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Abstract

For modern horn players, the principal challenge with historically informed horn playing of
the early eighteenth-century is how to accommodate the intonation issues inherent in horns
of the period. Lacking valves, these horns were restricted to the notes of the natural
harmonic series, several of which did not conform to standard tuning temperaments of the
time. This does not appear to have been an issue for musicians at the time as these notes
appear frequently and consistently in music from the early eighteenth century. The lack of
documentation from this period has led to the persistent use of historically questionable
techniques in modern day historically informed performance: vent-holes or hand-stopping.
While vent-holes have been acknowledged as modern additions, the authenticity of using
hand-stopping during the early part of the eighteenth century is the subject of ongoing
debate, in the absence of clear evidence about when it came into use.
This research project investigates whether horn players during the early eighteenth century
instead played the horn without the aid of vent-holes or hand-stopping to correct intonation,
and contends that this practice greatly influenced the performance of baroque horn
repertoire in the same way that hand-stopping influenced the performance of classical horn
repertoire. Understanding these techniques and practices is necessary in adopting a more
considered approach to historically informed horn performance, and is achieved through
investigation of historical techniques available to eighteenth century horn players, the strong
cultural associations that players and audiences afforded the horn in its position as an
instrument of the hunt, and practical experimentation on appropriate replicas of historical
instruments and mouthpieces.
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Chapter 1
Introduction to the Horn

The Issue of Historical Horn Performance
For modern horn players, the foremost issue relating historically informed performance
(HIP) of the early orchestral horn repertoire is how to accommodate the natural intonation of
the horn, which is at odds with modern intonation standards. Lacking valves, the notes
produced by these horns were restricted to the natural harmonic series (figure 1.1), and
several of the tones did not conform well to standard tuning temperaments of the time. Yet
these notes appear not to have been considered unacceptable by historical musicians, as they
appear frequently and consistently in music from the early eighteenth century.

Figure 1.1: Natural Harmonic Series, with non-conforming harmonics shown as solid black
notes.

The lack of documented technique from these early horn players has led to the persistent use
of practices in modern day ‘historically informed’ performance of horn works for which there
is no definitive evidence. For modern players of the baroque horn, there are three methods
available to manage the non-standard intonation: the use of vent-holes, hand-stopping, or
adjusting the pitch solely with the embouchure (referred to as lipping).

1

Nodal venting uses holes drilled in the instrument at particular points in the tube that, when
opened, shift the harmonic series up a major fourth, which allows the 11th and 13th harmonics
to be played in tune with other instruments. Known attempts to add holes to brass
instruments, such as William Shaw’s keyed trumpet in 1787, and a keyed horn around 1766,
were both aimed at making fully chromatic instruments but were ultimately unsuccessful.
The lack of any surviving instruments that include vent-holes strongly suggests that these are
a modern addition to historical brass playing.

This has led to the increased use of hand-stopping as a (presumed) more historically
appropriate method. This technique requires manipulating the hand inside the bell of the
horn to adjust the tuning to obtain non-harmonic tones. The use of this technique is justified
by the assumption that horn players of the time knew of the effect of putting the hand in the
bell and had actively practised the technique for decades prior to its documentation.

Due to the lack of first-hand accounts, and the ambiguity of information regarding the
development of hand-stopping, conclusions regarding the early use of this technique are
largely based on speculation and have generally been in favour of using hand-stopping. Many
horn scholars will be familiar with the works of Reginald Morley-Pegge1 and Horace
Fitzpatrick2, who provide general overviews of the historical development of the horn and its

1 Morley-Pegge, Reginald. The French Horn: Some Notes on the Evolution of the Instrument and of Its Technique (E. Benn, 1960)
2 Fitzpatrick, Horace. The Horn and Horn-Playing: And the Austro-Bohemian Tradition from 1680-1830 (Oxford University
Press., 1970).

2

technique. Later contributions include authors such as Peter Damm3, Thomas Hiebert4, John
Humphries5, Kurt Janetzky6 and Drew Stephen.7 Given the range of topics reviewed over the
course of this research, works by these and other authors are addressed below in relation to
the aspects of this study where they are most relevant.

In spite of this existing research, surviving historical evidence suggests that horn players
during the eighteenth century performed the horn in “open-bell” style — that is, playing
without the aid of vent-holes or hand-stopping to correct intonation. Understanding the
effect of this on performance practices is a pivotal part in adopting a more authentic
approach to historically informed horn performance. My research project investigates how
the historical practises of open-bell performance can be incorporated in historically informed
performance (HIP) of eighteenth century horn repertoire. This is done by addressing the
following questions.
•

What does the available historical evidence, such as musical scores, treatises and
anecdotes or observations, actually say about how horns were played and the way they
sounded during the eighteenth century?

•

What was the cultural and social position held by the horn in eighteenth century
society, and how did its practical and symbolic associations with the hunt influence
orchestral horn playing?

3 Peter Damm, "300 Jahre Waldhorn (I)" Brass Bulletin - International Magazine for Brass Players 31 (1980).
4 Thomas Hiebert, "The Horn in Early Eighteenth Century Dresden: The Players and Their Repertory" (D.M.A. Thesis, The
University of Wisconsin - Madison, 1989).
5 John Humphries, The Early Horn: A Practical Guide (Cambridge: Cambridge University Press, 2000).
6 Kurt Janetzky and Bernhard Brüchle, The Horn (London: Batsford, 1988).
7 J. Drew Stephen, "To Stop or Not to Stop: Nodal Venting and Hand-Stopping on the Baroque Horn," The Horn Call - Journal
of the International Horn Society 37, no. 3 (2007).
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•

What can experimentation on appropriate historical equipment reveal about the
practicalities and limitations of open-bell playing?

•

What are the acoustical consequences of attempting to correct intonation, and how
can they can be incorporated into historically informed and expressive performance?

•

How can the expectations of modern audiences, such as modern tuning expectations,
misinformation on baroque horn practices perpetuated by current historical horn
playing trends, and the lack of knowledge surrounding the social and cultural standing
of the horn during the seventeenth and eighteenth centuries, be addressed?

Guide to Notation
For the purposes of this work, the notes of the natural harmonic series will be designated by
their transposed note name followed by octave of the series they fall in, as shown in figure 1.2.

Figure 1.2: Notation guide for harmonic series.
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Historical Background
The horn was traditionally a signalling instrument associated with the hunt, with established
hunting traditions existing as early as 500CE. But brass instruments (instruments where the
sound is produced through buzzing of the lips) had already been in use for centuries as
military or religious signalling instruments. Since the knowledge of constructing curved
metal tubing did not survive the Dark Ages, the development of signalling instruments
started from scratch during the Middle Ages.8

Hunting Horn
Over the course of the medieval period, the aristocracy transformed hunting into a sport
under their exclusive purview. Richly ornamented elephant ivory tusks were imported from
the Orient, and horns made from these were reserved for knights and noblemen. Shorter
instruments made from horns of cattle, bison and aurochs produced higher pitched
instruments employed by more lowly shepherds and huntsmen.9 These basic horns would
most likely have produced only two or three harmonics. Single repeated note signals with
variations in rhythm would have been used for effective communication over long distances.

Coiled metal horns started to appear in the sixteenth century, as evidenced in artistic and
literary sources. An example is seen in Marin Mersenne’s Harmonicorum Libri XII, which
illustrates several different types of helical and coiled horns.10 These instruments were

8 Damm, "300 Jahre Waldhorn (I)", 22.
9 Damm, "300 Jahre Waldhorn (I)", 22.
10 Marin Mersenne, Harmonicorum Libri XII: In Quibus Agitur De Sonorum Natura, Causis Et Effectibus, De Consonantiis,
Dissonantiis, Rationibus, Generibus, Modis, Cantibus, Compositione, Orbisque Totius Harmonicis Instrumentis, aucta ed.
(Genève: Minkoff Reprint, 1972), 103.
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between one and two metres in length, and according to Mersenne, the largest horns could
produce up to eight notes depending on the skill of the player.

Figure 1.3: Marin Mersenne, Harmoncorum Libri XII, descriptions of trumpets and horns, Top
left – cor à plusieurs tours, center – Trompe, top right – huchet.

During the mid-seventeenth century, improvements in metalworking technique allowed for
either the trompe or cor à plusieurs tours to be developed into the trompe de chasse,11 which
had a much greater range of dynamics and available harmonics. These instruments became

11 While there is little consensus among authors on nomenclature, for the purposes of this thesis, trompe, cor à plusieurs
tours and cornets de chasse will refer to earlier shorter signalling instruments, the trompe de chasse to longer wide hooped
hunting horn, and the cor de chasse to the tighter wound hunting horn that immediately preceded the orchestral horn.
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instantly popular in France, and eventually captured the interest of foreign noblemen, who
took them to other parts of Europe.

Orchestral Horn
Despite its long history, it was only in the late seventeenth century that the horn began to
make its way onto the concert stage. Among these early works that reportedly included
hunting horns are Michelangelo Rossi Erminia sul Giordano (1633) and Francesco Cavalli’s Le
nozze di Teti e di Peleo (1639) from Italy and Jean-Baptiste Lully’s La Princesse d’Elide (1664) in
France;12 however, the music itself called for horns only as fanfare instruments, and not as
part of the main ensemble. The significance of these examples is the mere inclusion of horns
in a musical production at all.

