalgamated various
materials to make different instruments. Experimentation
wes mede se as to determine the kinds of materials which
wonld serve as the rest resonators. The primary motive
seems t0 have been to Increase the carrying power of these
horns. At one stage of development,’horns were Jjoined to-
gether to preduce one large instrument., The different
ahepes and materials used probably had a telling effect:on
the har~onic serles, and it may be safely nresumed that the
larzer instruvments had many more harmorics.} Aztec and
Feruvian tritea had two differont kinds of instrumenta
wnichk they used as A mesns of signalling in tire of war.

fAccording to Sachs, anclent horns have been dis-
covered in knpland thet are made of either wood or bronze.Z
The wooden ones were made of willow or sallow wood and those
of bronze were fashioned from thin pieces of the hammered
métal riveted together. Thess bronge horns, dating froﬁ
sbout 500 B. C., had the mouthplece placed in the side of
the instrument. it 1s thought that the Britons used these
instruments to frighten their enemies. The Scots had a war
horn which was aprroximately the heipght of a man, and 1t
was supposed to have heen audible for six miles. Deting

.even farther bsglr in one of the Carchemish reliefs in the -

1schaeffner, op.
2

it., p. 266.
P.

*Sacha, op. cit., 3.
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Pritish Museum, there is a sﬁort, thiek: horn dating from
1250 B. C. Some of the Sumarians and Egyptiens made their
horns of gold as well as other metels. Sachs seys, in ref-
erence‘to gold horns: ‘
This does ﬁot necessarily mean solid gold;
an inventory of the presents offered by King Tush-
ratta to King Amenophis IV of Egypt, =bout 1400 B, C.
contains s specified 1list of forty horns, all covered
with gold end some studded with precious stones,

It was early discovered thet the horn wes much more
effective for scaring the foe than was the drum. In fact,
thé only instruments used for military purposes in Europe,
tefore the Crussdes, were horns and trvmpets, but during
that movement the Crussders found that the Saracens at war
used trumpets, clerions, horns, pipes, drums, and cymbals.
As can well be imaginéd, this combination created an un-
earthly clamor. The horn was first used in battle to
frighten the foe and later came t0 te very useful as &
mesns of 8ignalling. Richard "Coeur de Lion" used horns to
signel his soldiers at tessina.? In Englsnd the hom
players went In front of the srmy in order to incite the
soldlers to hettle. The Britons also used their horns to
great edvantage to frighten the Roman legionaries, At first
ro distinct calls were used, but as esalls did begin to de-

velop, the differentiation was rhythmic rather than melodic.

11pid.

®Henry George Fermer, The Rise and Development of
1litery Music (London: Wm, Reeves, n. d.), p. 10.
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Avout the thirteenth century harmony was used. For instance,
six trumpets, blown in harmony, constituted the signsl for
attack.l

The quality of tone of these British horns was
harsh and of s very unmuslcal nsture. There was none of
the cherm of tone quality found in present-day horns, but
what the early instruments lacked 1rn thls respect, they
made ub for in volume and csrrying power., Some of the
" early horns were very powerful and could be heard for many
miles, For Instance, the horn hlown by Roland to summon
the 81d of Xing Charles 13 sald to have been thirty ﬁilas
from the latter when he heard tﬁe blast.?

In kngland there have also been found many horns of
the bugle type. These were sometimes called beme or byme
and were ﬁsed chiefly for military purposes, hunting, and
state occesions. Luter‘on these bemes were used 88 a sym-
bol of tenure of land and for the inheritance of land,

Some were used for municipal purposes, and were called
burgmote horns., These were blown to sound an alarm, to an-
nounce the arrivael of guests of disfinction, or to serve as
a summons for members of the housshold and for guesta at
meal time; furthermore, they were often used as powder

horns, or drinking horns. They also sounded the curfew,

11pig.

. 2Edgar 5tillman Kelley, iusicel Instruments (Boston:
Oliver Ditson Company, 1925), p. 46.
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called the mayor and corporation to council meetings, end
souctimes formed part of the night-watchman's equipment.l
these bnglish horns verled widely as to size, shepe, and ma-
terial, according to the uses mede of them. The length of
the burgmote horns was sbout twenty-eight inches, and they
were of two different materials. The horns used by the
lowef classes were made frém aniral horns, usually ox,
while the horns for the nobility were fashioned of silver
or ivory. Still another English horn, the ripon, closely
reseubled the continental huntiﬁg horn.

Uften horns we¥e used for ceremonies and aé symbols
Tor vosrlious occesions. For instance, in Scotland three
blasts blewn on the horn by the king's messenger was used
ir the ceremony of vrocleiming an outléw.2

The hutchet, or hunting horn, wass used by the French,
Covered in leatﬁer, these hutchets were used to give sig-
nals to Intimete the progress of the chese, Occasionally
these Instruments were made of wood.

Some anclent horns have been discovered in the peat
boga of Ireland and Denmerk. These instruments were of sev-
erasl pieces joined with 1nteqlacing rivets. Soﬁe belonging
to the bronze age were sbout thirty-three inehes in length

and contained various inseriptions.”® Other Celtie horns

_ 1a, 3. Hipkins, imsicel Instruments Historic, Rare,
and Unigue (London: A. and C. Black, Ltd., 1921}, p. I5.

25 New English Dictionary on Historicel Frinciples, V,
p. 386. )

SDgaubeny, op. eit., p. 72.
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vary in length from two to thfee feet, with the mouthpiece
rlsced to the side rather than st the end. Not 211 of these
instruments weie of metml, for some were made of hollow
pieces of wood, which were bound together by metal bands or
by ropes made of twigs, It is thought that these were the
horns whiech grected the conquering Romans.l The Danes used
thelr horns as a meens of conveylng property. Not only did
they use the horns for purposes of sound, btut they aluo
scrved ss drinkting cecontasiners even in the monasteries.2

A wetal horn culléd Hiftborm was used in Geruény
and its primary function was for the chase., For militery

purposes the instrument used was the Halbmond. Halbmond

means "half-moon," and perhaps the name was got from the
irstrument being in the shape of a crescent. Of a similar

type was the Hinschrufhorner used by the Flemish for pur-

poses of signalling in the chese, and also employed by the
watchmen of tovns and villages 1n Flanders,d

The Swiss for centuries have had the Alphorn., This
instrument was qriginally made of wood, spruce or fir, hol-
lowed out and bound together with willow twigs, in something
of the sgme manner as the aforementioned Celtie horns, At

different times the Alphorn hsd different coverings. One

" lipia.

“Kdmondstrune Duncan, The Story of uinstrelsy from
The iusic Story Seriles (london: Walter Scott Publishing

Company, 1 » Pe 27.

SFrancis W, Galpin, A Textbook of European iusical
Instruments {London: ¥3lllams and Norgate, Ltd., 1937), p. 222.
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of the favorite types of caszing consisted of bark, usually
bicech, but scmetimes hemp yorn soaked in ter and piteh was
wound. cround the horn.‘ Later the roéts of young fir trees
were used to'wrap the body of the instrument, and rattan
cene elsc served in this same cepscity. In Hungary the
rrincipel instrument used was the Swineherd's horn. This
is a simple horn and probably bore a close resemblance to
the Swiss Alphorn.

The Busslang had s rsther unlque horn which was
imown simply as the Russien hern. fhe chsaracteristic which

made it so different from most horns was that only two notes

AW

e peseible on 1t, These were the fundamentsl and 1its
cctave. Thecse Fussien horns were originally straight, but
In later years they were sraped with a right-sngle turn st
the smaller end., Vhen, in about the seventeenth or eight-
ecnth century, these horns tegzan to be used in groups for v
ensenble music, the problem involved was great, since
there had to be twelve different lengths of horns to cover
the chromstic 3cale for one octave. Each pleyer could
play only one note of the twelve. A bend composed of such
horns was compared to the separaste pipes of the organ.I
These Russien horn bands will be discuésed in more detall

later,

13, a. Kappey, Military iusic (London: Boosey and
Compeny, n. d.), p. 63.
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Other horns in the Baltie region are thought to have
teen flrst made from the tusks of the mamwmoth, After this
enimal became extinct, inhabitants of lands bordering on
the Feltic made horns from metal as e substitute,l These
Paltic horns were celled lurer And they dated btack as far
ag 120C B, C. They were in the shape of an & and hed a
wetol plate atteched to ﬁhe smaller end of the tube. This
attachment rattled from the vibrations set up when the horn
was blown.® - _

The Greeks and the Romans had several types of horns,
hoth curved end stralght, which varied in length from three
to eleven feet, Their method of blowing the horns was very
different from our present-day techniocue. The player's
cheeks were distended so as to ceause a bandage, or capls-
trum, to be worn over the lower part of the face. Even with
this precaution blood vessels often burst, and the cheeks
were occasionally rent. The upper harmonics of these in-
struments were not used, as 1t wes impossidble to ﬁrdduce
them with this type of blowing.®

Of the anclent horn we know so little, &s to
be obliged to depend for our idems of its form and
tone, chlefly upon the inference drawn from its name.
Thet 1t was invented by the Egyptians, and passed

from them to the Greeks, we esnnot doubt., It was
the shewm of the former people, and the cheras of

lkelley, op. cit., pp. 43-44.

2Gustave Reese, iuslc in the filddle Apes (New York:
W, W. Norton and Company, 19407, p. 52.

5Daubeny, op. elt., p. 72,
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the latter. It has, at different times, been formed
of the ecornute protuberances of vorious animalss dbut
chiefly from those of the wild goat. Its originsl
construction, it is Yo te presumed, differed little
from the forwk given 1t by nature, and that the scale
~f its souvnds, as now, lav considerably benesth that
of the flute. That with the Greeks, it wes in very
general use, the testimonies of a variety of ancient
authors sufflciently prove. And that its power over
the passions was great o0 o0 A

Tusby #ives the Greclan horns as the cheras or cornu.

ferheps the cheras was the sawme Instrument as the keras
wenticned by Ferguson, keras mesning literelly an animal
horrr.  The kerss was used primarily as avmiiitnry instru-
went, snd it was later ccpied and euwployed by the Romens for
¢ cavalry instrument. Under this specific Roman ﬁaage, it
beeawe krown es the lituus., So fond were the Romans of
trese horns that every troop of cevalry or foot soldlers

had elther a trumpet or s horn. The Greeks also had sev-
ernl verieties of horns which were known by the genersl na;e
of cernu. The letter term alsc applies to the actusl horn
of an enlmel.. The cornu wes used as a signal in battle.

The inventicn of the gornu hes been attributed to the
Etruscens. This instrvment wes large and powerful, made in
the shepe of a C, originally of horn but lster of brass.

Tre pleyer held the gorru under his srm with the broad end

upwards over his shoulder.®

G. and W, B. Whittaker, 1BI9), p. 2i7.
© 2Ibid., p. 213.

SDonpld N, Ferguson, A History of Musical Thought
(New York: F. 8. Crofts and Company, 1940), p. 136.

1Thomes Rusby, A General History of iusic (London:
K s O3 MuBIC H

2
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Sometimes, the flute hed a horn joined to the
end of 1%, by which 1t assumed the form of a lituus,
or clarion., This curved termination was the charac-
teristic of the Phrygisn flute. PBartholinus exhibits
two flutes of this kind, with plugs; one strailt and

tre other curved, snd tells us, from Aristotle’s
acoustics, that loudness and. clearness were acquired
oy the mdditlon of the horn. Some writers think, and
apperently with great reason, that the horn rendered1
the flutes to which it was applied, an oclave lower,

Dne of these ty

~es was a trumpet which was seven feet In

lenzth. The other was o hornm of conch shell, The use of
trese Instruments is mentioned in early nccéunts written

imnwdiatel& after the ¢iscovery of Americae.?

There asre several types of horns which were used
cver n widespread territory snd which do not necessarily
‘7all into any nationalistlc category. Scome origlinated in
cne country'or cn oné continent and then spread outward,
Suel tyres msvthe primitive coneh or the cruder animel
herns and tusks were a natural beginning for horns in al-
most every locnlity.

One of these types of horns is thc oliphent. This
instrument went westward ir I'yzantium snd was 1in use for
abcut two centuries beginning about 900.% Short and thick,
1t wes moede of the tusk of an elephent, from which it re-

ceived its nome. There are two types of oliphants: the

lBusby, op. ¢it., p. 217,

Zliarion Peuer and Ethel R. Peyser, Husic Through
the Ages (New York: G, P, Putnem's Sons, 1532), p. 11,

®sachs, The History of susicsl Instruments, p. 280,
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Africen type vlayed by blowing across a side embouchure,
and the Lurorean type blown through the end. Whether in
furope or Africa, these 1vory instruments denoted royalty.
The oliphant was fawmous fbr its volume, and was often In-
tricately carved with all sorts of beautiful designs end
figures, The primary purpose of the European oliphent was
for use as a hunting horn, end as late as the slxteenth
century the instrument remsined in use in Fortugal. One
olinhant, whieh is in existence today, tears the coat of
arms of Ferdinand and Isebells and this carving, 1t has
been sgupposed, was done by Négroqs of the West Coast of
Africa.l This Instrument may possibly have been one be-
longing to sowe Afriean ohief‘ﬁhich wns obtained by a Por-
tuguese explorer in Afriea and brought back to the King ard
Gueen.