While the hunting horn was functional enough for its sporadic musical appearances during
the seventeenth century (the debate over which model of horns were used in these cases is
ongoing), it was woefully impractical for orchestral use. However this changed as the cor de
chasse underwent further alterations, principally by Viennese instrument makers Johannes
and Michael Leichnamschneider, but also by other instrument makers such as Friedrich Ehe
and Georg Friedrich Steinmetz in Nuremburg.13 Among the changes made were the addition
of crooks and shanks which allowed the horns to change key as well as to make minor tuning
adjustments; however, although surviving documents indicate that crooked horns were being
ordered as early as 1703,14 they may not have achieved widespread use until the 1740s.

12 Damm, "300 Jahre Waldhorn (I)", 25
13 Damm, "300 Jahre Waldhorn (I)", 26.
14 Fitzpatrick, The Horn and Horn-Playing, 32-33.
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The tube of the horn was also altered, from a cylindrical bore to a conical bore, which had the
effect of altering the fundamental tone quality. Where the tone of the cor de chasse was
bright and piercing and sounded not dissimilar to a trumpet, the changes made led to a
darker and fuller tone colour for the orchestral horn, which Johann Mattheson describes in
his 1713 Neu-eröffnete Orchestre as “not so coarse in character as trumpets… They also sound
heavier and fuller than the deafening, screaming clarini…”15

Figure 1.4: Friedrich Ehe orchestral horn, Boston Museum of Fine Arts. Image downloaded
from https://www.mfa.org/collections/object/horn-50539 in October 2018.

15 Johann Mattheson, Das neu-eröffnete Orchestre (1713). Quoted in Fitzpatrick, The Horn and Horn-Playing, 30.
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Figure 1.5: Horn from Georg Friedrich Steinmetz, Berlin Musical Instrument Museum. Image
downloaded from http://www.russellgilmour.co.uk/projects/steinmetz/ in October 2018.

Despite their significant contribution to the development of the orchestral horn, French
courts and orchestras only occasionally included horns in art music, such as J.B. Morin’s
divertissement La Chasse du cerf performed in 1708, and a concerto with horns performed at
the Concert Spirituel in 1728. Horns did not become an official part of any French orchestra
until the Paris Opèra employed a pair of horns in 1759. Instead the fashion was to have
hunting horn music played at banquets, celebrations and as part of operatic productions.
During the early eighteenth century, French composers were writing new hunting calls,
fanfares, and suites for horns.16

16 Morley-Pegge, The French Horn, 16.
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While the French continued to focus on hunting horn music, other regions embraced the
horn’s potential in art music, particularly those in the Holy Roman Empire such as Bohemia,
Moravia, Germany and Austria. Some of the first concertante works for horn emerged from
these nations, which include an anonymous Sonata da caccia con un cornu composed before
1680, a Sonata Venatoria by the Moravian composer P.J. Vejvanovsky in 1684, and a Concerto
a 4 in Bb for Corne de chasse and Posthorn by the Saxony-Weissenfels composer Johann Beer
from around 1700.17

German courts were the first to employ horn players as members of the orchestra. The
Saxony-Weissenfels orchestra did so in 1706 and the Dresden court orchestra in 1710. Much
of the development of horn technique during the early eighteenth century, including the
eventual development of hand-stopping, occurred at the court of Dresden. The wealth of the
Count Electors allowed musicians at the Dresden court to focus on a single instrument, and
as such, the horn players of Dresden were considered to be among the most technically
proficient in Europe.18 Composers who contributed significantly to the horn repertoire
include Johann Sebastian Bach, Johann David Heinichen, Johann Adolf Hasse, and Jan
Dismas Zelenka who wrote particularly for the Dresden horn players.

While orchestral horn playing flourished primarily at the German courts, it also found its way
to the courts of other European countries. Given the close ties between English and French
courts, the English hunt emulated the French hunting traditions, including the use of more
primitive horns (short bugle horns) before the trompe de chasse was introduced to the

17 Damm, "300 Jahre Waldhorn (I)," 29.
18 Hiebert, "The Horn in Early Eighteenth Century Dresden: The Players and Their Repertory,” 2.
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English nobility by Charles II (1630 – 1685) on his return from exile in 1660. It was through
Handel’s writing orchestral horn playing flourished in England, and was included in many of
his oratorios, operas and orchestral works. In Italy the horn quickly assumed a harmonic
role in orchestras, particularly in the music of Neapolitan opera composers, 19 Notable Italian
composers who used horns in their works include Alessandro Scarlatti, Antonio Vivaldi and
Giovanni Pergolesi.20 Despite a misconception that horns were little used in Spain during
the eighteenth century, evidence indicates that horns were indeed known and used in parts
of Spain, even prior to the eighteenth.21 The earliest surviving score that includes horns dates
from 1726, a Dixit Dominus by the composer Josep Pradas.22

19 Teresa Chirico, "New Findings on the Use of the Corni Da Caccia in Early Eighteenth-Century Roman Orchestras," Recercare
26, no. 1/2 (2014), 123.
20 Notable works include Vivaldi’s two double-horn concertos (RV 538 & 539), Scarlatti’s Opera Tigrane (1715) and Pergolesi’s
Septem verba a Christo in cruce.
21 Javier Bonet-Manrique, "Exclusive Revelations on the Natural Horn in Spain (Valencia and Madrid)," Brass Bulletin International Magazine for Brass Players 109 (IV 1998), 30.
22 Bonet-Manrique, "Exclusive Revelations”,,” 38-39.
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Chapter 2
A Historical Perspective on Horn Techniques and Practises

The lack of documented technique from the eighteenth century is the primary contributor to
the uncertainty faced by historical horn players today. This chapter examines available
historical evidence that may provide insight into performance practices specific to the horn.
Of particular relevance are the issues regarding intonation, the development and use of
hand-stopping and the influence of techniques that originated from hunting-horn playing.

Intonation
Along with the lack of any specific documentation on horn techniques, there are few
descriptions or observations of how the horns sounded, aside from complimentary or
derogatory statements regarding the tone quality. Johann Mattheson’s views on the tonal
quality of horn have been discussed in the previous chapter. Lady Mary Wortley Montague
also mentions of the use of horns in Vienna, commenting that “they [great house ballrooms]
are magnificently furnished, and the music good, if they had not that detestable custom of
mixing hunting horns with it, that almost deafen the company. But that noise is so agreeable
here, they never make a concerto without them.”23

Charles Burney gives us the only insight into the tuning of brass instruments in a review of
Handel’s Messiah from the composer’s centennial celebration. Noticing the audience’s

23 Fitzpatrick, The Horn and Horn-Playing, 37.
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discomfort at the non-harmonic tones in the obbligato trumpet solo in the aria The Trumpet
Shall Sound, Burney explains the reason behind the non-conforming tones:
In Handel’s time, composers were not so delicate in writing for trumpets and
French horns, as at present; it being now laid down as a rule, that the fourth
and sixth of a key on both these instruments, being naturally too much out of
tune that no player can make them perfect, should never be used but in short
passing notes...24

Although this information is revealing, there are still questions that remain such as whether
this statement applied only to English brass players, or did it also apply to continental players
as well? In the absence of information about the tuning practises of these brass instruments,
an understanding of universal tuning practises allows us to consider how horns may have
performed and interacted with other instruments.

General Practices
Compared to music from the nineteenth and twentieth centuries, which leans towards even
or equal temperaments, historical tuning systems demonstrate more elasticity in their
approach, which would have required a sensitive ear from the musicians. Historical tuning
was, as Bruce Haynes states, a “relative and personal affair” that largely depended on
context.25

24 Charles Burney, An Account of the Musical Performances in Westminster-Abbey, and the Pantheon, May 26th, 27th, 29th;
and June the 3d, and 5th, 1784. In Commemoration of Handel. By Charles Burney, Mus. D. F. R. S (London: printed for the benefit
of the Musical Fund; and sold by T. Payne and Son, at the Meuse-Gate; and G. Robinson, Pater-Noster-Row), 86-87.
25 Bruce Haynes, "Beyond Temperament: Non-Keyboard Intonation in the 17th and 18th Centuries," Early Music 19, no. 3 (1991):
357.
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Of particular importance were the tuning systems that were used by non-keyboard
instruments. As Quantz states in his treatise on flute playing, “the instruments [play] in their
correct ratios, whereas on the harpsichord they are merely tempered”, indicating that nonkeyboard instruments and voices were not restricted to the rigid tempering systems used by
keyboards.26 This is reflected in how many divisions or ‘commas’ the octave was divided into.
While there were several different systems of dividing the octave, the most common system
was 55 divisions,27 and is described by a number of musicians such as Pier Francesco Tosi and
Georg Phillip Telemann. The use of a 55-comma system allowed a greater freedom in the
placement of notes, and implies the use of Just Intonation, a system where each interval is
played in its pure form by adjusting the note based on the context. As Telemann writes, “[the
system] displays the sounds found on unrestricted instruments like the cello, violin etc, that
can play purely”.28

The 55-comma system also allows for the specific placement of semitones, a practice which is
written about in many treatises. For example, in his violin treatise of 1752, Geminiani
references “greater and lesser semitones”29 which indicates that enharmonic pairs of notes
such as D# and Eb were not seen as equivalent. The end result of this practice is that every
key had a slightly different ratio of notes, giving it a unique character or flavour.

26 Johann Joachim Quantz, Versuch Einer Anweisung Die Flöte Traversiere Zu Spielen. On Playing the Flute, ed. Edward R.
Reilly, trans. Edward R. Reilly, 2nd ed. ed. (London: Faber, 1985), 261.
27 Haynes, "Beyond Temperament: Non-Keyboard Intonation in the 17th and 18th Centuries," 367.
28 Haynes, "Beyond Temperament," 372.
29 Francesco Geminiani, The Art of Playing on the Violin Containing All the Rules Necessary to Attain to a Perfection on That
Instrument, with Great Variety of Compositions, Which Will Also Be Very Useful to Those Who Study the Violoncello,
Harpsichord, (London: Printed for the author by J. Johnson opposite Bow Church in Cheapside), 3.
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While voices, wind and string instruments had varying degrees of flexibility in their
intonation, keyboard instruments such as the harpsichord and organ did not. As such they
had to use various tuning systems, or temperaments, where some of the intervals were
compromised. Systems such as the various versions of Mean Tone favoured pure third
intervals, whereas other systems such as the Pythagorean favoured pure fifths. Regardless of
which temperament was used, the keyboard’s lack of adaptability meant that some notes
would inevitably be out of tune. So how did musicians of the time reconcile the different
tuning systems? There are many historical sources that have described different practical
solutions to this problem.

One obvious way was for the more flexible voices or instruments to conform to the keyboard.
Rameau advocated this method in a 1726 treatise, and states that singers need not follow the
fixed tuning systems “except when they are accompanied by instruments, to whose
temperament they conform by virtue of their flexibility and the sensitivity of their ear.”30
However in a slightly later treatise, Rameau also states that singers tended to ignore the
temperament of accompanying instruments and only conformed for either unison or final
tones.31 An alternative method that could be used for larger ensemble settings such as
orchestras, was for the fixed pitch instruments to accommodate other instruments. In this
situation, Quantz suggests that other instruments should conform to the violins and oboes,
and that the keyboard should minimise the effect of out of tune notes by either omitting
them or displacing them down an octave.32 For horn players, the degree to which they may

30 Jean-Phillipe Rameau, Generation Harmonique (1737) quoted by Haynes, "Beyond Temperament," 369.
31 Haynes, "Beyond Temperament," 369.
32 Quantz, Versuch, 260-61.
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have corrected their intonation may have depended on their role in the ensemble. In an
orchestral situation, horn players may have been obliged to disguise notes that could not be
corrected through shortening, omitting or quietening them. On the other hand, if the horn
had a more prominent role in the ensemble, other players may have been required to adjust
to the horn.

Correcting Intonation
While the use of the horn’s natural intonation was most likely accepted in certain musical
forms, such as incidental hunting music, the horn music found in art music suggests that
some degree of correction was expected.

Lipping
Pitch-bending, also known as ‘lipping’ is the technique of using the embouchure and airstream to adjust the pitch of a harmonic. This is a technique that is still in use today by brass
instrument players to make minor adjustments to the tuning of notes, and as a musical effect
in certain musical styles. Historical brass players used it to make larger corrections to the
intonation on specific harmonics. It was a technique that was very likely employed by the
seventeenth century trumpeter Giralomo Fantini. While there is no direct evidence for this,
an analysis of his compositions, which includes frequent use of non-harmonic tones, suggests
that Fantini was particularly proficient at the technique.33 A third hand account published in
Mersenne’s Harmonicorum in 1636 also supports this assertion, as Fantini was able to “play

33 Henry M. Jr Meredith, "Girolamo Fantini's Trumpet Method: A Practical Edition," (D.A., University of Northern Colorado,
1984), 221-22.
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with his trumpet all the notes and match them to those notes of the organ,”34 a feat which
would have included the non-harmonic tones.

The use of this technique on trumpet is directly referred to and confirmed in Johann
Altenburg’s treatise:
He who is endowed with a healthy sense of pitch will soon perceive that the
aforementioned four sounds —f#’, f’, a’ ‘, a#’ ‘—are, to a greater or lesser
extent, not perfectly in tune. Therefore one must necessarily try to correct
them…”35
While Altenburg was speaking about trumpet playing during the seventeenth and eighteenth
centuries, it is not unreasonable to assume that horn players would have been held to the
same expectations. Regarding the correction of specific partials, the written f’ and a’,
Altenburg writes that “one must necessarily let it [the pitch] fall or lower it for F; but for Fsharp one must seek to drive it upwards to raise it. The latter situation is also to be observed
with a’, since that tone as well sounds a bit too low.”36

Hand-stopping
It is also necessary to consider the evidence regarding the use of hand-stopping performance
during the eighteenth century. The account of the development of the hand-stopping
technique, from Domnich’s treatise, credits the invention of the technique solely to Dresden
horn player Anton Joseph Hampel sometime during the mid-eighteenth century. While

34 Meredith, "Girolamo Fantini's Trumpet Method," 222.
35 Johann Ernst Altenburg, Versuch Einer Anleitung Zur Heroisch-Musikalischen Trompeter Und Pauker-Kunst. Attempt an
Instruction on Heroic-Musical Trumpet and Kettledrum Art (New York: Broude, 1966), 72.
36 Altenburg, Versuch, 72-73.
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Hampel most likely developed the technique, it was his students of whom the most wellknown was Giovanni Punto (who was also a teacher to Heinrich Domnich) who popularised
the technique. Originally born Josef Stich in Bohemia, Punto became a travelling virtuoso,
and introduced the hand-stopping technique all over Europe.37

Figure 2.2: Bernado Bellotto's Engraving, Le
Turc généreux. Ballet Pantomime executé à
Vienne sur le théâtre près de la cour, le 26 Avril
1758.

Figure 2.1: Orchestral horns in Giovanni
Michele Granieri's Untitled ca 1752 Painting.

However, there is no direct evidence for any form of hand-stopping being consistently used
during the first half of the eighteenth century, and from contemporary pictorial and
descriptive evidence, particularly in the way that horns were held, the act of putting a hand
into the bell becomes impractical. Regarding the validity of this evidence, Horace Fitzpatrick
believes “these illustrations represent a convention on the artist’s part in the interests of
showing the instrument to better advantage.”38 But while some artists may have taken a
certain amount of liberty in their depictions, particularly in some of the more comical

37 Humphries, The Early Horn, 10-11.
38 Fitzpatrick, The Horn and Horn-Playing, 84.
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caricatures of musicians, the depiction of horns held with their bells in the air is consistent
over the course of the eighteenth century.

The first two examples are depictions of orchestral horn playing. The first is a painting by
Giovanni Michele Granieri of the Turin Teatro Regio from around 1740 (figure 2.1). This
painting, unsigned and undated, depicts a scene from either Arsace by Francesco Feo or Lucio
Papirio by Ignazio Balbi.39 The second is an engraving by Bernardo Bellotto (also called
Canaletto) in 1759 of a dance or pantomime scene performed in Vienna the previous year
(figure 2.2).40 In both of these works, the horn players in the pit are shown holding their
instruments vertically with their bells in the air.

Figure 2.3: Sketch of small ensemble by
Guiseppe Zocchi.

Figure 2.4: Sketch of ensemble and audience
by Guiseppe Zocchi.

39 Margaret R. Butler, ""Olivero's" Painting of Turin's Teatro Regio: Toward a Reevaluation of an Operatic Emblem," Music in
Art 34, no. 1/2 (2009): 137.
40 Bernardo Bellotto, Le Turc Généreux. Ballet Pantomime Executé À Vienne Sur Le Théâtre Près De La Cour, Le 26 Avril 1758,
1759. Scene of the stage in Vienna with the performance of the ballet of 'Le Turc Généreux'.
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Two drawings are by Guiseppe Zocchi (figures 2.3 and 2.4), who was based in Florence from
1716/17 to 1761, show the horn players with a smaller group of musicians also performing with
their bells in the air.41 The final example which comes from the front cover of The Compleat
Tutor for the French Horn (figure 2.5), simply refers readers to the front cover in regard to the
position of the horn, which was with the bell in the air much in the same way as hunting
horns.42

Figure 2.5: Cover image for Compleat Tutor
for the French Horn (c1740).

Figure 2.6: Cover image of New Instructions
for the French Horn (c1770).

Performers during the baroque also cared about their appearance and had a fascination with
symmetry. In horn players this manifested in performing with bells placed inwards towards

41 Bernhard Brüchle and Kurt Janetzky, Kulturgeschichte Des Horns: Ein Bildsachbuch = a Pictorial History of the Horn
(Tutzing: Schneider, 1976), 116.
42 Christopher Winch, The Compleat Tutor for the French Horn. Containing the Best and Easiest Instructions for Learners. To
Which Are Added All the Hunting Notes and Several Choice Lessons for One and Two French Horns, (London: John Simpson,
c1746).
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each other: “When two are blowing first and second & their tones of equal Strength, the two
Bells of the Horns blown be in one direction, as the tones will more equally unite.”43 The
positioning for this performance practice is demonstrated on the cover image for a later
method book, New Instructions for the French Horn, published in London c1770 (figure 2.6).