Another -of these types of horns was the jegerhorn,
wrich was sometimes glven as jagdhorn, snd this was used
primarily as a hunting horn. Thils instrument was in use in
the eaf]y part of the sixteenth century and throughout the
seventeenth, It wa§ distinguished from other contemporary
borns in thet it was longer and more tapered. The jsgdhorn
wag colled, often as many sas twenty‘times; though 1ts ac~-
tual length was much greater than that of most of the previ-

ous horns, 1t never exceeded elght feet.Z The shape of the

1H1pk1ns, op. cit., p. 15.

2hdam Carse, Musical '%ind Instruments (London:

iiacmillan end Company, Ltd., 1959), p. 211,



20
wouthpiece closecly resembled that of the modern horn. Often
thiis ﬁcneralltype of inzstrument was called a Jager tromuet,
23 1% reascmbled hothva trumpet and a horn.1 The coiled'
horns rroved s convenience for use in the hunt as they af-
forded = loop by whieh they could be carried on the arm or
shoulder of the player while riding horseback. The colls
are gtill used on the modern Frenech horn.

4 widely used Instrument in the time of Pach was

the glarin or clarion. Thils, like the jsgerhorn, was clas-

sifled &s both ¢ horn and & trumpet. It was curved in the
shape of horns of'that dey, but had s mouthpiece that was

of the trumpet variety.© uost of the horn-type instru-
merts vefore the elghteenth century con be classified elther
as herns or trumpets, since the instruments had not yet
reached the stage of development in which definite differ-
entistion wes made between the two, and the characteristics
of both present-day trumpets and horns were incorporated

in the o0ld clerion. Quite often the body of the instrument
was horn-like, while the mouthrilece, as In the example cited
sbove, wes of the trumpet variety. Sti1ll snother variety

of hunting horn used in Bach's time wes known as the Inven-

tionshérner. It was usually smell and wound seversl times,

so that 1t closely resembled the shape of a snail shell,

lierner ienke, The History of the Trm_nget of Rech
and Handel (ILondon: ﬁm. Reeves, n.”a.j, p. 121,

2Sachs, The History of iusical Instruments, p. 384.
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The Tirst of these wound horns were much larger end :thelr
tells were completely out of the reach of the player.

Down through the ages the horn has appesred often

in lere. Cne story, in connection with Alexander the Great,

is releted by Duncean:

It need not be a matter of surprise that so
anclent an instrument as the horn has been fabled
by poets and writers from esrly times. Werton
sperks of the Arsbien books sbounding with the most
incredible filctions horrowed and improved from the
tersisns., Fe continues . . . . "They e¢ell him
tacander. If 1 recollect right, one of the mirscles
is our hero's horn. It 13 sald that Alexander gave
the signal to hils whole army by s wonderful horn of
immense magnitude, which might be heard at the dis-
tance of sixty mlles, and thet it was blown or
sounded by sixty men at once. This is the horn Or-
lando won from the gilant Jatmud, and which, as Tur-
pin and Islandlc bards report wes endued with magical
powers, snd might be heerd at the distence of twenty
miles. Cervantes says thst it was bigger than a
masay beam, Bayardo Berni and Aristo have such a
horn; and the fiction 18 here traced to 1{5 originel
source." (History of Poetry, Seot. 111.)

ilorns were of no melodié or harmonic significance

until the fourt" octsve of the harmonic series was reached.

The open tones were not sufficiently close to sllow much

welody or harmony end the chief manner of sounding calls in

hunting snd in wer was by playing the c¢alls in rhythmic

variety.g Harmonic series that would allow melody and har-

wony required = tube length of horn from nine to elghteen

feet. The process of lengthening wes very gredusl, and it

1Duncan, op. cit., p. 26.

ECarse, lasical Wind Instruments, p. 211.
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took many yéars for the required series to.be attained.
ot only was this great length required, but a metal body
fashioned by some kind of plen and proportion was also
necessary to afford a uniformity of hermonic series. Some
of' the 0ld English horns beéame s0 long that they had to bhe
rested on e forked stend or prop beceuse they were so heavy
that it was lwmpossible for the player to support them with-
ouf aid.l As tkesa-instruments were used in hunting, it
was necessary for them to be coiled or curved for the rea-
scn which has been mentioned before in connection wlth
hunt ing horns used on the continent. Some of these horns
reached a iongth of eighteen feet and one can readily un-
derstand the impossibility of carrying such a horn while on
horsebhack., The circuler typé of horn dates from the four-
teenth century. During the time of Louis XI (1423-1583) and
Charles IX (1550-1574), the bunting horns were bent with
but & single curve, snd consequently very few tones could
be procﬁred on them. Louls XI was very interested in the
horn gnd contrived several calls for use during the chase.
One was used for the beginning of the hunt, another for the
sight Ing of thé fox, and stlll others to convey the prog-
ress of the chase, Theae hunting horns were cqlled, in

Erence, cor de chasse, which of course.wss simply the

lFrencis W, Galpen, 01d Eknglish Instruments of iu-
sic (London: fethuen snd Compeny, Ltd., 1932), p. 188.

Pty



23
aquivalent of our English title. So fond was Louis of the
Rorn that he requested that his ststue, carrying a cor de
chasce, he put on his tomb. The correspvonding Germsn name
for these same instruments was Waldhorn.l

In the slddle Ages plundering was very prevalent,
avrd one of the municirel usages of the hern is linked with
that custow. OSpeciel watchmen were employed in every town
enG were staticned in either the church steeples or in
speclially constructe:d weteh-towers, These watchmen used a
_horn cerlled the zinke which they blew every hour, and also
eurloyed as 2 sfignal te warn the people of danger, in case

of fire or thievery, Spgecred tunes were played on the zinke
or feast days, and at noon a seculer melody, After a time,
tands were orpgsnized in which the ginke was employed along
with several other instruments. The incressing popularity
of these bends crused a greater deﬁnnd for players of this
instrument, o thnt often 1t resulted in the town zinke
player btecoming a tescher of several apprentices. This
teacher, or master, socn began to rotate the watch duties
azcng hls apprentices in order that he might be relieved of
kis tiresome duties as watchman.?

One of the esrliest references to horns in collec-

tions 1is to be found in the Iinstruments of King Henry VIII

l6pove s Dictionary of imsic and Musicisns, Amerleen
Supplement, Revised (lNew York: kasomillan Compeany, 1928),
P. 429, .

2Kappey, op. cit., p. 14.
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of tnglerd, who left three hundred and eighty-one instru-

, chiefly flutes, in his collection. Twenty-one horns

meﬂtﬁ
were existent acong his nossessicns in 1547.1

Ip the scventecnth ecentury the nstural French horn
sppearec, Tre name "noturel hern' was applied to those in-
atruwents with no valves. Fefore thils time the horn hed
teen restriecte: to the hunt and it had had very little mu-
sical value. The tone was considered harsh, and, a8 has
heer discussed rreviously, the carly horns wero not fltted
for melody or harmony. Durinz thils century horns began to
finu their way into verious ensemtle groups, and the journey
teward becomirs an art instrument thus begen. Yhen these
horne hegen to be used rsther extensively, guilds were in
vogue. LZven thilg early there were restrictive laws concern-
Ing the playing of these instruments, and st one time the
lzw forbade the pleying of either tho horn or the trumpet.
This ban was no doubt lifted before the time of PBmch, how-
ever, as he used trumpets in his music,

Une of the first records of horns belng used in
ensenbles was with the {irst Germon Singspiel. It was the
comedy "Seelewig," by Staden, which appeared in 1644, and‘it
was scored for three viol}ns, three {"lutes, three reeds and
one large horn, the bass being given by e theorbo. Just

what type of horn this was or of what key is not known, but

1Sachs, The History oi #usical Instruments, p. 303,
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its inclusion does prove thot some Instrument of the horn-
tyve was used &t this early date.l

“n lwportant devalmpment‘of the ﬁorn occurred in
the sceend helf of the zeventeenth century. During this
reriod, the lenpth of the tube wss incrcased znd reached as
mueh =5 3twelve feet, which lenéth rcculﬁed in the F horn.
“e longth of this F horn was sufficlent to make avnilable
the conmsecutive notes of the hepmonie serles in the fourth
cetsve. The svellabllity of these conscecutive notes brought
with 1t many melodie possihllities previously unobtalneble,
lielodics becsme pesgible in the urrer register, slthough
they were not very plessing to the ear btecause of the
strident tone quality whkich was produced by the tones in
this extrewe replster. Fsrmony could be played 1n the mid-
dle reglster In fourths, fifths, and sometimes in thirds
ard sixths. ﬁog only was the longth of the tube Incressed
but also the dlameter of the colls. The number of coils
was decreased and was determined according to the length.
Sowe horns hed one coil, others two, or three. Along witﬁ
the diameter of the coils, thst of the bell-mouth also
changed. The taper of the bore near the mouthpiece becsme
8t411 more pronounced, and the bells inecreased in size up
te e maximum diameter of nine inches. With this we see the

beginning of some consistency and stabilization of size -

lpaver snd Peyser, op. cit., p. 123.
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rot only in length of the tube, but also in dismeter of the
tube and of the bell of ‘the instrument. iith this consist-
ercy the keyscould hre determined, so as to obtain instru-
ments of a‘definite pitch which would fit with the other
instruments of tre orchestra,t

The large open-hooped horns protably came into use
in rrsnce tetween the years 1650 gnd 1680, for +the earliest
surviving ones dete from the last part of the seventeenth
certury. It may be surposed thet these were modeled after
the shape of the hunting horn which hed the hoop by which
it was csrrled. Some of the horns of this variety bear the
name of elther German or knglish manufacturerz. Carse pives
a table of the open-hooped types of horns mede between
16860 and 1729, with their measurements. This table, shown
on the following psge, shows the peneral tendency to in-
crense the size of the instrument, '

There are aany surviving instruments believed to bhe
of this ssme perilod which, however, do not have a definite
date inscribed. The horns of this time had s band around
the rim of the bell and often the colls were wrapped with
strips of cloth, This band uéuallv bore the nesme of the
menufacturer ~nd the dnte in which the instrument was made.

During the time of insndel (1685-175%}, the melodilec
use of' the horn was decidedly negligitle, but instead, 1ts

primsry role was of s hsrmonis naturc. The instruments were

lcarse, Musical Wind Instrumente, p. 212.
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CFLW-MCCHED HORES aiDi ELT EBR

1680 ARD 1729
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4%

wildth in Inches
; oo . No. of
Date talrer Key Colls
Coils Bell
iock |d. w. Emes, HNurnberg A cee oo 3
1a:6G Bb
alto cow e 5w
1608 |#, L., Ehe, Nurnberg | Bb 19 3/4 | 6 1/2 i |
. alto

16¢¢ | W, Pull, London F 14 1/2 | 6 3/4 3
710 F 17 1/2 i g
i71¢ | . Leicbamschneider,

Vienna ‘ 81/2 | 9 1/? 2
1713 " F _—r e s aee
1717 | J. E. imller, Roda Db

alto 9 6 1/8 2

1738 [ L. Lelchamschneider,

Vienns P 16 1/2 3
1724 |J. W. Haas, Nurnberg F 16 1/2 9
1725 |J. Leichamschneider, F

Vienna (pair) 18 9 1/2 2

*From Carse, iusical Wind Instruments, p. 213.

Padly out of tune on wost of the tones, so that it bectme

luperative to restrict the orchestration for horns to s

very few notes.

The horns, as was the cese with the other
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brésses, wére at a dissdvantage with the strings and some
of the woodwinds, tecsuse these latter instruments were at
o much wore advenced stage of development and had fewer
restricticnss therefore, the intonaticon prohrlems on them
vere not neerly so acute. The violins had already resched
their high point of devglopment under Stradivarius and"
Guarrerius before this.period. In this seme eva, the horn
wns used frequently as a substitution for the trumpet,
netebly in scme of the compositions of Bacsh., At other
tiwes the horn, trombone, end obtoe were used for support
to the other instruments of the orchestrs. Often composers
indiented horn or trumpet ed 1ib., and the conductor was
thus &t liberty to select either the horn or trumpet, or to
vse the combination of the two,l

The present-day shepe of the orchestrsl horn was
desirned Iin the early years of the eighteenth century.
ihis was not an ebrupt or drestie change but it was a cul-
mination of centuries of evolution of the wound circulsr
tube. 7This chenge had btegun with & shell or sniwal horn
and it hed graduelly developed untll it wes en instrument
of some speeified plan and design.

The eighteenth century is very iuportant to the
development of the French horr, as it came into considerably

wider use about 1700, slong with the clerinct. Horns hecame

——

1Menke, or., cit,, p. 163,



24
vory ropuler in the wilitary bords which hegan to spring up
©11 ovey rurope atcut this period. Sueh bende usuelly pat-
terned after the srell town bends =nd head this genersl in-
shryurentetion:
flutes
oboes
horns
trumpsets

tssscons
trombone

HDNNNY D

Ihese horns were probsbly the netural horns withcut crooks
or yzlveas.