There is an inconsistency which appears in the various visual depictions regarding which
direction the bell of the horn ends up pointing. This could possibly be attributed to
variations in the different horns themselves, as well as any liberties artists may have taken
while creating the artwork. Contemporary descriptions of how the horns were held prior to
the hand-stopping technique agree with the pictorial evidence. Both of the following
examples come from later sources which address the incompatibility of hand-stopping with
established horn positions used during the baroque period.

This first example is from Heinrich Domnich’s Methode pour le premier et second cor,
published in 1808,44 in which Domnich states that in order to use stopped notes, the bell had
to be brought down to rest against the side of the players body: “As the arm on which [the
horn] was supported was required for the execution of stopped notes, the holding of the
instrument was changed.”45 Similar directions are also found in the New Instructions for the
French Horn. In it the anonymous author states that the horn should be played “with the
right hand nearly in the middle of the hoop, the bell hanging over the same arm… sometimes

43 Winch, The Compleat Tutor for the French Horn, 3.
44 Stephen, "To Stop or Not to Stop: Nodal Venting and Hand-Stopping on the Baroque Horn," 60.
45 Domnich, Heinrich. Méthode De Premier Et De Second Cor. Quoted in Stephen, "To Stop or Not to Stop: Nodal Venting and
Hand-Stopping on the Baroque Horn," 60.
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with the bell perpendicular, which last method is generally used in concerts.”46 It was only
towards the end of the eighteenth century, as players trained in hand-stopping gradually
replaced the previous generation, that hand-stopping become a standard of orchestral
players.

Muting
Mutes (sordine, sordino) are devices that when inserted into the bell of the instrument, alter
the quality of the tone. The earliest references to trumpets using mutes is from Marin
Mersenne’s Harmonicorum Libri XII in the sixteenth century.47 It no surprise when
considering the long history of trumpet mutes, that horn players would also experiment with
mutes. Unfortunately, very little information on eighteenth century horn mute use has
survived, but it is certainly conceivable that horn mutes were made based on trumpet
designs. While the evidence shows that mutes were in existence, information on how they
were employed in music is less forthcoming, particularly for horns. Altenburg provides
several applications for mutes in his treatise which include:
•

Their use in noble funerals.

•

Encouraging stronger embouchure when used for daily practice.

•

Suppressing the ‘shrieking’ sound.

•

Adjusting the fundamental key of the trumpet and making it more appropriate for
smaller ensemble playing.48

46 Anonymous, New Instructions for the French Horn (London: Longman & Broderip, c1780), 3.
47 Mersenne, Harmonicorum Libri XII, 108.
48 Altenburg, Versuch, 85.
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There are two historical sources which specifically reference horn mutes in the early
eighteenth century. The first source comes from Heinrich Domnich’s account of Hampel’s
development of hand-stopping. Hampel’s initially experimented with mutes to adjust the
pitch of the horn, inspired by oboists using cotton wadding to dampen the tone of their
instruments. The story indicates that Hampel discovered that inserting the cotton into the
bell of the horn altered the pitch, an effect which had been known and documented in
sources relating to trumpet mutes such as Altenburg and others from the seventeenth
century. However, it was this ‘discovery’ that lead Hampel eventually experiment with just
the hand.49 This does suggest a brief period where the use of a mute was used instead of the
hand to adjust the pitch, which would result in different tonal qualities.

The other account of mute use comes from the Duchy of Gotha in Saxony from 1738. At this
time, the Gotha Hofkapelle was under the leadership of Gottfried Heinrich Stozel, and despite
a well-established musical scene, had only hired their pair of horn players three years prior in
1734.50 The information about this mute comes from a receipt from the court metalworker.
“On the most merciful order of the duke I have manufactured mutes for a pair of new French
horns for the duke’s French horn players, so that by pushing a lever they can mute the tone
or sound by means of some springs.”51

49 Humphries, The Early Horn, 45.
50 Music at German Courts, 1715–1760: Changing Artistic Priorities, (Boydell & Brewer, 2011), 207.
51 Christian Ahrens, "Metallic Mutes Used in the Eighteenth Century," The Galpin Society Journal 60 (2007): 322.
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While there is no further description of the mutes, it is theorised that these mutes were
designed to be left in the bell and included a mechanism by which the players could adjust
the degree of muting. Given the effect of mutes on the pitch of brass instruments, this mute
could have been employed to correct the horn’s intonation. The description of this mute has
some similarity to classical era mutes: six-inch balls (possibly made from papier-mache52)
with holes on opposites sides and incorporated an adjustable plunger which could emulate
hand-stopping.53

Tessitura
Given the relative newness of the horn, much of the horn writing, particularly solo and
chamber works, was experimental. As a result, horn writing during the baroque
demonstrates some of the most extreme writing found in the repertoire. The different
extremes in playing styles also suggests that different embouchures were required to
successfully execute the different ranges. However, useful historical descriptions of
embouchure setups do not begin to emerge until the end of the eighteenth century.

Corno Primo
The term corno primo or ‘first horn’ emerged during the latter half of the eighteenth century,
and refers to the style of horn playing that utilised the upper range of the instrument. This
style of writing is called the clarino style of playing, the high-range style of playing that had

52 The original source for this comes an unsubstantiated quotation from Joseph Fröhlich cited by Morley-Pegge, The French
Horn, 140.
53 Bernsdorf, Eduard. Neues Universal Lexikon Der Tonkunst. Vol. 1, Dresden 1857, 646-7.
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been previously established on the trumpet. 54

The clarino approach to writing had most of the melodic material in the upper registers
above the eighth harmonic, which had the benefit of having a (near) diatonic scale to work
with. The use of the upper range of the instrument was the dominant approach to horn
writing for the early eighteenth century and continued to be used into the latter half. In the
early decades of the eighteenth century, it was quite often used in tandem with the huntinghorn style of triadic melodies, usually in triple time. Later horn writing started to diverge
from the hunting style and adopted the characteristics of the concertante trumpet which
became extremely virtuosic in the later decades of the baroque.

While works of this writing style would frequently go up towards the 16th harmonic (C5),
some would even require the player to ascend to the 24th harmonic. The concerto for Corno
da Caccia attributed to Johann Baptist Georg Neruda is a prime example of this, the middle
Largo movement shown in figure 2.7 demonstrates the horn player ascending to G5.55 Due to
the high register playing of this concerto, it has become more well known as a concerto for
the modern trumpet.

54 Reine Dahlqvist and Edward H. Tarr, "Clarino," (Oxford University Press, 2001).
It should also be noted that while clarino is currently used to designate this high range, its original meaning only referred to
trumpets.
55 Neruda, Johann Baptist George. Concerto a Corno Primo Violini Alto Viola con Basso del Signor Neruda, Handwritten
Manuscript, MS XXXII A 52. The Czech Museum of Music.
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Figure 2.7: Johann Baptist Georg Neruda, Concerto in Eb Major for Horn and Strings. Largo,
mm 8-19.

Corno Secondo
While the corno primo style of writing is the prominent style of baroque horn writing, it was a
style inherited from both the hunting-horn and concertante trumpet. The corno secondo, or
‘second horn’ style that emerged in the final decades of the baroque period may have been an
attempt to develop a distinct horn style. From the few surviving examples of this style, it
appears that it was originally conceived as a virtuosic melodic style which was characterised
by rapid arpeggios, wide leaps spanning over two octaves, and false tones lipped from the
lower harmonics.

On the basis of works attributed to them, it appears that the second horn style was most
likely developed by Anton Joseph Hampel and Carl Haudek, who both worked at the Dresden
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court specifically as low horn players during the middle of the eighteenth century. It is
possible that horn players at other courts were also experimenting with low horn playing. An
example work of this style: Concerto ex Dis-Dur fur Corno concertato, 2 Violinen, Viola &
Basso,56 credited to a “signor Reinhardt,” which allows for several possible composers: Johann
Christian Reinhardt, a musician active in Dresden for a time,57 Carl Reinhardt, a horn player
employed at Schwarzburg-Sonderhausen and Schwein during the middle of the eighteenth
century,58 or Andreas Reinhardt, another horn player at the court of Schwerin during the
same time.59

Figure 2.8: Reinhardt, Concerto in Eb Major, Allegro ma non Presto, mm 39-70.