Tefere the mlddle of the elghteenth century the
larse-hcoped buriting-torn, which has been mentioned previ-
cusly, reached a length of about fourteen feet. This in-
strument, which was wound into two coils, and which hed a
diameter of about twenty inches, ceme Into use. This was a
horn in the key of D. Another variety of the D-horn with
the same leneth of tubing was wound closely into coils and
measured about elght inches across the coils. All of these
horns achiieved n more standardized shape in this periocd,
beginning small st the mouthplece end and gradually get-
ting larger toward the bell.

The horn csme into the orchestra in Epgland later
than or the continent. Schwartz thus descrites the intro-

"duetlon of the horn there:

lkeppey, op. ¢lt., p. 75.
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To Pach's countryman and contemporary, Hesndel,
goos the honor of introducing the horn into kngland,
in 1715. This event 1s not as English as it might
se2a, [or Yandel, the Znglish king and the horn were
211 three from Germany.l

His Tirst use of the horn in England wes in his "Wegter

" an¢ arain five yesrs leter in the London perform-

wusie,’
ancce of "Radimisto." ’

To further suhstantiate the fact that the horn had
an established pluce by the middle of the eighteenth cen-
tury tlere js Dr. Purney's account of en essay given to
hiw by « resident of IFlorence, which was written "on the
capacity end extent of the violoncello, in imitating the
vinlin, flute, French horn, trumpect, oboe, snd bassoon, "2
Although this essay was rot of a nature to be valuable on
the subject of the French horn, it nevertheiess supplies
evidenece thst the horn was then well-known, Also, on his
certinentul travels Dr., Turney mentions heving heerd a
tend in which the horns were included snd which he said
vicre so out of tune thet he wished them a hundred miles
owLy.

Pefore the eighteenth century all of the horns
were made ir the key of F, snd therefore, to get the best

effect frem them in the orchestra, they could he used only

in compositions vhich were in the key of F. This century,

1n. %. Schwartz, The Story of iusicsl Instruments
(New York: Doubleday, Doran and Compeny, 19:8), p, 190.

2Cedric Howard Glover, Charles Burney's Continental
Iravels (Glesgow: Plackie and Sons, Ltd., 1927), p. 47.

——




31
however, brougﬁt a declded change in horn plsying, for 1t
vas then that the orook bepan to be widely used. Crooks
were perfected which would put the instruments into any key,
so that, updn inserting a specified crook, the instrument
woulc gutomsticanlly te changed to the key of that particu-
lar crook. The F horn had previously been sbout twelve
.fect long end had been wound in two or three coils, but

bty the acdition of the crboks, the length was thereby short-
onco to about seven snd n half feet.l These crooks were
constructed in thirteen different lengths which varied from
cone and a hnlf to ten and a half feet. Tn one end of the
crock the mouthplece was placed while the other end fitted
into the horn. Llater, a better design was introduced by
Johen werner, a second horn player in the Inperial Opere
Urchestre at Vienna. This improvement was invented in 1754

end was called the Inventions-horn. The Inventiorns-~horn

pfovided for all the longer crooks to be "inserted imto the
center of the horn, by a double sliding tube. Thus the ﬁorn
could be 'crooked,' or put irto every chromatic interval
from Bb glto to Bb basso."? One of these instruments had

an innc: slide by means of which the instrument could be

rut Into any key. No doubt the players of these horns were

aprrecipted recause of the extra difficulty and skill

lﬁnppey, op. eit., p. 59.

— 2

. 2Farmer, The liise and Development of 1itary
dusic, p. 57.
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involved in playing their horns, as Farmer states in his
took on militery music that in the provisions for the Band
ef ikmsick, British Roval Regiment of Artillery, 1762, the
horn pleyers recelved extra pay.

Article V. So long as the artillery remains in Ger-
weny each muslclan 1s to have ten dollars per month,
tut the two French horns to have twelve dollars per
month, out of which they must provide their own
trcad: tut when they arrive in England, each mue
sician to receive one shillin;, the French horns
one srilling end twoprence per day:; this pevment to
comumence at their arrival in Englend . .
Article VIIiI., The two Frmnch horns will enter into
ray, as socn as they sign their articles, the pay
of the other six musicleng, to commence &8 soecn as
they mrrive st the corps.
In the use of the crooks, it was necessary for the player
to chrnge crocks every time there was a key change in the
music. It was sn inconvenience to use different horns or
different crooks, for the bag containing extrs crooks was
cunbersose end heavy to carry.

L. novel effect of a horn performance 1s recorded
by Dr. Burney. Joachim Frederic Cretae geve several con-
certs in London in 1729 in which he "blew the firat and
second treble on twe French-horns, in the seme menner as 1s
usuelly done by two persons."? No doubt this was a kind of
5 comical effect and probsbly was not in common practice

among horn players.

lkeppey, op. cit., p. 5.

2Cherles Burney, A General Wistory of husle (New
York: Harcourt, Brace end Gompany, r. d.), 11, 999.
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Horns came to be recognized for their importsnce in
bott bends and orchestras about this period. Before the
cighteenth century s few instences may be found of the
use of horns in ensewmbles, hut 1t was the exception rather
"then the general practice. Composers began to realize the
value of horns priserily for f1lling in s background for
tre other instruments in the orchestrn, while in the bands,
the horns hed s more actlve part and added much to the
volume and brassy sound of this old type of bsnd. Some
seventeenth and eighteenth century instrumentations are
listed trelow.
lully (16%3-1687), operatic composer of France,
wrote for the horn in one of ‘the eerliest opera orchestras.
Yis orchnestre was composed of:
violins
flutes
trumpets
kettle=-drums
oboes
bassoons
trompes de cheasse
gultars
bagpipes
tanbourines, castanets
(in the ballet)!
In Germany the military bands, which have been men-
tioned previously, were common in almost every town of any

size. The typical band of this kind ususlly included the

following instrumentation:

l¥anda Landowska Music of the Pssﬁ {New York: Al-
fred A. Knopf, 1924), p. 64.
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flutes
oboes
horns
trumpets
bessoons
trombone

=N NN

Although Pech used trumpets to a greater extent than
horns, his favorite orchestra, as représented by his scor-
ings, consisted of: '

strings

flutcs

oboes (slso oboe d'awore, alto oboe, and oboe

de caccls, tenor oboe) |

bessoons (21s0 tallle de bsason, s tenor bas-

socn celled tenorcon)

truspets (tromba)

corno de caccla

hunting hoern .

clarino, cornetti and three trombones are often

used tc double the vocsl parts.

In 1715 the horns were ageln used in the opera or-
chestra by Seerlatti, who wrote for two horns in F in his
opera "Tigrane."® Loewenberg states that this was the
first time in whicl horns were used in the opers orchestra,4
but lully used them much earldier as hes been cited previ-
ously.

The Strasbourg Academy of iusic numbered, in 1730,

twenty players, the distribution of instrumentation being:

1Richard Franko Goldmen, Theé Pand's lusic (New
York: FPitman Publishing Corporstion, 1948), p. 27.

2Paver and Peyser, op. cit., p., 157.
“Schwartz, op. cit., p.191.

4A1fred Loewenberg, Amnala of Opera 1597-1940 (Cam=
bridge: W, Heffer and Sor:r. Ltd,, 194 p. 66.
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violins
viola
violoncellos
double-bass
flutes
oboes
bsssonns
horns

> trumpets
kettle-drumsl

NNV =R

"While visiting Baron von Furrberg in 1744 Haydn

wrote of = series of works for an orchestrs of strings,

otocs and horns, which was in the employ of the Baron."?

Fow weny horns or whet kind was not given in this reference.
llnydn's orchestre at Esterhez consisted of:

strings

1 flute

oboes

2 bassoons

4 horus
trumpets
kettle~drums®

After 1778 the clarinet was added to the Haydn in-
struwentetion. ' Another record lists Illeydn's orchestra at
taterhezy's as euwbracing sixtcen to twenty-two players:

4 to 6 violins

2 violoncellos

flutes

oboe s

bassocns

hunters horns (often 4)
later clsrinets

lLandowska, op. eit., p. 111.
2Bover and Peyser, op. cit., p. 186.
3Ivid., p. 346.

4lendowsks, op. ¢it., p. 109.
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This 1list is almost identical with the previous one excert
for this specification that the horns were hunters' horns.
Heturslly lieydn's instrumentetion veried somewhat 'while at
Leoterhegy as_his resldence there lasted thirty years, from
1781 to 17¢0.

klson, in his (rchestrel Instruments snd Their Use,

desgserites the entrance of the horn intc the orchestrs in
I'epris,

The irtroduction of the horn into the Feris orchestra
12 s=3d to have reen due to the composer Gossec. Vhen
the singer Sorhie Arnouvld, sfterwards so femous in
Gluck's operas, made her terisisn debut, in 1757, the
voung Gossec composed two aries for her, in which he
wrote_obtbligato parts for two horns and two clari-
nets.

The instrumentetion for t@e previously mentioned
Pard of wmsick of the British Regiment of Artillery in
1762 was:
2 trumpets
2 French horns

? bassoons
4 hautbols or clarinets

2
In 1763 ¥rederick the Great issued an order which
stated thet the German bands were tc consist of one set
instrumentation, which was ss followa:
2 ohoes
2 clerinets

2 horns
2 bassoons.®

larthur Elson, Orchestral Instruments gnd Their Use
(Boston: Fage Couwpany, 1930), p. 211.

“Former, Rise and Developwent of ilitery Music, p.143.

31bid,, p. 56.
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This combinetion was a great favorite with composers
and was known on the continent as "harmonic musie.” '
In Vienna in 1781, e band which played before the
Lofburg castle every evening consisted of:
2 shgwnms
2 clarinets
2 horns
1 trumpet
2 bessoons
side drum
. bass drum
frederick Nicolsi visited Vierna in 1781 and was
highly pleased with & military bend, which appears to have
boer the same band mentioned by Keprey. This orgsnization
ineluded:
2 shawms
2 clarinets
2 horns
1 trumpet
2 bassoons
side drum
basgs drum
In 1783 even en independent organigation like the
Honouragble Artillery Coupany could only boast of this
small band:
4 clarinets
2 horns
1 trumpet
2 bassoorns*

The btonds of the three Regiments of Guards consisted

ierpey, op. eit., p. ©7.
2Ivid., p. 6S.

3l-armer, Rise end Development of rilitary iusic, p. 67.
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in 1783 of orly elght rerformers each, end these members
were apprortioned according to the following instrumenta-
tion:
oboes
clarinets

horns
bassoonsl

VNN

Twelve players'comprised the band of attested sol-
dlers for the Coldstream Guard, which was formed in 1785,
ond cxists to the presert day. Thev were as follows:

clarinets
oboes
trumpet
horns
bassoors
serpent

2000

In kngland in 1794, the Grensdier Guards had a bend
consisting of:

flute
clarinets
bassoons
serpents
trumpet

3 horns
drums®

RO A -

The Corps d'klite of Frence had the following in-
strumentation in 1795:

flute
clarinets
bussoons
serpent
trumpet
horns
rums4

QN

1Keppey, op. cit., p. 87.

2Former, Rise and Development of Militery Music, p. 6.
3Ivid.,.p. 84. ;

41n44.
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The use of horns in vrsrious musical orgenizations
secems to hnve been prevalent throughout the eighteenth cen-
tury in most of the leading countries with the exception of
Italy. ﬁussia hed 2 horn bvend in 1750 directed by J., A.
wares, who was a Bohemisn virtuosoc on tke French horn,
This rgnd was composed entirely of horns which could.pro-
duce only one note each., Thirty-seven pleyers and horns
comprised this band when it was first organized. Kappey
iives an interesting comment on these bends: -

The great requisite was thst their embouchure
for the ore noite should be of the very best, and their
intelliigence sufficient to lesrn the peculisr nota-
tion, in whiech their musjc wes writtmn, and be ready
to sound the note wher reoguired. One very great re-
sult was achieved. The instruments teing mede as
perfectly In tune as possible, and the sounding of
its note being studied with great care and labour,
it is said that the performances of that band, with
regard tc shadirg and purity of intonation, were the
wost perfect kind ever heard. The numter of horns
and perfermers was st last increased to €0, and their
training wes so grreful that they performed pleces of
uuch difficulty.l

It might bte supposed, using Farmer as ¢ basis, that
a knowledge of the French horn was desired for bend-masters.

Hle quotes an interesting advertisement in the Dsily Adver-

tiser in 1774:

WANTED, 4mmedistely, a person qualified as a
uwaster husicien to a Kilitary Band of Musick, who is
a perfect laster of the French horn, and performs on
other wind instruments, as great encouragement will
be pgiven. None need apply who 1s not e perfect mas-
ter snd can he well recosnmended s a perscrn of great
Sobriety and good conduct.

1Kappey, op. cit., p. 63.