56 Reinhardt, Concerto ex Dis dur del: Sig: Reinhardt. Handwritten Score. Saml.Wenster J:17a, pp 115-122. Lund University
Library, The Wenster Collection.
57 Reinhardt, and Katja Keller. Concerto Ex Dis-Dur Für Corno Concertato, 2 Violinen, Viola & Basso, Leipzig: Robert
Ostermeyer, 1999.
58 Robert Stonestreet "Historical Developments in Writing for Low Horn" (PHD, University of Tasmania, 2014), 50.
59 Stonestreet, "Historical Developments in Writing for Low Horn,” 51.
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This concerto, along with two others attributed to an August Heinrich Gehra and Hampel are
prime examples of early virtuosic corno secondo technique, with fast moving arpeggios that
rarely move away from the tonic, and leaps of wide intervals. With the subsequent changes
occurring in musical tastes and the development of hand-stopping, this style continued to
evolve, and changed into a role of harmonic support. This is demonstrated in Hampel’s horn
trios, an example of which is shown in figure 2.9.60

Figure 2.9: Anton Joseph Hampel, Horn Trios, Intrada, mm 1-13.

60

Hampel, Anton Joseph. Trios Für 3 Hörner. Band 1, 1-33, ed By Robert Ostermeyer, (Wernigerode: Robert Ostermeyer
Musikedition, 2012), 1.
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Classical Period Technique
For modern performers of historical horns, the use of 1750 as the date for the development of
hand-stopping is convenient for deciding which technique to use, that is, music composed
after 1750 should be performed with hand-stopping. In reality, however, the surviving
evidence suggests that it is more likely that for a considerable period after this date handstopping was only used by a limited number of specialists like Giovanni Punto and Joseph
Leutgeb (for whom Mozart wrote his horn concertos).

In most orchestral repertoire, this approach to horn writing remained consistent up until the
end of the eighteenth century, even after the establishment of hand-stopping. On the other
hand, the horn parts in chamber and solo repertoire continued to push the limits of horn
technique by including more non-harmonic tones in increasingly virtuosic melodic lines,
which required extreme agility from the players.

There is no indication that hand-stopping was a required technique of orchestral horn
players until the end of eighteenth century, and pictorial evidence continues to depict openbell playing as well as hand-stopping. Examples of these late eighteenth-century depictions
include the Catalonian artist Manuel Tramulles’ c1760-1770 engraving, “Theatre Academy in
Lent, concert of voices and instruments” (figure 2.10) and Johann Rudolf Holzhalb’s
engraving of “Concerto a Cembalo obligato con stromenti” in Zurich 1777 (figure 2.11), the
latter of which depicts one horn player employing hand-stopping, the other apparently
holding their horn solely by their ‘bell’ hand, suggesting that these techniques were being
employed concurrently.
29

Figure 2.10: Manuel Tamulles, L'Acadèmia del teatre a la Quaresma. Concert de veus i
instruments, 1760-1770.

Figure 2.11: Johann Rudulf Holzhalb, Concerto a Cembalo obligato con stromenti, Zurich 1777.
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The first surviving method to discuss hand-stopping was Valentin Roeser Essai d'instruction à
l'usage de ceux qui composent pour la clarinette et le cor in 1764. Aimed at composers, Roeser
explanation of hand-stopping was that the hand can be inserted into the bell to make pitch
alterations no greater than a semitone, but that it should only be used sparingly and the
composer should avoid unisons as much as possible.61 New Instructions also attempts to
minimise the use of hand-stopping, that should the player need to perform non-harmonic
tones, they will need to bring the bell to rest down by the side. On the use of hand-stopping
the author also had this to say: “it is deemed by Judges of the Horn that the principle beauty,
the Tone, is greatly impaired thereby.” The use of hand-stopping greatly affected what some
viewed as the horn’s greatest feature – its tone.62

It is well established that hand-stopping had its detractors, and that they disliked the fact
that hand-stopping robbed the horn of the tone which had become so popular. Charles
Burney’s entry on the horn in Rees’ Cyclopaedi; or Universal Dictionary of Arts, Sciences, and
Literature is critical of Punto’s use of hand-stopping: “We have often thought that Ponto [sic],
with all his dexterity, produced some of these new notes with similar difficulty, to a person
ridden by the night mare, who tries to cry out, but cannot.”63

While hand-stopping was much more prominent in classical solo and chamber repertoire,
there are examples of works that suggest the use of open-bell rather than the hand-stopping

61 Valentin Roeser, Essai d'instruction à l'usage de ceux qui composent pour la clarinette et le cor (Paris: Mercier, 1764), 13.
62 Anonymous, New Instructions for the French Horn, 4.
63 Abraham Rees and Charles Burney, "Horn," The cyclopaedia, or, Universal dictionary of arts, sciences, and literature 19
(1810-1824), 29.

31

technique by composers such as Joseph Haydn in his 1767 Divertimento a Tre in Eb Major64
(figure 2.12) and Dutch horn player Willem Spandau in his Concerto No. 3 in D Major65
(figure 2.13). Both works demonstrate the high tessitura writing that is more typical of earlier
eighteenth century high horn playing, and given that hand-stopping was more closely
associated with low horn playing, it is possible these works continued to be played without
hand-stopping.

Figure 2.12: Joseph Haydn, Divertimento a Tre in Eb Major, Variation III, mm 54-71.

64 Haydn, Franz Joseph. Divertimento a Tre in Eb Major, Hob.IV:5, ed. By Howard Chandler Robbins Landon
(Vienna: Ludwig Doblinger, 1957), 1
65 Spandau, Willem. Concert Nr. 3 Für Horn Und Orchester D-Dur, ed. By Robert Ostermeyer (Wernigerode: Robert
Ostermeyer Musikedition, 2016) 4-5.
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Figure 2.13: Willem Spandeau, Concerto No. 3 in D Major, Allegro, mm 51-65.

Concluding Thoughts
There is an underlying assumption amongst many musicians today that the idea of ‘playing in
tune' was the same for eighteenth-century musicians as for their modern counterparts. As
can be seen from historical evidence, it appears that this was probably not the case. Both the
pictorial and contemporary descriptive evidence suggests that the use of hand-stopping was
impractical in the early eighteenth century given how players were holding their horns, and
indeed some of the wide hooped horns which made hand-stopping an impossibility. It also
appears that hand-stopping did not achieve widespread use until the end of the century, and
there was some resistance to the timbral changes that accompanied the technique. In the
absence of hand-stopping, the most probable alternative is that horn players adopted the
established lipping technique already used by trumpet players. The comment from Charles
Burney suggests that the use of this technique may have had inconsistent results. The use of
muting devices being used to correct intonation is also a possibility, but in the absence of any
additional evidence that these were employed this remains a topic of speculation.
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Chapter 3
The Horn and the Hunt in Eighteenth Century Culture

The association between the horn and the hunt is one that has never completely disappeared.
This chapter will discuss both the social and cultural importance of the horn as it related to
the eighteenth-century hunt, and illustrate how it may have influenced orchestral horn
performance: how composers could evoke extra-musical topics associated with the hunt
from their treatment of horn parts, and how these topics in turn informed horn players on
their performance practices such as whether to even correct the intonation. By
understanding the symbology associated with the eighteenth century hunt, modern
musicians are able to incorporate these ideas into historically informed performances, and
inform modern audiences, on which many of these extra-musical associations will be lost.

The influence of the hunt and the hunting horn on orchestral horn playing in terms of the
symbolic and extra-musical meanings has been discussed in relation to specific works such as
Bach’s Brandenburg Concerto No. 1 BWV 104666 and the Quonium from his Mass in B Minor
BWV 232.67 But the hunt was an important and integral part of aristocratic life, and there has
been little discussion regarding the social and symbolic influence the hunt had on orchestral
horn playing more generally.

66 Marissen, Michael. The Social and Religious Designs of J. S. Bach's Brandenburg Concertos. Princeton, United States:
Princeton University Press, 1995, 22-26.
67 Clark, Andrew, "The Horn Represents God?" The Horn Call - Journal of the International Horn Society 43, no. 1 (2012): 98100.
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Horace Fitzpatrick’s The horn and horn-playing in the Austro-Bohemian tradition from 1680183068 and Renato Meucci’s Social and Political Perspectives in the Early History of the Horn69
are the only modern scholarly works that take an in-depth look at the social and political
importance of the horn among the aristocracy, based on its position as the symbol of the
hunt, and its contribution to the horn’s popularity and dissemination among European
courts. Raymond Monelle’s work on the hunt as a topic of musical discourse in Musical
Topic: Hunt, Military and Pastoral,70 along with the review by Andrew Haringer,71
demonstrates the dichotomy between the reality of the hunt, and the idyllic hunt portrayed
to eighteenth century audiences. The hunt was a complex and multi-layered entity and much
of the symbology that would have been intuitive to eighteenth century audiences, is lost on
modern ones.