2Farmer, Rise and Development of fdlitary husic, p. 60.
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As to actual study of the Freneh horn, one refer-
enece shows that horn plaving was tasught at a congervatory
ir Italy in the letter half of the centurv. When Dr. Burnéy
msde his touwr of the contirent, he visited s conservetory
in 1taly 1in whleh he found atudents of the horn as well as
of singing and other instruments, slthough the horn players
G1o not Trre os well as some of the others. '
The violoncellos practise in another rooms
and the flutes, oroces, and other wind irstruvments
ir & third, except the trvmpets end horns, which are
oblired to fag, elther on the stairs, or on the top
of the house. ) .
It wovld appear that the horn players were not very well
respected, however, since they had no definite place pro-
vided for them in this conservatory.
Dr, Purney elso mentions the horn in comection with
relizlous events:
At 6 p. m. the sawe evening a splendid pro-
cessicn ressed through the streets, in honor of
some legendarv salint: consisting of a prodigious
rumber of priests, who sang pselms in csnto fermo
(i. e. in parts), gll the way to the church, with
wex tapers in their hends, eccompanied by French
horns, and serpents; a large crucifix, end s la-
donns and child, &s big a3 the 1life, of the same
wetsl, decorated thls solemmnity.?
For many centuries the horna were considered unfit
to be included in the orchestras with the more refined in-

strusents, as the tone quality wes so harsh and unmsical.

Until the instruments were lengthened, 1t was impossible

lg1over, op. eit., . 65.
21p14., p. 96.
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for them to te used widely 1n musical grouvps becsuse many
cf them were unstle to produce more than one tone, Grad-
velly, however, the brass family btegan to be Included in
the oreratic orchestrs, the militery tands, and verious misf
cellaneous types of ensembles, The tone quelity was often
offensive to the emrs of the listeners, however, and the
;afts viritten for ther were very narrow in scope, especially
when compared with the parts gilven to thé instruments which
werc at g more acvanced stage of development. The first
role of tke horn was to aedd picturesqueness gnd color, in
the foruw of hunting cslls and the like, to the music, Com-
nosers and players were irriteted by these limitatiors of
the horn, snd the elghteenth century saw much change and ex-
rérimentotion nlong the lines of variations of tube length
and novel methods used in egn attempt to bring about more
rleasing sesthetlic results, The developments which oc-
curred during this period will be discussed in the chapter

to fellow,



CHAPTER II
DEVICLES LBADING TO THE DEVELOPsENT OF VALVES

The first horn used 1n the orchestre wes the natural

horn, which 1s thus described 1n detell by Arthur Elson in

his Orchestral Instruments and Thelr Use:

The natural horn, without Xeys or valves, 1is
e conical brass tube, curved upon itself, provided
with a tepering mouthplece at 1ts smeller end, and a
lerge bell, or expanded opening at the other ex-
tremity. The pleyer's lips vibrate ageinst the
mouthplece, at a speed governed by the length of the
tube, the pressure of his bresth, and the firmness
which be uses in making his "embouchure."” Firm
lips and hard blowing produce the higher harmonies.
The narrowness of the tube 1s another aid in the for-
mation of these upper notes. The fundamental, or
full-length tone of the horn is never sounded,but all
of the harmonic series, even up to the twentleth, are
possible.l

This instrument was very restricted as to key and the num-

ber of notes possible, and soon some agdjustment beceme neces-

sary to slleviate these limitations.
Toward the end of the eighteenth century, two or
four horns of different tonalities began to be used in or-

der to obtain the complete chromatic scale. Sachs says:

"Four horns, a semitone apsrt, would provide an uninterrupted

1Elson, op. cit., pp. 211-213..
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chromatic scale from the fourth harmonic on."l The use of
these horns in different keys proved beneficial for produc-
ing a chromatic scele, as each horn had harmonics in a dif-
ferent key, therefore giving the composer a wider choice of
tones. It must be kept in mind, however, that the entire
chroms tic scale could not bé played by any single player
on one instrument, but instead each player merely had
certain notes which his instrument in turn could contribute
to the scale. A complete chromatic scale thus involved re-
lay 1n the matter of performance. Often composers scored
for four horns but only in Pwo keys, in which case the first
and second horns were in one key and the third and fourth
ir the other. (bviously such usage was unsatisfactory, for
a scale divided emong four persons had many disadvantages.
The execution of a sesle-wise passage by four different
performers would of a necessity be rather rough and uneven,
es each person had a slightly different tone-quality and
the connection in correct time values was difficult. Rapid
passaies and also those demanding a greast amount of aglility,
such as those for the violins, were out of the question for
this relay method of playing. One might also imagine the
inconsistency in the relationship of the scale steps to one

another when played in this manner, since the pitch of each

1sachs, The History of kusicel Instruments, p. 424.
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tone would be untrue when 1t came from a horn in another key,

One of the first experiments to remedy this unhappy
situation 1s described by Sachs:

In 1788, an Englishmen, Chsrles Clagget, ob-
tained a PBritish patent for "uniting two French horns
in such a manner that the mouthplece may be applied to
either of them instantaneously as the music may re-
quire. One of the trumpets being of the tone D, and
the other of the tone Eb, it is evident thaet by mov-
ing the mouthplece to the suitable horn or trumpet
any piece of music may be P}ayed, as it then contains
an entire chromatic scale.” .

Before valves were invented, still another attempt
was made to unite horns of different keys. This consisted
of a cluster of tubes, grouped so they could be blown
through a single mouthplece -- by means of keys, the air
stream could be directed through any tute et will, Each
horn was of a different key so as to furnish all the tones
in a chromatic scale. This invention proved an sdvantage
over the natural horn, but 1t was very inconvenlent and
lupractical, because the many horns constituting the clus-
ter thereby caused the inatrument to be very h.ea.vy.2

After further experimentation, i1t was dilscoversd that,
by putting in different lengths of tubing, the pitch of the
Instrument would be chenged sufficiently to shift it into a
different key. These pleces of tubing were called crooks,

as they were usually of a curved or U-shape. The use of

l1p14,

®Kelley, op. cit., p. 185.
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these crocks was the basis for the nomenclature persisting
to the present time by which horns are designated as being
F, Bb, Eb, and G. Carse gives a discusasion of these horns,
which is as follows: v

Horn parts began to sppear in orchestral scores
scon after the beginning of the eighteenth century; the
earliest of these suggest that F was the standard key
at first, but a number of actuel instruments and some
contemporary parts written for horns in G, F, Eb, D,
and C, show that further lengthening of the tube was in
progress during the first half of the century. Eisel
(1738) gnd Hajer (1741) mention the F and C horns as
the most common; the English instruction books, The
iiodern Music Haster (1731), The huses' Delight (1754)
and the Complete Tutor (c. 1754) neme horns in G, F,
kb, D and C, and contemporsry parts suggest that the
favourite instruments for orchestral use were those in
¥ and in D.

1t 1s interesting to note that horns in these keys, men-
tlioned gbove, have remained the favorite ones, Composers
bsve always preferred them to the others, and they have

been used from the detes given sbove until the present day.
The ¥ and D horns have the best tone quality in their open
tones, and this has been the basis for their long-time
popularity. The method of ecrooking the horns was adopted

by both German end French makers toward the end of the eight-
eenth century, and the instruments became known in Germany

as the Inventionshérner, while in France the crooks were

celled tons de rechange.
An interesting piece of informetion concerning the

horns in these various keys, with crooks, is that on the

1Carse, Musical Wind Instruments, p. 214.
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shorter, higher horns the low notes are easler to produces
whereas, the high notes are very difficult. The opposite is
true of the low-pltches horns; the high notes sre ohtain-
gtle with more erse and the low tones ere very difficult to
produce.l

According to Grove, the lengths of these wvarious

crooks are:

Bb crook (alto) . . . 16 inches
A " N . . . 22 "
Ab " P - "
G " W ow w86 3/'4: "
P il
Eb n 8o ow 70% "
D a i e 8O0 M
C " S A owm 101 "
Bb " (besso)., . .. 125 " 2

On rare occasions the number of crooks was increassed to in-
clude A besso and Ab basso. As will be readily observed,

the lower the plich of the crooks the longer the tube length,
which 1s in accordence with the normal ecoustical law.

The hend-horn and Inventionshorn were both in use
from ebout the lste eighteenth century to the middle of the
nineteenth. They seem to have been made in several of the
leeding countries of Europe, as evidenced by such a list as
that below, furnished by Carse. Belgium, Germany, Italy,
France and Austria figure most prominently in their contri-

butions to these types of horns. According to Carse, the

lkector Berlioz, The Life of Hector Berlioz (Lon-
don: I, K. Dent end Sons, Ltd., 19377, p. 129.

2erove, op. cit., p. 430.



folliowing are some of the makers of
ing this period:

Haltenfof .
Korn & u a
Schmidt . .
Gabler . .
kschenbgch
Riedl . .
Naumann .
Kipsoli .
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Pelliti
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Cormery

Dufarier
Raoux . =«
Labbaye .
irause .
Sattler .
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Roth . . . +» =«
Duirraschuidt . 5
Gambaro . . . .
Guichard . . . .
Kretschmann . . .
Dubois and Coutourie
Bacher . - .
Devaster . . .
Tuerlinckx . .
van Engelen . .
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these instruments dur-

Hanau
Mmyence
Leipzig
Berlin
Markneukirchen
Vienna
Vienne
Pistoja
ilan

Paris

Paris

Paris

Paris
Berlin
leipzig
Adorf
Earkneukirchen
Paris

Paris
Strausbourg
Lyons

Ghent
Brussels
Nalings
Liege

Galpin and Carse, two authorities on instruments,

have descrived the function and characteristics of these

horns with crooks. These descriptions also inclue some

variations of this kind of instrument that grew out of the

ordinary crooked horn which has been mentioned previously.

Galpin reports:

When the Waldhorn entered the orchestra at the
close of the seventeenth century, it was found neces-
sary to alter its normal pitch to the key of the com-
position played in order to obtain as many of the
harmonic notes as possible. This was effected by
tons de rechange or crooks (Krumbugel), consisting
of verious lengths of tubing inserted into the small

lCarse, #msicel Wind Instruments, p. 218.
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end of the instrument. Sax of PBrussels, in his Cor
Ounitonique, placed them all on the instrument, the
required length being added by means of a graduated
8liding-tube. It rendered the horn, however, very
heavy. :

Sowe of these horns were so constructed that all the crooks
were fixed permanently to the instrument in order that any
of them could be placed In the sounding-length of the tub-
ing without the usual necessity of removing one crook end
replacing it by another. 2

Of the Viennese horns in use in the early eight-
eenth century, Carse makes the following statement:

Horns with six crooks were made in Vienna as
early as 1718. These orchestral horns had a fixed
tube-length of about 8 feet, twice coilled in a rather
small hoop, and the addition of & circular crook, or
combinations of two or even three crooks, inserted
between the body of the horn and the mouthpiece, in-
creasing the sounding-length so es to provide for al-
wost all keys from C alto downwards.®

As mentioned earlier, the horn was first used in or-
chestras for the added color which it afforded for hunting
scenes, military music, and noisy tyres of music in general.
The horn had beer in such use for about a century before
any progress was made as to diversifying the type of music
written for 1t. Cowposers seemed to be satisfied to keep
the horns within the stereotyped capacity without making

any attempt to widen the sphere of possibilities for them.

1Galpin, A Texthook of European jusical Instruments,

p. 223.
ZCarse, jusical Wind Instruments, p. 215.

3Ibid., p. 219.
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1t was about the middle of the elghteenth century before any
change was made in this connection. When the horn first
began to be used in orchestras in Germany, there were masny
objections to it becsuse of its hershness; therefore, it
was suggesteq thet a mute be put into the horn to soften
the tone. Mutgé had previously been used on the oboe and
hac¢ proved very satisfactory. The method of muting the oboe
was achleved by filling the globular bell with cotton-wool.
The first mutes tried on the horn were msde of wood, and
some were made of cardboard. dJoseph Hampel, & horn player
at the court of Dresden Just after the middle of the eight-
eenth century, tried the old device of muting which hed
been used on the oboe and discovered that, with the inser-
tion of the cotton ped, the pitch was lowered a semitone.
fle was amazed with the result and hit upon the idea of plac-
ing his hand in the bell as a substitute for the cotton.
Again the samo change of pitch occurred as had been ef-
fected with the oboe mute. This chance discovery made 8
sreet change in the possibilities of horn playing.l The
aute made 1t possible for the harsh open tones to be made
softer end more satisfying to the ear, and at the seme time
the number of available notes was incressed by more than
twice the number originally obtainable. This method of

muting wes soon sdopted by other horn players and was the

lgrove, op. cit., p. 429,
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first attempt that had ever been made to bridge over the
gap between the harmonics. This method of muting was known
as stopping;:; the instrument on which 1t was used received
the deslignastion of the hand-horn, and the notes obtained
by this method constituted hand-~notes.l Kgppey says, in
conrection with the stopping process used on the horn:
"The 'open' notes of the horn are precisely the same as
those of the trumpet, its shape allowing a convenient in-
sertion of the right hand into the bell,"2 The natural
shgpe of the horn afforded an advantage over the other in-
struments, as 1ts curved tubing ceused the bell to be in
such a positlon as to make it easily reached. Not so in
the case of the trumpect; the instrument was often so long
that 1t was 1impossible to reach the hell, Hampel con-
- tributed greatly to the development of the horn, inasmuch
es he 1is aléo credited with the idea, which has already been
mentioned, of inserting the crooks into the middle of the
horn.®

Descriptions of stopped and partislly stopped notes
have bveen glven by moét writers on the subject of instru-
ments, Seché substantiates the statemsnt above, as to the

inventor and to the date 6f his discovery. Stopping was

1m1g.

2Kappey, op. cit., p. 60.