The Aristocratic Hunt
Hunting was the exclusive purview of the aristocracy, particularly those that were afforded
land ownership, and was closely linked with their noble status. Despite their monopoly,
aristocrats were unlikely to personally participate in the hunts, leaving the job to their
professional huntsmen.72 German noblemen in particular disliked the inconvenience and
danger of the hunt and left “the dirty business of hunting to paid staff.”73 The honour and

68 Fitzpatrick, The Horn and Horn-Playing.
69 Renato Meucci, "Social and Political Perspectives in the Early History of the Horn," in Jagd- Und Waldhörner : Geschichte
Und Musikalische Nutzung : 25. Musikinstrumentenbau-Symposium, Michaelstein, 8. Bis 10. Oktober 2004, ed. Boje Schmuhl
and Monika Lustig (Augsburg; Michaelstein: Wissner ; Stiftung Kloster Michaelstein, 2004).
70 Raymond Monelle, Musical Topic: Hunt, Military and Pastoral (Bloomington, United States: Indiana University Press, 2006).
and "Horn and Trumpet as Topical Signifiers," Historic Brass Society Journal 13 (2001).
71 Andrew Harringer, "Book Reviews "the Musical Topic: Hunt, Military, and Pastoral" by Raymond Monelle." Current
Musicology, no. 89 (2010): 121-137, 43.
72 Heinrich Wilhelm Döbel, Jäger-Practica oder Der wohlgeübte und erfahrene Jäger. Quoted in Monelle, Musical Topic: Hunt,
Military and Pastoral, 63.
73 Monelle, Musical Topic: Hunt, Military and Pastoral, 63.

35

pride that were afforded to noblemen came from their financial ability to employ skilled
huntsmen. The expense required to purchase the instruments and invest in the training of
these huntsmen who were required to ride, shoot and play the horn from horseback would
have been considerable.74 As Charles Burney observed: “The most shining parts of a German
Court are usually its military, its music and its hunt. In this last article the expense is
generally enormous.”75

Of the two main hunting traditions in Europe, the French and German, the hunting horn was
more closely linked with the French traditions. The Germans did not initially take the
hunting horn as a serious instrument, with one music theorist describing it as a “foolish
instrument.”76 Heater also states:
The German hunting tradition did not include many of the dramatic ceremonies
of the French/English hunt—with the horn in a pivotal role—until the 17th and
18th centuries, when French influence in Germany was at its highest.77
The differences between the French and German treatment of the horn are demonstrated in
their respective versions of the stag hunt, both dating from as early as the fifteenth century.78
The French version, the parforce de chiens, required hunters on horseback to follow a pack of
hounds that would locate and track the game.79 The German version of the hunt, the chasse
aux toiles (also known as the Deutsches Jagen or German hunt) was a much more staged

74 Fitzpatrick, The Horn and Horn-Playing, 18.
75 Charles Burney, The Present State of Music in Germany, the Netherlands and United Provinces, or, the Journal of a Tour
through Those Countries: Undertaken to Collect Materials for a General History of Music, 2nd, correct ed. (London: Printed
for T. Becket and Co., J. Robson and G. Robinson, 1775), 108.
76 Sebastian Virdung, Musica getutscht: a treatise on musical instruments (1511). Quoted in Eva Marie Heater, "Early Hunting
Horn Calls and Their Transmission: Some New Discoveries," Historic Brass Society Journal 7 (1995): 124.
77 Heater, “Early Hunting Calls,” 124.
78 Monelle, Musical Topic: Hunt, Military and Pastoral, 59.
79 Monelle, Musical Topic: Hunt, Military and Pastoral, 54.
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affair, where stags were rounded up into a single area and were shot by huntsman within a
narrow pavilion. And while the hunting horn played a significant role as a signalling
instrument in the parforce de chiens, the chasse aux toiles had little practical use for the
hunting horn.80

Despite their particular national associations, both versions of the hunt had been practised to
varying degrees in France, England and Germany during the sixteenth and seventeenth
centuries. The adoption of the parforce de chiens hunting tradition also required the use of
hunting horns, on which Meucci comments that “wherever this [the French] form of the hunt
was adopted, the instrument [horn] promptly appeared as well; but where the hunt did not
find favour, the new horn was introduced at a much later date.”81

The adoption of the horn in the rest of Europe has continued to be credited to one notable
figure, Count Anton von Sporck of Bohemia. The account of Sporck’s role in the
dissemination of the horn into Bohemian and other German-speaking nations is well known
among horn scholars: while on his grand tour in 1680/81, the young Bohemian nobleman
became enamoured with the cor de chasse playing in Versaille and left behind two of his own
hunting retinue to be trained in their use.82 By this act, Sporck is said to have paved the way
for the first generation of orchestral horn players.83 There is little doubt that the actions of
Count Sporck played a significant role in the dissemination of the French hunting horn as a

80 Monelle, Musical Topic: Hunt, Military and Pastoral, 60.
81 Meucci, "Social and Political Perspectives in the Early History of the Horn," 17-18.
82 Fitzpatrick, The Horn and Horn-Playing, 13.
83 Fitzpatrick, The Horn and Horn-Playing, 24.
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hunting instrument and its subsequent inclusion into orchestral ensembles. However other
methods of dissemination should also be noted, particularly by the European courts that
sought to directly emulate French royal customs or that had personally witnessed horn
playing.

An example of this is the Italian Duchy of Savoy, located on the French border, which
emulated the traditions of their long-time allies at the French court, including the mounted
hunt. Evidence of horn playing is represented in illustrations of the Duke’s hunting residence
published by Amedeo di Castellamonte in 1674. There is little evidence that the French
mounted hunt found its way to other Italian courts, however, where the preferred style of
hunting was with the use of falcons.

Horn as Signifier
The horn became the primary signifier for the idealised hunt of the eighteenth century,
which was achieved primarily by hunting horn styled signals and calls. The little surviving
documentation on horn calls suggests several styles that reflect the kind of instrument that
would play them. Given that it was unlikely that huntsmen were able to read music, there
was little need to notate the earliest hunting calls in traditional musical notation, which
would have been taught through memorisation. An early attempt at alternative notation
comes from William Twiti’s The Art of Hunting published in 1327. This employed a system
using words and syllables such as “moot” and “trourourout” to notate the various hunting
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calls.84 While this is meaningless to us today, it may have been appropriate to the horns that
were only capable of one or two different notes.

Another attempt at notation, this one by Jacque du Fouilloux, can be found in his 1561 treatise
La Venerie; however, while Fouilloux used standard musical notation, he used a single pitch,
providing only rhythmic information. Eva Marie Heater has suggested that an additional
form of hunting horn tablature was used by the hunters who were unable to read music.85
Later documented hunting calls are much more complex and required the full musical
notation system and were most likely written for the coiled horns of the seventeenth century.
The first style, found in a treatise on German hunting practises by H.F. von Fleming
published in 1724, was more indicative of earlier signals designed for less advanced coiled
horns that were only capable of about eight harmonics. Figure 3.1 shows one of Fleming’s
hunting calls transcribed into modern notation. These calls are rather simple and rely heavily
on the second and third octaves, and primarily consist of triadic patterns and repeated notes.

Another style of horn calls was most likely in response to the development of the cor de
chasse, and utilised a greater number of harmonics and had significantly more diatonic
melodies.86 Figure 3.2 demonstrates an example of the later style of hunting call from a
manuscript by Andre Danican Philidor published around 1705 in Versailles.87 These hunting
calls make more use of the third and fourth octaves, and are much more melodic in their

84 William Twiti, The Art of Hunting (1327). Quoted in Heater, "Early Hunting Calls," 127.
85 Heater, "Early Hunting Calls,", 129.
86 Monelle, Musical Topic: Hunt, Military and Pastoral, 57.
87 Monelle, Musical Topic: Hunt, Military and Pastoral, 44.
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construction. It is interesting to note that both the German and French hunting calls are
titled for the different stages of the Parforce hunt, despite the evidence, as well as Fleming’s
own assertion, that the Parforce was not widely practised in Germany.88 One possible
conclusion is that these calls had a more ceremonial or theatrical role within the German
hunt.

Figure 3.1: H.F. von Fleming, hunting call, Wann die hunde losgekuppelt werden
(When the hounds are released).

88 Monelle, Musical Topic: Hunt, Military and Pastoral, 60.
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Figure 3.2: Danican Philidor, hunting call, Pour le Voye (Prey has been sighted).

Music styled on the hunting horn continued to be composed in France throughout the
eighteenth century. Much of this was published in the name of the nobleman Marquis Marc
Antoine de Dampierre, although not all of the calls were composed by him, with other
composers such as Jean Baptist Mouret and Jean Mouton also included in the ‘Dampierre’
collection.89 Unlike the previous horn signals, these more complex works were structured in
musical forms such as rounded binary, and also displayed similarities to contemporary
folksongs and dances.90

Hunting music also had its own idiomatic performance style, with the simple melodic lines
providing ample opportunity for ornamentation. Many of these techniques were inherited
from huntsmen who were unable to read music, so were learnt, like the various hunting calls,
through practical application without being documented.91 This tradition continues to be
practised and preserved by the various hunting horn groups and organisations active in
France, Belgium, Switzerland and Germany today.92 As Daniel Bourgue describes it, there

89 Monelle, Musical Topic: Hunt, Military and Pastoral, 51.
90 Monelle, Musical Topic: Hunt, Military and Pastoral, 56-57.
91 Although some caution must be used in this case, as we cannot absolutely confirm whether some ornamentations were
actually used during the eighteenth century, or whether they came into use during the nineteenth century.
92 Daniel Bourgue, "The French Hunting Horn, Its History, Its Technique and Its Music," Brass Bulletin - International
Magazine for Brass Players 39, no. 3 (1982): 38.

41

were two performance styles: the ton simple and the ton de venerie. The ton simple (simple
tone) was the reproduction of the music without any embellishments, something that was
employed for the study of the music. The Ton de Venerie (Hunting tone) was the style which
incorporated all the ornamentation techniques that gave hunting music its unique style,
which Bourgue compares to swing being an integral part of jazz.

The baroque fascination with contrasting material manifests in the two methods of
producing sound on the trompe. The first was called en pleine trompe (full horn) and creates
a full brassy, harsh sound. The second was en radouci (softened) which produced a softer
piano-dynamic sound. Actual hunts exclusively called for the en pleine trompe sound, while
hunting fanfares used both styles to create contrasting echo-like effects as in figure 3.3.93

Figure 3.3: Echo effect of en pleine trompe and en radouci.

This Ton de Venerie also heavily employed vibrato, something that may have come from the
inescapable side-effect of riding and playing on horseback. However, in a performance
context it provides a warmth and singing quality to the sound.94 Vibrato was employed as an
ornamental effect in baroque music of the time, rather than a continuous instrumental effect
as suggested by its use in the Ton de Venerie.

93 Bourgue, "The French Hunting Horn," 38.
94 Bourgue, "The French Hunting Horn," 30.
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There were also three ornaments that also contributed to the Ton de Venerie: the roulé, the
hourvari, and the tayauté. Many of these ornaments used in hunting music that sought to
emulate aspects of the parforce hunt also had counterparts in baroque music
ornamentation.95 The roulé (to roll), is a prolonged note which is initially articulated
normally (using du or tu) and is subsequently re-articulated on the second subdivision using
a softer lu articulation without interrupting the airflow as shown in figure 3.4.96

Figure 3.4: The roulé ornament.

The hourvari (uproar), is very similar to an ascending glissando shown in figure 3.5. It most
often precedes the first note of a fanfare, but can also take the place of a slur, taking the form
of a portamento instead. In the hunt, this emulates the howling of the dogs, attracting as
much attention as possible through a wider sound spectrum.97

Figure 3.5: The hourvari.

The tayauté, similar to the trill, involves a rapid flick to a higher harmonic. The interruption
creates an echo effect to the second part of the note and has an effect similar to yodelling.

95 Bourgue, "The French Hunting Horn," 29.
96 Bourgue, "The French Hunting Horn," 30.
97 Bourgue, "The French Hunting Horn," 30.
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The tayauté derived from a French hunting cry ta-ho which is similar to the English hunting
cry of tally-ho.98

The use of melodic embellishment was an established practice within art music, with many
historical figures weighing in on its use in baroque music. Given the overlap between
hunting horn and orchestral horn players, particularly in the early decades of the eighteenth
century, the adoption of these stylistic practises by horn players is a reasonable supposition.
The use of the horn itself would have also been an obvious signifier of the hunt to an
eighteenth-century audience. Depictions of the horn frequently show up in paintings,
tapestries and sculptures from this period.99 And despite the growing differences between
orchestral and hunting horns, the mere inclusion of them within art music performance
would have immediately elicited hunting themes with the audience.

The character sketch of a horn player from Johann Christoph Weigel Musicalisches
Theatrum100 (Musical Theatre), shown in figure 3.6 (below) is also accompanied by the text:
It is not easy to find a prince who doesn’t admire my art;
It is rather most highly cherished in every court.
When one stalks the wary game in the green forest
And gives the flushed swine the cold steel,
Then is the heart made courageous by my horn.
Nor is there a feast where my music does not delight.101

98 Bourgue, "The French Hunting Horn," 30.
99 Damm, "300 Jahre Waldhorn (I).” 22.
100 Johann Christoph Weigel, Musicalisches Theatrum, 2 vols., vol. I (Nürnberg: Johann Christoph Weigel, c1722).
101 Brüchle and Janetzky, Kulturgeschichte Des Horns : Ein Bildsachbuch = a Pictorial History of the Horn, 117.
Es ist nicht leicht, ein Fürst der meine Kunst nichtachtet; vielmehr an jeden Hof wird sie aufs höchst geliebt. Wan man den
schüchtern Wild in grünen Wald nach trachtet. Und dem erhitzten Schwein ein kalten Eiβen gibt so wird von meinen Horn
das Herz mutig gesetzet auch hält man kein Fest da nicht mein Musik ergötzet.
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Figure 3.6: Christoph Weigel, Musicalisches Theatrum, character sketch of a horn player.

Despite Weigel’s depictions of orchestral musicians, the description clearly refers to the
horn’s role as a hunting instrument rather than the orchestral instrument.
Even the trompe de chasse used in hunting was employed more for its visual and acoustical
impact rather than its practicality on the hunting stage. Some huntsman such as Jacques
Espee, expressed their dislike for this new horn. 102

As a result of the introduction of the cor de chasse, earlier, more practical signalling
instruments like the oxhorns and cornets de chasse became more popular as decorative
adornments, much to the regret of huntsmen.103 The popularity of the cor de chasse, a more

102 Jacques Espée de Selincourt, Le Parfait Chasseur (Paris: [s.n.], 1683), 19.
103 Monelle, Musical Topic: Hunt, Military and Pastoral, 40.
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visually impressive representation of the ‘cultural hunt,’ was based on its musical and visual
aesthetics, rather than its practicality as a signalling instrument.

Musical Topics of the Horn
Topic theory provides a method of analysing and performing music of the eighteenth
century. This method was originally introduced in 1980 by Leonard Ratner, who described
topics as “subjects of musical discourse” that were used by eighteenth century composers as a
way of communicating with audiences.104 Ratner’s list of musical topics was broken up in to
“types” such as dances or marches, or “styles” such as military, pastoral or hunting. But this
distinction between types and styles is flexible, and rather it is their contextual use within
different pieces that made them topics.

Further development of topic theory by other scholars has expanded the list of topics to
include musical elements such as affects (the immediate emotional response to musical
figures), melodic and rhetorical figures, harmonic progressions and even meter.105 A more
inclusive definition of topics has been proposed as “musical styles and genres taken out of
their proper context and used in another one.”106 While many of the topics are of established
musical styles, other topics, like the hunt, are significantly more complex as they also
stemmed from cultural non-musical sources. The complexity of the hunt as a cultural topic
meant there were many symbolic associations that could also be represented, some of them
also intricate cultural topics in their own right. In order to gain an eighteenth-century

104 Leonard G. Ratner, Classic Music: Expression, Form, and Style (London;New York;: Schirmer Books, 1980), 9.
105 Danuta Mirka, The Oxford Handbook of Topic Theory (New York: Oxford University Press, 2014), 1-3.
106 Mirka, The Oxford Handbook of Topic Theory, 2.
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audience’s perspective on the horn, it is necessary to understand its role as a symbol for these
multifaceted topics.

The Hunt
For the most part, hunting music was inherently celebratory, with great hunts being
scheduled for days of significance such as birthdays, name-days and for visiting foreign
nobility.107 These events were often excessive and lavish affairs designed to demonstrate
wealth. As an example of their excess, the birthday celebration of Duke Karl Eugen of
Württemberg in 1763 lasted three weeks and resulted in the death of 5000 animals.108 Thus
hunting music often reflected these aspects of the hunt: the adventure, excitement and the
joy of indulging in this pastime. An obvious approach was through emulation of hunting
style melodies, and in some cases, actual hunting melodies were quoted, of which J.S. Bach
and Johann Friedrich Fasch provide the most prominent examples.

In his Concerti da Caccia (Hunt Concerto) for two horns, two oboes, bassoon and strings,
Fasch takes this idea to the extreme by using Fleming’s hunting calls as the source material in
the opening movement. The first movement looks to earlier sources for horn writing, but the
last movement contrasts this by using extreme upper register virtuosity. The concerto also
played to the German nobility’s love of the hunt, who no doubt enjoyed identifying the
different calls that signalled the different stages of the hunt.109 An example can be seen in the

107 Monelle, Musical Topic: Hunt, Military and Pastoral, 62.
108 Monelle, Musical Topic: Hunt, Military and Pastoral, 62.
109 Thomas Hiebert, "Old and New Roles for the Horn in J. F. Fasch's Hunt Concerto," The Horn Call Annual 8 (1996): 18-19.
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melodic similarities between Fleming’s hunting calls, Wann der Hirsch erleget worden (When
the stag is killed) in figure 3.7, and the horn part from the first movement of Fasch’s concerto
shown in figure 3.8.110

Figure 3.7: Hans Friedrich von Fleming hunting call, Wann der Hirsch erleget worden (When
the stag is killed).

Figure 3.8: Johann Fasch, Concerto da Caccia, Allegro, mm. 351-72.