3Carse, iusical Wind Instruments, p. 218,
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done by inserting several fingers, held close together, into
the bell. It was soon discovered that more vardation than
that represented by one semitone could be got by the use of
stopring., The horn players gradually proceeded to dis-
tinguishing three degrees of stopping: half-stopping,
three-quarter stopping, and whole-stopping. Authorities
uiffer as to the exact rules and methods concerning each
of these degrees of stopping, snd Sachs comments:

The differerce between half and three-quarter
storping 1s so vague that the methods of producing
certain notes vary greatly. 1In certain cases the note
can be eaised instead of lowered by stopping. Thus,
within the average range c to f3 most gaps between
the harmonics can be bridged over.

On this same subrject of stopping and its various
degrees, Grove gives a more detailed and precise account
of’ the different techniques applied. He states:

The method of stopping the horn 1s not by in-
troducing the closed fist into the bell, but the open
hand, with the fingers close together, some way up
the bore, By drawing the fingers back, the natural
sounds are again produced. The degree in which the
horn 1s stopped 1s not the seme for all stopped
notes, there being half and whole stopping. 1In the
first, by raising the hand the bell alone 1s, as it
were, closed; in the second the hand 1s introduced
as far as if 1t were intended almost to prevent the
passayge of air. (The "half-stop” 1s used to depress
an open note by a semitone, and the "whole-stop" in
like manner gives a tone; more than thig in the or-
dinary way cannot be done by stopping.)

Grove does not even mention the existence of the

third degree of stopping, end it was possible that each

13achs, The History of Lusical Instruments, p. 424.
2Grove,-gg. cit., p. 429. '
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individual player had s method of his own by which he could
procure the various alterations of pitch which were called
for in the horn parts. The farther the hand was inserted
into the bell the more muffled the tone became, and it was
almost impossible for such tones to be heard. Players
adopted the method of hlowing Qery loudly in an attempt to
make these 1ndist1nct tones more easily eudible. The re-
sult was a "buzzy" tone., The contrast among the'open tones
of the harmonic seiies; the stopped muffled tones and the
stopped "bussy" tones was great, and composers were forced
to exercise extreme care in writing for these artificisl
tones 80 as not to proauce an effect which would be comical.
Berlioz says that, contrary to the method employed by
Peethoven of using mostly open tones with the wise dis-
persion of the stopped tones, the French and Itelian com=-
rosers used the same method of wrilting for horns as for bas-
soons or clarinets. They did not teke intoaccount the dif-
ference between the closed and open tones, or the differ-
ence in the degrees of stopping. One can wéll imagine
the conglomerated effect produced by the scoring of some of
the composers who wrote thus 1ndiscriminately.1

Despite the fact just mentioned that the brisk,
open tones of the hunting horn were a drastic contrast to

the muffled tones of the stopped horn, this method of playing

lBerlioz, op. cit., p. 138.
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proved a great improvement. Several attempts were made to
change the shape of other instruments, notably the trumpet
and others of the brass family, in order that the device of
stopping might slso be possible on them. #Most of these at-
tempts proved unsatisfactory, however.

Stopping served snother use besides the resultant
enlarging of the number of tones possible and the modifica-
tion of the tone quelity. Several of the tones of -the nat-
ural harmonic series of the horn were bhadly out of tune,
principally the seventh, eleventh, thirteenth end four-

" teenth. These tones gre out of tune in the natural har-
monic series, and they sppear as untrue in pitch on
strinied Instruments, on carillon and ell hung bells.
Stopping of horns was used to a good advantage to put these
tones in tune. MNost of these had a pronounced tendency to
be flat, and, by the proce;s“of e partial stoppage of the
bell, the tones were lowered to the semitone below. Be-
fore, it had been necessary to avold these faulty harmonics,
asg the resulting‘clash in intonastion between the horns and
the rest of the orchestra was very inharmonious.

Kappey goes into great detail to explain the vari-
ous degrees of stopping, even to the pitches producible and
the tone quality of easch. He lists three degrees of plcth

lowering:
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« « o 1ts shape allowing a econvenient insertion
of right hand into the bell, it was easy to "stop" .

- the tone, wrich means that by putting the palm of the

right hsnd more or less completely against the mouth
of the bell, the intermediate notes between the har-
wonics could be more or less perfectly sounded. But
211 these artificimlly produced notes had a "muffled"
¢r dull sound; thus, take the note E upon the lowest
line of the stave. by inserting the hand into the
bell with what technically is called a "quarter-stop,”
the note Eb cen be produced; but the tone is far less
brilliant than the Ef; if the hand is put deeper into
the bell D can be sounded, but it is of a decidedly
bed quality; by closin, the aperture as far as it cen
be done with the hand %called a three-quarter-stop)
a Db could be produced, but the sound 1s very bad and
can scarcely be heard. Thus, no matter how excellent
the player was, he could only produce a scale of very
unequal quality.

According to this explanation, despite the differing and
almcst inaudible tone quality of the stopped tones, these
three degrees of stcpping would sllow the bridging of every
gap between the open tones except the first interval be-
tween harmonics 2 end &, 1. e., ¢ to g on the horn. The
notes written for horns of all keys were the same. The
difference in the various keys of instruments lay in the
fact that they were all transposing instruments. There-
tfore the first gap, for instance, on all the horns, what-
ever their key, was written ¢ to g.

Furthermore, this discovery effected the position of
the instrument in relation to the player's body end hands.
Frevious to this discovery, the horn had been held with the

bell upturned, but of necessity, the stopped horn had to be

1Kappey, op. cit., p. 60.
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turned so as to permit the hend entering the bell or "pock-
etwards" as 1s the term sometimes applied. This 1s the
origin of the modern method of holding the horn.! From the
time that stopping first began to te used, the horn player
has made a practice of keeping his hand in the bell re-
gardless of whether he 1s playing a stopped tone. The nor-
wal position of the hand in the bell for ordinary open notes
is with the baek of the hand against the side of the bell
which 1s away from the player's bedy., This position of the
hand decreases the rougher and sharper elements in tone
quality of the horn and affords more pliency snd flexi-
bility to the entire tonal-production., Occasionelly com-
posers'will indicate that the horn pleyer 1s to turn the
bell upward when a special effect 18 desired. By the agb-
sence of the hand in the bell, the tone 1s sharper and
sounds brassy. Such passages, wlth the bell upward, are en-
tirely out of the realm of "muslcal" quality end Kling
sayst ". , . . such tricks should be banished to the
¢ircus, where they would probaebly be more appropriste. "2

The great difference in timbre between the sound of
the stopped and the open tones caused quite a problem. The
open tones were much louder, and 1t was.therefore necessary

for the performer to pley much more softly in order to make

1Sachs, The History of Musicsl Instruments, p. 424,
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them more neerly colncide with the stopped tones. Obviously
the problem of intonation was very serious and also abaorbed
a certain amount of time 1In execution., The hand-horn was,
however, very effective in influencing the aesthetic quality
of the hoxrn st this stage of development. Grove gtates:

The tone-quelity of the horn 1s full, but on’
the whole soft and mourmful, and it blends well with
the woodwinds. There 1s & great range of quelity:
however, from the mysterlous mournfulneess of the low
"stopred" notes to the almost painful snd despairing
cry of the upper notes when sounded f.

When not overblown, the stopped tones could not be used
except in soft passapges. Often echo effects were obtalned
very satlsfactorlily by stopped tones. The combination of
open and stopped tones in one group usually was not very
satisfactory, however, as the difference of quality wes too
great to be combined in a pessage of one dynamic marking.

Further commenting on the stopped tones and em-
rhasizing their lack of steadiness eand reliability, Ander-
sen says:

Open tones are generally to be relied upon
to produce the effect desired: but the stopped tones
changed not only the color of tone, but were at tl mes
very shaky in pitch, thus cresting variations not =t
211 intended.2

kven with these disadvaentages, the stopped horn did improve

the scope of horn playing, and it also acted as a stimulus

lgrove, op. cit., p. 429.

ZArthur Olaf Andersen, Practical Orchestration (New
York: ¢. C. Birchard and Company, 1929}, p. 127.
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in the generml contributicn te musicgl literature for the
horn. The stopped horn wss the most significent and the
most widely used device for enlarging the chromatic compass
hefore the valve was invented.

Daubeny recognized and analyzed the defectd of the
stopped horn, while at the same time he gave 1t credit for
the great contribution which 1t made to the future of all
horn music and the horn itself. In his book, Orchestral

Wind Instruments, he mskes the following statement :

« + « . this discovery, which grestly increassed the
chromatic compass,. together with the timely influence
of Haydn, insured once and for all the popularity of
the horn (or hand horn, as it was known in England)
and secured for it a recognized place as the most
important "brass" wind instrument in the orchestra.

The stopped horn was used primerily for soloc pur-
poses, since the averége horn player in any orchestra was
not éxpected to be an artist at stopping. A few instances
have been given of soloists who performed skillfully on
the stopped horn. An account of a hand-horn soloiat who
performed on this instrument very soon after 1ts discovery
is as follows:

-#ve years after this discovery (i. e. the
stopped horn), the horn's besuty of timbre was demon-
strated in Paris when Jean Joseph Rodolphe, a re-
merkeble musician of his day, played the horn con- "
certante part to the air "Amour dens ce riant bocage

by Paacsl Boyer, as sung by the famous tenor, Joseph
Legros.~

lpaubeny, op. cit., p. 75.

2Jsroslaw De Zielinski, "Russiaen Hunting Music,"
imsical Querterly, Januery, 1917, p. 53.
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iAnother berformer later than Rodolphe was en art;st newed
-pandau who played a concerte with the help of hand-notes
in 1773, and as Grove quotes Sir John Hawkins' description,

e process conalsted of "éttempering the sound by the ap-
plicatlon of his fingers in the different parts of the
tube. "  Fratt mentﬁons aevéra] other horn players of
this period who were well known In the field. The first
of these 1s Johann Welzel 3tich, to whom reference 1s some-
tiwes made by his Italianized neme of Puntos he was a Bo-
hemian virtuoso and a composer of horn music, and he also
wrote a mothod for this instrument, The height of his
popularity wes about 1775. Stich had a puvpil whose name
was Johann Andreas Amon, who shared his honors and who
toured with Stieh until the latter dled 1n 1825. Another
hornist of this period was Georg Abraham Schneider who per-
formed in Prince Henry's orchespra et Rheinsberg in 1790
and was in the court service in Berlin in 1802. He was
quite a prolifiec composer, and his works included operettas
and sacred music. From 1790 to 1822 e hornist, Karl Jakod
Wagner, waﬁ active at Dormstadt. He was in addition a com-
poser of orchestral mmsic, snd five operas were also at-
tributed to him,?

The stopped horn still was not the solution for the

lgrove, op. cit., p. 429.

2Waldo Selden Prstt, The History of Music (New York:
G. Schirmer, Inc., 1935), pp. 553 and 470.
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chromstic provlem, as the disadvantsges were too many. Horn
players were stlll searching for a more perfect method by
which to attain chromatlic and distonic scales and still
ikeep the tone-quality more on an even level, In 1812
Jdikbuth of Wannheim made an Interesting experiment, which
consisted of ettaching a slide to the orchestral horn. It
is intecresting to relate the progreuss of horns to the de-
velopwent of music in general at this date. By this time
21l of the llaydn snd liozart synphonies were in existence
as were 31x of the nine symphionies of Beesthoven.,  #usic had
reached quite a high point of development,but the horns
still remained jmperfect instruments wiich hsd to bs handled
with care so as not to damage the aesthetic effect in en or-
chestral scoring. Galpin descrites the inventlon of Dik-
buths ‘

The action was simple, the slide being ac~
tuated by a spring, so that when the right-hand
thumb of the player relessed the little crook, the
slide returned. It lowered the pitch of the instru-
ment by a semitonoe, and also corrected some of the
faulty harmonics. . . . . Unfortunately it was
not generally accepied, and the incoming of the valve
system banished it.
This instrument appears to hsve had a slide whigch would
compere, in length, to the second valve on the present-day
instruments, as both lowered the pitch of the open tube by

a semitone. This invention probably slleviested the false

1Galpin, A Textbook of European Musical Instruments,

pr. 228.
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tone quality of the stopped tones, for the addition of tub-
ing would czuse a tone which would more nearly éoincide
with the open tones, The priﬁary drawback of this slide
horn was, no doubt, the fact that the pitch of the natural
hsrmonics could only be lowered by one semitone, which still
left wony gaps unfilled.

This slide-horn is not to be confused with the old
lnventionshorn which had been introduced by Hampel. It 1s
true that the Inventionshorn had slides, but they were
werely substitutes for the crooks usually inserted into the
smnll end of the instrument. Today the term "slide" 1s ap-
vlied to the tunipg crook, and to the crook connected with
each valve and 1s not truly a slide as 1t 1s never put into
wotion while playing. These crooks are moved only for pur-
roses of tuning the instrument in the case of slight prob-
lems in intonntion, and they are never used as substitutes
for the velves. The slide was not exclusively applied to
the horn, for Wogel in 1748 had made a similar attachment
on the trumpet.l Furthermore, Bach had scored some of his

chorales for a certain slide horn which was also called the

corno da tirarsi.? This instrument no doubt was a kind of
slide horn differing from the one discussed above and also
from the one which was invented by Dikbuth, as this slide

horn was considerably after the time of Bach. The only

l1b14.
2Sachs, The History of Kusical Instruments, p. 385.




61
instrument upon which the slide proved successful was the
trombone, which works in a slightly different manner from
the mechanism by Dikbuth, inasmuch as it 1s not manipulated
by means of keys. The slide trombone has a slide which is
of a sufficient length to allow the pitch to be altered by
six semitones, thus affording a complete chromatic scale.
kach semitone 1s achieved by moving the slide out a certain
portion of 1ts length ferther than for the notes above it
in pitch. The lowest tone obtalnsble on the slide of the
trousbone 1s in seventh position which 1s as far as the
slide may be lengthened.

The slides (crooks) have had a decided influence on
the present-day horns, since they are, in a fashion, incor-
rorated in the valve horns. The primsry way in which the
crooks influenced the valve horn was in the shape. In
discussing the evolution of the shape of the modern horn,
Carse says:

It was probably the introduction of sliding
crooks thet led to the addition of a U-shaped tun-
ing=-slide in the centre of the horn crooked by the
more common methed at the nerrow end, and in order
to accommodate these devices, the horns made to-
ward the end of the elghteenth century, were colled
In ¢ rather large circle measuring about twelve to
thirteen inches across. The bell had by then reached
its full dimension, namely, about eleven inches
across the mouth.

Un the valve horn the tuning slide compares to the old
crook, as the length of the tuning-slide determines the key

1Carse, Musical Wind Instruments, p. 217.
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of the instrument. The length of the main tubing of the
horn remainsbconsistent, and only the length of the tuning
slide or crook chenges. The same general law prevails with
these as wilth the old croocks: the lower the piteh of the
Instrument the longer the tuning slide must be,

Thus the progress of.the horn has been traced, be-
ginning with the natural horn, on which only about four-
teen notes of the harmonic series were obtainable and of
this number four were so poor in intonation that they were
almost impossible to produce. Therefore, from a horn upon
whilch there were present only about ten good tunes, the in-
strument progressed to the horn with crooks, which vastly
increased the number of possibllities. These crooks made
it possible to have horns which were in different keys,
thereby lending a wider choice of hermonics, since the hér—
wonics of sny one key were now possible by the proper se-
lection of e crook. Several of these horns 1n different
keys could be alternated to produce a complete chromatic
scele, although the disadvanteges, which have already been
discuésed, were many. The next stage of improvement wes
through the addition of crooks of different lengths which
were put on one instrument in an ettempt to expedite the
change of keys. Later a new device was dlscovered which
widened the chromatic compass, and this was known as the

stopped horn, which provided for the open tones to be
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lowered by the introduction of the hand inside the bell of
the instrument, The stopred horn had the most profound in-
fluorce on the sestietics of horn susic, of eny device that
hed yet becn tried, up until the time the valve was in-
vented. GStill further experimenrtation brought about the
slide horn which vias worked by means of a sprimng. In spite
of the advante;es drought about by these various devices,
the disadventages were still too great, and experimenta-
tion therefore continued until the satlisfactory answer was

fourd 1n the wvalve,



CHAPTER III
THE VALVE

The various contrivances, discussed in the previous
chapter, were rather crude, an€ their many disadvantages
have been made apparent. The search for a completely satis-
factory chromatic device was not yet ended, but it was not
until the early part of the nineteenth century that the de-
sired invention came into being. Host musicologista who
have written anything at all pertaining to instruments recog-
nize the valve as a revolutionizing influence on msic for
ell instruments in the brass class. Notable are these
writers with their respective works: Kappey, Military

imsic; Galpin, A Textbhook of European ilusical Instrumehts

and 01G English Instruments of dusic; Carse,, kusical Wind

Instruments and The Orchestras of the XVIIIth Century. When

the valve did appear, Kappey says that "keys, slides, holes,
stopping, and all sych makeshifts, to improve brass instru-
ments, were discarded upon the invention of the valve
(1817)."1 jLost authorities have given a description of the
invention of the valve, aend these accounts very nearly

coincide, as will be seen in some of the following

lkappey, op. cit., p. 6l.

64
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as no mention 1is given of any further use of it. The "ma-
chine" which he was to emloy may or may not have been of
the seme general type as our valve which is now in use.

No explanation 1s given of his proposed "machine."

Sachs ettributes the invention of the valve to the
above mentioned German makers, and he gives a more detailed
description of the mechanism of this new addition to horns:

The needed inventlon was made about 1815 by
two musicisns, Bluhmel in Silesian and Heinrich Stol-
zel in Berlin. Additionsl crooks branched off and re-
entered the main tube, their inlets and outlets lying
close to one another; spring valves connected them
when pressed down and sutomatically disconnegted them
when released. Thus, the aition was as fast as that
of any keyboard instrument.

The description just given by Sachs very nearly corresponds
with the present-dey mechanism of velves. The first instru-
ments to use this device were no doubt very crude but the
main features have remained constant to the present.

Still another suthority haas given a description of
tre change from the hand-horn to the valve horn. The ac-
count given by Csrse is approached from a different angle
than the viewpoint reflected in the quotations from other
authorities on the subject.

Like the trumpet, the horn had to wait for the’
valve-system before the intervals between the sounds
of the harmonic series were successfully filled wup.

It was in the second decade of the 19th century that
the valve-system was invented end applied to the horn,

but it was not until towards the middle of the cen-
tury that the valved instrument began seriously to

lsachs, The History of jmsicel Instruments, p. 426.
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undermine the position of the hand-horn in the orches-
tra. After a perlod, from about 1835 to 1865, during
which both types were used concurrently, the hand-horn
became obsolete during the third aquarter of last cen-
tury, leaving the valved horn in full possession of
the field.

About the only real difference in the accounts just given
lie in the mastter of the date in which the valve was In-
vented. Galplin gives it as 1818 and Sachs as 1815, while
Carse merely mentlons that 1t occurred in the second decade
of the nineteenth century. The account by Keppey, which is
to follow, gives no dete. The crudencss of some of the
very esrliest instruments caused many composers and conduct-
ors to frown upon the invention of the valve and to feel that
the addition of crooks in such a fashion damaged the tone
quality of the old hand-horn.

Kappey glves a detalled discussion on the patent
for the first practical valve horn, and he also gives his
fwpression of the may in which the valves were constructed.

An oboe-player Bluhmel by name, designed a
practicable valve for the horn and sold it to the horn-
player Stolgel at Berlin, who took a patent out which
secured to him the profit of the invention as 1t bve-
came known that it was recognized to be capable of
application. . . . . The principle consists of the
addition of two or three little bent tubes of the same
lengths, bveing fixed near 1ts upper end. . , =+
A cylinder, perforated with someholes of the exact
diameter of the wind passage, and kept in 1its natural
position by e spring, opens, when compressed, the ends

of these tubes thereby lengthening tge air-passage,
which lowers the pitch by semitones.

1Carse, usical Wind Instruments, p. 219.

zKappey, op. cit., p. 61.
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in this discussion Kappey says that the two or three bent
tubes were of the same length. If this were true the in-
strument could not have bridged the gap between the har-
mwonics, for the reason that 1f one of these tubes lowered
the pltch of the harmonic by one semitone, the others of the
saue length would lower the pitch the same amount, and by
coubining three of them the pitch would be lowered three
semltcnes which would not have been enough to fill the gap
be tween the second and third open tones. The general rule
for velve slide lengths is to have the first valve twice
the length of the second, and the third three times as long
es the second. The second valve slide 1s the shortest of
the three valves and therefore lowers the pitch of the har-
monic by one semitone.

Many further improvements have been devised to change
valves but they all fall primarily into two general types,
rotary and piston, A sketch from Sachs shows the ®ay in
which these two types of valves function, as 1t demon-
strates the position of both the open and closed rotary and
piston valves. This illustration will be found on the fol-
lowing page. The two kinds of valves produce the same ef-
fect on the pltch, and the primary difference lles only in
the fsct that one rotates while the other uses an up and
down motion.

Sachs glves an interesting explanation of both the
rotary and piston types of valves which will clarify the
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illustration glven of these types:

‘ The piston hass en up-and-down sction. When in
rest, the plston disconnects the additional crook and
allows the wind to pass directly through the main tube.
When the plston 1s p recssed down, on the contrary, the
direct passage 1s barred, and the wind is forced to
mgke the detour through the additional ecrook before re-
entering the main tube.

In rotary valves, connection and disconnection
are effected by a revolving cylinder. The player, how-
ever, does not need to make a rotary movement; he
presses e key, the vertical motion of whieh 1s trans-
formed into rotation.

The generally accepted position of holding the valve
horn is to place the right hand inside the bell and finger
with the left. The rotary valve has been almost univer-
sally used for the French horn, through no particular in-
feriorlty of the piston, but probatly due raether to the

“prevailing sidewise position of holding the instrument end
‘perhaﬁe rlso to afford more cese for left-hand fingering,
since the rotary valves use levers lInstead of buttons.

Fiston valves, however, are generally used for the
mellophone, whiel: 1s &n instrument sheped similar to the
horn but held in the opposite direction. The mellophone
1s fingered with the right hand while the left hand holds
the rim of the bell. This instrument is rarely used as the
tone quallty snd general make-up of it have not proven 1t
to be as sdventageous as the French horn. The mellophone
has been used primarily in bands.

The most common number of valves 1s three and they

1Sachs, The History of MNusical Instruments, p. 426.
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function according to the following rule, in order of change
in pitch which each produces:

1. The second valve slide contains sufficient tub-
ing to lower the pltech from an open tone, or harmonic, one
semitone.

2. The first valve slide 1s longer (approximately
twice as long as for second) snd lowers the open tone by
two semitones.

3. The third valve slide 1s approximately the com-
bined length of slides one and two and this feature, there-
fore, provides for a lowering of three semitones. The
third valve 1s an alternste for the combination of first
end second valves.

4. The combination of valves two and three lowers
the harmonic by four semitones.

5. The combination of vslves one and three lowers
the haraonic by five semitones,

6. The combination of all tﬁree valves lowers the
tone six semitones from the open tone or harmonic,

Some of the more modern horns are equipped with.an
extra valve, which cruses the -horn to be in B-flat and sounds
one octave below the B-flat cornet. High notes and extreme
notes ere easier to obtain with the aid of this fourth valve.

As will readily be seen upon examining a table of
the harmonic series, there 1s only one interval which 1s

wider than six half-steps, namely, the first. This one
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intervel, howe¢ver, produces no probvlem for the horn players
the fundemental 1s very difficult to obtaln anyway and can
nct, 1n.fact, be reached at all by most players, and the
renge can be extended downward from the second harmonic,

Ty weans of the valve, by six hslf steps.
The following 1s the harmonic series with their
respective numbers, as.given by Dagyton iilller in The Science

vl susical Soundslz
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1r1s 1s the series given for a fundamental and ite overtones
which begins with ¢ on the second space of the bass clef.
The fundemental for the French horn 1s one octave lower
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1Dayton Clarence Miller The Scienge of Musicgl Sounds
(New York: Macmillan Company, 1916) p. 64.
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in 1ts usual practical range. It 18 to be képt in mind
thet number 1 is the fundamental and 1s not produced by most
players. These tones correspond to the notes written for
the horn and not to the actual sounds since, for exampls,
the F horn sounds a perfect fifth below the written tones,
being a transposing instrument.

With the use of the valves, the instrument 1s ac-
tually changed into a horn of a different key, and egain
citing the F horn as an example, we note that the second
valve actually puts the instrument Into the key of E, the
first into Eb, the third into D, the combination of second
and third into Db, the sombination of first and third into
C, and the combination of all three into Cb or B. The extra
valve, as has been explailned, 1§§§?s the key of the horn
even farther into the key of Bb.

It will be remembered that Bluhmel and Stolzel in-
vented the valve eround 1818, and after the invention a
ten years' patent was granted to them. This automatically
prevented the extensive manufacture of horns, and the few
which were made during this esrly period were both me-
chanlcally and acoustically defective. It was natursl that
players and composers, who were used to the hénd-horn and
slide-horn, were reluctant to discard an instrument which
was so familiar and proven in performance, for one which
was new and still imperfect. As late as the middle of the

nineteenth century some composers were still writing for the
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hand-horn, notaply Berlioz and Wasner.l The number of
valves on the first horn invented by Bluhmel snd Stolgel
i1s not established, nor is it known precisely what kind of
valve wes used on it. The new invention did not begin to
be used consistently until about 1835, when parts begen to
be specified for "valve" horns in orchestral scores. The
valve horn was first introduced into the orchestra by Halevy,
in "La Juive" in 1835. The trumpet and horns began with a
scale-wlse passage but soon reverted to their usual C E G
routine.? '

In‘bands, however, valve horns were more readily
accepted as they had already been used by such organizations
between 1825 and 1830. By the time the velve waa known in
France, lMeifred, a prominent horn player in Faris, had al-
ready adopted a three-valved instrument mede for him by
Labbaye. Viennese makers had also appropriated the idea,
and were experimenting with more than one type of valve
wechanism. Between 1830 and 1850, s varlety of valved in-
Struments, including horns, trumpets, cornets and trombones,
was being produced in most European countries where brass
Instruments were made. A number of valve herns mede during
that period are preserved, and are presumably falr examples
of the instruments which then were beginning to be used in

orchestras and military bends.®

lCarse, Muslesl Wind Instruments, p. 222.

2Ebene zer Prout, The Orchestra (London: Augener,
Ltd., n. d.), p. 192,

3Carse. Musical Wind Instruments. v. 220,
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In discussing the added benefita of the valves,
Grove says:

On the introduction of valves, scale passages
of even quality, bvoth diatonic and chromatic, became
possible, and thils power is fully recognized by modern
composers. At first, two valves only were used, but
at the present day three valves are almost universal.

Chromatic brass instruments revolutionized many
phases of orchestration. In the time of Bach, Haydn and Ho-
zert, which embraced the entire elghteenth century, com-
posers who wrote melodic parts for horns were restricted to
the extreme upper register, the cause for this being the
ebsence of diatonic or chrometic open tones except 1n the
upper partials of the 1nstrument.' These upper'tones were
generally of an unpleasant sound, being strident and in-
clined to protrude above the rest of the orchestra. The
possibility of chromatic tones in any register, brought
ebout by valves, gave composers the ohoice ‘of any regilster
ir which to write their melodies. kiddle register notes
blend well with almost any choir of the orchestra.Z
Specific examples of the horn parts written before and after
the invention of velves will be clted later.

The following 1s a 1l1st of some of the valve horn

msnufacturers between 1830 and 1860, which has been compiled

from thé inscriptions found on horns made during this perilodt

lgrove, op. cit., p. 431.
2Kelley, op. cit., p. 222.
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Maller . . « « « « « . Mayence
Kersten « =« « o« s » Dresden
Moritz . . . . . . . . Berlin
Schott . . . . . . « Mayence
Riedl . . . . . . . Vienna
Bguer . ... . . . . Prague
Key e o + « o + o « london
Sax . . + ¢ o » ¢+ o« « Paris
Rinet . ... . . . . Lyons
Gautrot . . . . . . Paris
Labbaye . . . . . o Paris
Delfes . . . . . . . . Brussels
SaX « +. « « + « « » o Brussels

The horns, listed above, were two and three valved
models, According to Carse:

Nearly all the current types of mechanism gre
to be found on them, namely, the early tubular piston
or Schubventll assoclated at thet time with the name
of StoIzeI, an improved form of the same .type es de-
signed by Ferinet, the double~tubed or Vienna-little
valve, the short stout Berliner-pumpen snd the rotary
valve of Drehventil, Kastner (1848) deplcts the valve-
horn known in France just before the middle of the
century; they include instruments with two or three
valves of the slender Schubventil type, some with
rotary valves, and somé with three short valves of the
Berliner-pumpen type; the latter were made by Ad. Sax,
end the outfit included sets of seven or three (F, E,
and Eb) crooks.

The Adolphe Sax mentionéd above was the inventor of the
sgxophone. His father was also an instrument maker in Brus-
sels,d
Forsyth describes the present-day valve horn thus:
Our present-day valve-horn consists of a

spirally-coiled tube of brass some 7 feet ¢ inches
long. The F-crook with which it is invariebly played

lCcerse, Musical Wind Instruments, p. 222.

2Ibid.

SGrove, op. eit., p. 231.
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in this country (England) adds another 4.fest 4%
- Anches. The total length of the instrument 1s there-
fore 11 feet 8} inches.l
At last the long awaited chromatic instrument had
come Into being and with 1t a complete change in the possi-
bilities both aesthetic and technical. Technically, the
horn came to be a chromatic instrument along with 1ts fel-
lows in the orchestra. Itslong period of bondage was over,
Not only could the chromatic compass te attained, but the
quality of the tones of the scale were even, and no longer
did the composers have to keep the muffled tones in mind
when they wrote for the horns, Aesthetically, new melodic
possibilities became available. The old style of melodie
writing in the srtident upper register was no longer neces-
sary, and melodies were then easily played in almost any
rangs. In short, the horn with valves could play almost
anything which composers wished to score for it. Aam en-
tirely new method of writing’therefore was born, which will
be discussed fully in the chapter to follow.

1Cec11 Forsyth, Opchestration (New York: Macmil-
lan Company, 1936), p. 109.



CHAPTER IV
. CHANGING TRENDS IN ORCHESTRATION FOR THE
HORN CULMINATING WITH THE VALVE

In the preceding chapters the horn has been de-
scribed in the varlous stages of its physical development,
from the earliest instruments up until the modern valve
horn. In this chapter the different stages of the horn
will be connected with the music which was written for the
horn during thet perticular period and also with the trends
of the times. These trends were very important from an
aesthetic stendpoint as will be demonstrated.

As ean readily be understood, after the valve me-
chanism became an accepted part of the horn; the style of
writing for the French horn changed entirely from what it
.hﬂd been at the time the instrument flrst entered the or-
chestra. When the horn was first introduced intc that
group, 1t was hardly distinguished from the trumpet. Both
of these instruments were continually assoclated with the
drums, end their primary uses were for hunting calls and
for military purposes. As far as eny musical function was
concerned, they served none, but rather were simply noise

makers. The hunting calls which were incorporated in the

78
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msic reflected the interests of the times since the pri-
mary sport and pastime of the nobility was found in the
hunt. The function of hunting c¢slls has been discussed
previously as to the connection with the progress of the
chese, The calls were originated for purposes of signels
and had nothing to do with any musical significance., These
calls were built on chordal outlines and created a rather
hollow sound due to the absence of any passing toneas. The
following are some of the typical horn or hunting calls
used before the eighteenth century:
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OLD GERMAN HUNTING CALLS FOR HORNS
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HUNTING FANFARE
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HUNTING FANPARE (Continued)
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TALLYHO (HALLALI)
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As horns began to be used in ensembles, these same
general characteristics were true of parts scored for them
as of the previous hunting calls.. The limited tones pre-
vented much of the pleasing variation which we now expecot
in melody and harmony. The calls or fanfares were built
on chord lines, and the rhythmic variation was about as
limited as the melodic and harmonic. The instrument had
not changed drastically, and the demand for the themes re-
mained rather consistent with the interest of the times,
which continued to be dominated by hunting and military oc-
cupations. Some of the early ensembles, during the early
eighteenth century, used the hunting horn end the general
type of orchestration i1s 1llustrated in the examples shown

on the following pages:
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"MARCH OF THE SCOTTISH ARCHERS"
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"NOUVELLE RETRAITE"
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"NOUVELLE RETRAITE" (Continued)
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"PRINZ ANTON" MARSCH
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Y"FRINZ ANTCON" MARSCH (Continued)
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"PRINZ ANTON" ARSCH (Continued)
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"PRINZ ANTON" MARSCH (Continued)
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"PRINZ ANTON" 1ARSCH (Continued)
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During the period Ifrom the time in which Iylly (1633~
1687) wrote up through the Hendel (1685-1759) era, the horn
was held bell upward, which has beén previously mentioned.
The hargh tone which was produced by horns held in this
planner was very disagregable and was unsuitable except for
the out-of-door sports,and for inside music these instru-
ments were only welcome to represent certain phases of these
sports. Horns and trumpets were both classed in the seme
general category as noise makers. Often only one part was
written, and 1t could be played by either or both,

Up through the time of Haydn, hunting calls were
popular in orchestral music. Horn calls are to be found
much later in works of Wagner and meny others, but they
are the exception rather than the general praetice with the
composers of the classic and romanfic periods. A typical
example of a hunting call used in orchestral mmsic may be
found in a call which was used by Philidor, Mehul, and Haydn.

|
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Gperas often had hunting scenes in which the horns
were used to great advantsge to deplct the proper-atmo-
sphere. Horn calls were built on ohord lines, as the
original horns were able to produce only e few tones, and;
as the tones were increased in proportion to the length
of the horns, the melodic uses were still very narrow if
not almost 1mpossifle. As may be seen from the quoted ex-
amples of hunting oalls, there was 1little variety, for the
rhythm was not complicated and the arrangement of notes
was not varied much as can be well understood with the limi-
tations under which the instrument leboured.

The period of polophonic music, during the time of
Bach and Handel, was almost a death blow to the progress of
the horn. Other instruments in the orchestra were capable
of playing melodies, but the horn was aonfined élmost en=
tirely to chordel progressions. The extreme upper regis-
ter could be used for melodic parts, but the tone was so
painful to the listeners that composers wrote very spar-
ingly in this menner. Allesandro Scarlatti was one of
the first Italian composers to recognize the possibilities
of the horn as having definite individvwality. In 1715 he
wrote parts for two horns in F for his opera Tigprane. These
were scored in the high register, but later, as he beoame
more famiiiar with the horn, he began to write in the har-

monic style., Bach's scoriﬁg for the horn fell .nto the
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category of the melodlc, viewed of course from the contra-
puntal angle. He rarely used any tone below the eighth
harmonic. | '

As music developed and became of a more refined na-
ture, and as culture began to demand more precise music,
the horn wes found to be a misfit, Noisy harsh playing was
out of vogue and it was at this time in the classical
period t_hat stopping was initigted into horn playing. The
practice of holding the hand in the bell all of the tiame,
whether piaying stopped notes or not, did almost as much,
if not quite, for the change of aesthetics in horn musle
es did the stopping 1itself. The downward position of the
horn combined with the slight dampening of the tone greatly
enriched the quality of tone, and the horn then began to ac-
quire the reputation which it holds today of bteing one of
the most beautiful instruments from the point of view of
tone quality. The mellowness which was thereby possible
gave the horn a place with the other instruments in the or-
chestra. The technical difficulties which were atill preva-
lent made the scope of the parts remain narrow, but com-
posers with good end cereful judgment mede effective use of
the new mellownéss of tone.

On the whole, the orchestras of the eighteenth cen-
tury usually had at least two horn players, although some
of the larger ones boasted of four. Most of the scores

called for only two horn parts, end the third and fourth
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horn players were used merely for purncses of reinforcing
the first and sécond. Occasionally, in order to play the
parts as scored, the horns would require different crooks
so as to increase the mumber of open tones available. Dur-
ing the second half of the eighteenth century horns were
used only in the first and last 'movements of symphonies.
Later, near the close of the century, they begaen to find
their place in the minuets and slow movements. They were
also accepted by thet time as a permanent fixture in the
operatic orchestra.

During the period of oclassicism all music was writ-
ten accqrding to strict rule and pattern. There was a
masrked absence of sensational effects, but composers ad-
hered strictly to form and discipline. Orchestration made
some progress during this period, but no drastic changes
were made. The primary funotion of the horns was for har-
monic purposes. They made a very satisfactory background
and foundation for the other instruments. In the purely
polyphonic compositions, horns were forced to piay in the
extreme upper register due to the lack of tones on that
instrument. These upper notes were used only sparingly as
they were too strident in nature and tone quality to blend
with the other instruments of the orchestra. The tones
of the middle register were much more pleasing to the ear,

but the tones were farther epart in this register. The
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parts written for horns and trumpets in the mlddle of this
period were of the harmonic nature mentioned above and
usually confined themselves to sustalned notes or thythmical
patterns. Toward the later part of the elassiecal perlod,
the melodie use of horns was disgerded almost entirely,
However, in the symphonles the third movements often had
horn melody, By the e¢lose of the classical period, the horn
was no longer expected to be a nolse msker but it assumed
definite identity as a musical instrument.

It was at this stage of musical development that
different persons began to search for something.with which
to remedy the horn's unfortunate condifion. While erooks, -
stopping, end other devices mentioned in previous chapters
had remedied the situation somewhat, and while composers
had meneged to produce a reasonably satisfactory result
from the use of these devices, yet none of them gave com-
pléte satisfaction.

The compositions of Haydn end Mozert employed
mostly octaves and sixths for the harmonic parts and oc-
casionally thirds were used. The tonic and dominant chords
prevailed almost entirely. Mozert was one of the first com-
posers to write melodic parts for the horn, but his har-
monic use of horns varied only slightly from that of Haydn,
the primary difference being in the volcing of the chords,

Even with this change of volcing, the brasses usually had
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énly three notes written for them. Mozart used the stopped
horn on cccaesions, but he realized the meny disadvantages
and accordingly employed ﬁhis device sparingly. While
knowing all the limitations of the horns, Mozart never-
theless took every adventage of their good points. Repre-
sentative examples of scoring for the horn by Haydﬁ and

kozart are as follows:
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"FPAREWELL" OYMFPHONY, Third lovement -- Haydn
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"OXFORD" SYHPHONY, Third Movement -- Haydn
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SYMPHONY NO. 7, First lMovement ~~- Haydn
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"HAFFNER" SYUPHCNY, First Hovement -- lozart
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"LINZ" SYHPHONY, Fourth Movement -- Mozart
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"JUPITER" SYMPHONY, Third lovement -- Mogzart
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Beethoven, Schubert, end their contemporaries dur-
ing this first portion of the nineteenth century wrote for
the hend-horn. They relied primarily on the old harmonic
style, but by the addition of some of the stopped tomnes a
few melodic passages were written which were in the medium
and lower registers. Beethoven contributed more to orches-
tration during this perlod than any other composer, but
even with the changes and additions which he made the con-
dition of the horn was not drastically improved., His con-
tributions were significant. First, he was not content to
let horns remain in their old position in the background,
but he brought them out into decided prominence. The func-
tion of the horns as background was not entirely discarded,
but Beethoven added to this function many others which had’
not previously existed. Because of his own great creative
#ifts end his vision, he used different melodic and harmonic
progressions which broughy variety and stimulated interest
et the same time, all entirely within the bounds of the
possibilities of the instrument. lore stopped notes were
used by Peethoven than by practiecally any of the eomposers
before him. These were rarely used for the harmonic parts,
but they were quite frequently called for in obbligato sec-
tions. The C Msjor Symphony, Beethoven's first, 1s scored
for two horns; the Eroica of five years later calls for
three, "This was the first time that three horns had ever

been used in .the symphony. The fourth was added in symphony
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in 1824 when he called for a quartet of horns in his Ninth
Symphony."l This enlargement of the number of horns used
in orchestras is a foreshadowing of what Wagner was to do a
couple of decades later.

In reading the scores of the classical period, it
must be remembered that the notation for all horn parts
written in bass clef was one octave below the tone to be
played. Also, all tones written are the notes for the horn
and not the actual sounds, as all horns except the horn in

C are transposing instruments.

lschwerty, The Story of Musical Instruments, p. 196.
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LROICA SYMPHONY, First Movement -- Bsethoven
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Weber favored the horn decidedly, since he has sur-
passed all other composers before his time in his masterly
use of this instrument. A famous horn passage 1s to be
found in the opening notes of the "Oberon"” Overture of
1825. The horn 1s a maglc instrument, supposed to repre-
sent the horn of the fairy king Oberon. Another famous
horn passgge by Weber 1s to be found in "Der Freischutz."

This passege 1s scored for a quartet of horns.
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"OBERON" OVERTURE -- Von Weber
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"DER FREISCHUTZ" -- Von Weber (Continued)
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Mendelssohn, too, wrote many notable parts for
horns in his scores, but he stayed rather closely within
the bounds of the open tomes. Two of the most famous horn
passages by Mendelssohn may be seen in the excerpts. from
the third movement of the "Italian' Symphony and in the
"Nocturne" from "lMidsummer Night's Dream.” The passage
from the "Italian"” Symphony gives en interesting effect
through the use of a very few notes which are alternated

several times at the begimning of eaoh horn entrance.
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"ITALIAN" SYiPRONY, Third dovement -- sendelsschn
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"NOCTURNE" from "MIDSUMMER NIGET'S DREAM" -- Mendelssohn |
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Ihe romantic composers had an adventurous spirit
aend, since instruments as a whole were beginning to reach a
more advanced stage of development, they could write more
freely. Romsntic music was certainly bullt to some extent
upon the old classic rules, but the composers of this
period revolted against strict discipline and form., Some
new forms came into being, notably the symphonic poem and
the concert overture. Romantic music tended to emphasigze
emotional expression, rather than the formal side.

As romenticism began to appear, these makeshift de-
vices which had been used on horns were not sufficient to
produce the effects which were desired by the composers of
this period. The melodies of the time were flowing and emo-
tional. Such awkward crooks, slides, snd keys as had been
used previously were almost complete fallures in assisting
the horn to play such passages. The situation had come to
an acute state in which something had to be done, for com-
posers were hampered beyond endurance in their attempts at
orchestrstion, on aceount of the limitations of the hom.
They had at their command an instrument with a beautiful
romentic tone in the middle register but this register
could not be used successfully with the mechanism of the
horn at that time.

After the invention of the valve, composers wrote

all sorts of begutiful, flowing melodies for the horn. By
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the use of the middle register they were able to utilize
the wellow tones for whieh the French horn has become fa-
mous. The upper notes were not used in melody lines ex-
cept for speclal purposes and effects. When valve horns
first began to appear in orchestras, usually two valve
horns were used plus two hand-horns, and the transition
from the old to the new was therefore not lmmediete.

During this period of uncertainty for the valve
horn, the primary objection seoms to have been to the tone
of the instrument, Meny arguments have been given both
for end against the tone of the valve horn. Some belileve
that the extra slides on the valve horn have greatly les~
sened the besuty of tone. Whether or not this view is cor-
rect, the horn does not seem to have suffered in its repu-
tation for being sble to emit & beautiful tone, and the ad-
vantages of the valve seem greatly to overshadow the dis-
advantages.

As romenticism progressed, the 0ld method of -using
the horns in different keys with crooks was soon discontinued.
Wiﬁh the coming of the chromatic horn, there was little need
for the various erooks, the only use of which was for ex-
treme high and low notes. Soon composers began to use the
F ﬁom almost exclusively. The tone of this F horn seems
to have been the most satisfactory and the majority of the

modern parts are written in that key.
On the hand-horn trills could be executed only on
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the higher notes where the harmonics were close enough to-
gother to permit a trill, On the valve horn trills are pos-
sible upon almost any tone. The only exception 1s to be
found in the extreme low notes, upon which the action 1s
usually rather slow, This new agllity waes a very importent
addition as the music of thils perlod stressed floridity.
Coloratura soprano roles were very popular during thls era
and much orchestral scoring followed thls same style of
writing.

Composers can still write for the stopped horn,
when speclal effects are desired. With the hand-horn, the
stopped tones were always uncertaln and out of tune, while
at the present time a stopped tone can be produced with much
more certainty with the aild of valves. The stopped tones
are possible on almost every pitch, the only exception being
the extreme low notes which do not sound out very well, Of
course a mute can be used on the horn as it can be on other
brass instruments. Such a device also gives a hushed soft
tone. For the use of the mute the muslc 1s written as
usual as there 1s no alteration of pitch, as with the
stopped tones.

Although Beethoven, Weber and Mendelssohn wrote dur-

ing the era of the valve horn, they wrote almost entirely

for the hand-horn Schumann was the first German composer

to write for the valve horn, which he called for in the

Third and Fourth Symphonies. Although Schumann was not as
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artful with orchestration as either Schubert or NMendelssohn,
it was to his credit that he saw, more clearly than they,
the value of this new kind of instrument. In the "Spring"
Symphony he scored for the horn, in one place, so that, by
mistake, he included one of the ugly stopped tones. The ef-
fect would have been very comical, but at the first re-
hearsal, to cover up his error, Schumann excused himself
by saying that he had intended writing it a third higher.

To the present day that horn part remains a third higher
than it was originally written.l This horn passage, to
which reference has been made and which will be quoted be-
low, occurs in the last movement, This fourth movement 1is
supposed to represent th; passing of spring time and the
coming of summer and to depict the conflict of emotions be-
tween the sadness of the departing spring mingled with the
Joy of the summer which is just ahead. This movement 1s

often called the "farewell to apring."

"SPRING' SYMPHONY, Fourth Movement - Schumann
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The valve horn has naturally undergone various im-
provements snd changes since the era of the instruments used
by Schumann and his contemporaries, but.the principle of
the mechanism remains the seme. By 1850 éhe valve was be-
coming very well established, and with Wagner's wide use
of the entire brass section the valve horn became a perma-
nent fixture in the orchestra.

The composer who probably did most to give the horn
an assured position in the orchestra was Rossini. He had
the decided advantage of being the son of a horn player,
and he was also a falr horn player himself. EKnowing the
instrument as he did, he could and did develop its possi-
bilities as a solo instrument. With the coming of the
valve, it became possible to write florid passages and yet
not use the extreme high register. Grove says:

With Rossini, the son of a horn player, and
himself no mean performer on it, a new school may
te said to begin., He used it freely for his bright
and taking melodles, whether alone or in pairs; but
the 0ld method of Hozart 1s lost, and valves became
essential for the execution of runs, turns, scales
with which the part 1s abundantly strewn, In "Wil.
liam Tell" especially a favourite and recurring ef-

fect 1s that of the horn imitating_the Alpenhorn, and
echoing among the Swiss mountains.

[

1Grove,'gg. oit., p. 433.
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"WILLIAN TELL" -« Rossini
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A fine example of the kind of part which 1s possi-
ble on the valve horn may be found in the following ex-
cerpt from Rossini's "Barber of Seville" which in fhe open-
ing beats employs a scale passage in the middle.regi ster.
Préviously this scale would have had to be written one oc-
tave higher, and even then some of the tones, suech as the

F, would have had to be stopped.

"BARBER OF SkVILLE" OVERTURE -~ Rossini
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Some® other noteble works of Rossini that contain

interesting passages for horns are 11lustrated on the fol-

lowing pages:
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"DIE DIBISCHE ELSTER" OVERTURE -- Rossini
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"SEi$IRAMIS" OVERTURE -- Rossini (Continued)
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In the development of all the brasses in orchestral

scoring, Wagner stands out as the most important composer.
He brought the brass family into its own on an equal basis
with other orchestral choirs. Wagner and some of the other
niodern composers gave the valve horns new and beautiful
themes which were built on the outline of the o0ld style of
horn playing and writing. One might say that Wagner called
for a combination of the o0ld and new styles. He began
writing for two hand-horns and two valve horns but later
discarded the former almost completely in favor of the valve
instruments. Iusic in general was undergoing changes, and
the hand-horn found itself quite outmoded. When Wagner
wrote for both kinds of horns, he used valve horns for the
first and second parts and the hand-horns for the third and
fourth parts. In 1848, at the completion of "Lohengrin,"
he abandoned the hand-horn for the valve horn.

Wagner gave fuller harmony to the horns, and he
used as many as eight horns in some of his orchestrations.
His aim in the harmonic parts seemed to have been in the
direction of attaining full, rich sonority, rather than
Just for filler purposes. Often he wrote chorale-like
passages for horn choirs ahd also for mixed brass groups.

Some of his most famous horn passgges are!
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"TANNEAUSER" OVERTURE - Wogner
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"RIENZI® OVERTURE -~ Wsg
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"SILGFRIED'S RHINE JOURKEY" from "GUITERDAMKERUNGY - We
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As can be seen from a study of the examples given,
the music for the horn has undergone a great change. It
has progressed from a limited kind of style to cne which
has thrown off the yoke of restrictions. As has been
pointed out previously, the greatest advantages 1lie in the
fact that an even and uniform volume may be achieved by the
use of the valve. These things were impossible on the horns
used before the invention of the velve. Although this
study does not take up the writing for the horn beyond
Wagner, yet 1t shows the definite trend toward a freer style
and the beginning of the utilization of the many resources

within the scope of the instrument.



CHAPTER V
CONCLUSIONS

The French horn of today is well-known as a poetic
instrument and as being capable of playing almost any type
of part which 1s scored for it. The change in aesthetic
values of horn music has undergone a complete revolution
since the earliest uses of the horn for noise effects.
This thesis has shown the gradual development and evolution
of the horn from the rude horns of uncivilized men up teo
the perfected instrument at the middle of the nineteenth
century.

The opening chapter describes the various. types of
horns used in different localities during the earliest
years of their usage. The discussion begins with the
earliest records of any horn-like instruments long before
Biblical times, and 1t traces these instruments up until
actual dates appear as to the usage of given instruments.
The last part of that chapter contains accounts of the
specific kinds of instruments, the way in which they were
used, and the early instrumentations of which the horn was
a part.

Chapter II begins with the eighteenth century when

experimentation in the form of various adjustments and

129
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inventions began to be applied to the French horn. Such
devices as crooks of various types, stopping by mesns of
insertion of the hand into the bell of the instrument,
slides, and keys are described as to theilr mechanism and
function. Throughout the first two chapters the limita-
tions of these verious stages of the horn are brought to
attention and emphasis has been laid on the way in which
orchestral scoring was hampered.

It has been established that the alleviation of
these difficulties came about with the invention of the
valve In the early years of the nineteenth gentury. Since
the first valve invention was under the proteetion of a
patent held for about ten years, the universal use of this
new device was notably retarded. Composers and conductors
were reluctant to part with the old hand-horn which had
been used for about two centuries previously, but gradually
through the foresight of such composers as Schumann, Ros-
sini, and Wagner the valve horn became established as a per-
manent fixture in the orchestra, and today it 1s an indis-
pensable instrument to the full orchestral score.

The final chapter attempts to connect the instru-
went, in each of its important stages, with the music which
was written for 1t during thet particular time, The grad-
ual enlarging of the possibilitlies in orchestration for the
instrument i1s shown. Today the horns may be used as sonor-

ous instruments for filling in background or for harmonic
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purposes, for smooth song-like melodies, for florid types
of passages, and for rapid, brilliant parts. Along with
the new possibilitles, the features which were consldered
as early advantages-can still be employed on the modern
instrument; for instance, different lengths of crooks may
be added when desired. Also, stopping 1s still employed
by some composers when special effects sre desired. Wagner
made conspicuous use of valve horns while at the same time
he used many devices in writing for them which were previ-
ously called for by composers for the hand-horn. He made
frequent use of stopped tones, and he also employed some
hunting calls in his scores.

In conclusion, a great contribution has been made
to orchestration down through the years by the labors of
those interested in the improvement of the French horn.
Today the instrument i1s on a level of artistic performance
with any of the instruments of the orchestra, Without the
varied tone colors and the general diversity of effects
producible on the French horn, modern orchestration would
be lacking one of its most beautiful and interesting con-

stituents.
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