Another hunting call which Fasch appears to quote (figure 3.9)111 was also used by Bach in
several of his works: Brandenburg Concerto No. 1 BWV 1046 (Figure 3.10)112 and his cantata
Lobe den Herrn, meine Seele (Praise the Lord, my soul) BWV 143. Bach continues to use this
call, giving it to the trumpet in his Christmas Oratorio BWV 248 (figure 3.11). But even prior
to this, the call appeared in a 1705 singspiel by Hamburg composer Reinhard Keiser (figure
3.12). Horace Fitzpatrick is of the opinion that Bach and Keiser were using melodies based on
an actual greeting call (figure 3.13), although it does not appear in the Fleming’s list of

110 Hiebert, “Old and New Roles for the Horn, 19-20”
111 Johann Friedrich Fasch, Concerti da Caccia, Handwritten Score, Mus.2423-O-21, State Library of Dresden, last accessed
March 2018, http://digital.slub-dresden.de/id307646076/1.
112 Johann Sebastian Bach, Brandenburg Concerto No. 1 BWV 1046, Handwritten Score, Am.B 78, State Library of Berlin,
accessed February 2019, http://resolver.staatsbibliothek-berlin.de/SBB0001526B00010000.
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hunting calls and no citation is provided.113 However the frequency of its use suggests that
there may have been such a hunting signal in use at the time.

Figure 3.9: Johann Fasch, Concerto da Caccia, Allegro, mm. 1-8.

Figure 3.10: J.S. Bach, Brandenburg Concerto No.1 BWV 1046, Allegro, mm. 1-3.

Figure 3.11: J.S. Bach, Weihnachtsoratorium, BWV 248, Großer Herr und starker König, mm.
50-54.

Figure 3.12: Reinhard Keiser, Octavia, Aria, mm. 1-2.

Figure 3.13: Horace Fitzpatrick, proposed greeting call.

113 Fitzpatrick, The Horn and Horn-Playing, 62.
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The use of hunting calls, both literal or stylistic, was the most common method of
symbolising the hunt, and their inclusion in orchestral music suggests that the players may
have been allowed or even expected to emulate the atmosphere of the hunt, by playing with
the natural, uncorrected harmonic series as well as producing a harsher sound akin to the
hunting horn. But hunting styled music was not the only way to symbolise the hunt. A
subtler hunting reference is demonstrated in G.F. Handel’s aria “Va tacito e nascosto”
(Silently and stealthily) from the opera Giulio Cesare in Egitto for alto castrato and solo
obligato horn. Rather than using typical hunting style melodies, he employs a more sedate
and menacing melodic line emulating a stealthy, stalking hunter, and it is just the inclusion
of the horn itself that makes the allusion to hunting. In this instance, an alternative stylistic
approach is suggested - conforming intonation as well as being quieter and less energetic in
order to emulate a hunter quietly stalking his prey.

Virtuous Nobility
Although hunting was the domain of the aristocracy, for the most part they did not
participate in the actual hunt or play the horn with some exceptions. The aforementioned
Marquis de Dampierre may have been capable of playing the hunting horn in order to
compose his collection of hunting calls, although he may have simply consulted huntsmen
regarding the horn’s musical capabilities. Many of the French nobility were also reportedly
capable of playing the horn. According to his physician, Charles IX’s death was attributed to
overplaying his horn – “that he [Charles IX] had died from being too tired to sound the horn
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while stag hunting”.114 Although the act of playing the horn most likely exacerbated Charles
IX’s existing tuberculosis.

In addition to the more literal representation of nobility, the hunt also idealised high moral
and philosophical principles that were espoused by the nobility. Fitzpatrick links this idea to
a medieval concept of Tugend (worldly or moral virtue), which included an array of virtues
associated with the aristocracy such as heroism, valour, pride, courage and chivalry. 115 The
use of Tugend in historical epics such as Gottfried’s Tristan und Isolde also support the notion
of the hunt as a noble pastime.116 In Tristan, the knowledge and use of hunting skills was
indicative of courtly virtue and could elevate one’s status. In the story, Tristan (who is
unknowingly of noble blood) demonstrates superior hunting abilities (including horn
playing) which gets him elevated to the position of hunting master.117

The noble virtues extolled by the hunt also overlapped with military virtues. The hunt was
seen as an appropriate substitute for military actions as it helped train and prepare men for
warfare.118 This quote from Von Lohenstein’s poem Armenio, relates the story of the firstcentury Germanic hero (Hermann) Arminius and is also quoted in Fleming’s hunting manual
in 1724.
[The hunt] is a pastime, yet also a kind of war, except that it is not waged
114 Thomas Lister, The Queen's Hounds and Stag-Hunting Recollections (Read Books Limited, 2017).
qu'il estoit mort par š'être trop fatigué à sonner de la trompe à la chasse du cerf...
115 Fitzpatrick, The Horn and Horn-Playing, 20-21.
116 William John Slayton, "Medieval Hunting and Fishing Practices and the Court Epics" (ProQuest Dissertations Publishing,
1970), 72.
117 Gottfried Von Strassburg, Tristan, trans. A. T. Hatto (Harmondsworth, Middlesex: Penguin Books, 1960), 78-84.
118 Monelle, Musical Topic: Hunt, Military and Pastoral, 66.
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against humans. . . . It makes us hearty and skilful in war and in speedy actions;
clever, so that no one imposes on us; strengthens our limbs, increases our vital
powers. It gives no time for lascivious desires to develop: Whoever loves virtue,
must be a huntsman.119

The military aspect was like the hunt, where its portrayal in music, literature and art did not
accurately depict the reality of such ventures. While literary sources praise the chivalry and
honour of soldiering, the rise of firearms and the decline of hand-to-hand combat during the
seventeenth and eighteenth centuries diminished a soldier’s opportunity for personal glory
and lead to generals avoiding direct battle where possible.120 This led to significantly more
free time for armies, who became notorious for their debauchery. Several contemporary
sources described armies, eloquently summarised by Andrew Haringer, as “drunken rabble
led by foppish officers.”121

Handel often used this association of the horn and hunting with royal might and warfare in
his dramatic works. Such is the case in his sacred Oratorio, Joshua HWV 64, which recounts
the Israelites’ conquest of Canaan under the leadership of Joshua. Handel uses horns and
trumpets in the Israelite chorus, ‘Glory to God’, celebrating the destruction of Jericho.122
Instead of hunting style music, the horns perform soloistic military fanfare passages, both
doubling and alternating with trumpets (figure 3.14).123 Both trumpets and horns share the

119 Von Lohenstein, Armenio quoted in Monelle, Musical Topic: Hunt, Military and Pastoral, 65.
120 Monelle, Musical Topic: Hunt, Military and Pastoral, 146.
121 Haringer, "The Musical Topic: Hunt, Military, and Pastoral," 129.
122 Possibly also a reference the Jewish shofar (ram’s horn) depicted in the Bible at the fall of Jericho, Joshua. 6:3
123 George Frideric Handel, Joshua HWV 64, ed. By Friedrich Chrysander (Leipzig: Deutsche Händelgesellschaft, 1863),
accessed September 2018, .
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same intonation issues, and in this case, emulating the celebratory trumpets of war might
also suggest employing the natural harmonics of both instruments.

Figure 3.14: Georg Friedrick Handel, Joshua HWV 64, “Glory to God”, Horn 1 and Trumpet 1,
mm 1-25.

The horn’s representation of nobility is also demonstrated by its use by Italian composers to
symbolise the influence of Austrian Empire. Much of Italy had been under the rule of Spain
until the War of Spanish Succession (1700-1713), where Austrian replaced Spanish
domination. Since the Italian hunting traditions were predominantly associated with
falconry, not with the use of hounds like the Parforce, Italian nobility had no use for hunting
horns (aside from the previously mentioned Duchy of Savoy). The introduction of horns into
Italian musical life was thus a direct response to the influence of the Austrian nobility and
power.124 Giovanni Bononcini’s serenata Sacrificio a Venere (Sacrifice to Venus), possibly the

124 Chirico, "New Findings on the Use of the Corni Da Caccia," 123.
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first work performed in Rome to include horns, was performed in 1714 for the Imperial
Viennese Ambassador Count Johann Wenzel von Gallas on the occasion of Empress Elizabeth
Christine’s (represented here as Venus) birthday.125 The horns play in several movements,
including the aria È un bel contento al cor shown in figure 3.15.126

Figure 3.15: Giovanni Bononcini, Sacrificio a Venere (1714), “È un bel contento al cor”, mm 3-9.

But the horn’s symbolic relationship with nobility and virtue was also not necessarily tied to
the hunt. In Valencia, where the horn had no role as a hunting instrument, writers attributed
powers to the instrument, as the medieval poet and Knight Ausiàs March writes “And the evil
man must be revealed by the blast of a horn in order that he no longer deceive anyone. And
bad deeds will be revealed with horns.”127

125 Chirico, "New Findings on the Use of the Corni Da Caccia," 109-10.
126 Bononcini, Giovanni, Sacrificio a Venere, Handwritten Score, Mus.Hs.18285, Austrian National Library, accessed August
2018, http://data.onb.ac.at/rep/1001AD6F.
127 Ausiàs March, quoted in Fako, Nancy Jordan, Alberola i Verdú, and Josep Antoni. "La Trompa en Valencia (Introducción,
uso y desarrollo)." The Horn Call - Journal of the International Horn Society 34 (1): 53.
Y el mal hombre debe de set señalado con toques de trompa, Para que no engañe a nadie màs. E lo leig fet acusador lo trompa.
Also a possible reference to the sounding of the seventh and final trumpet on judgement day (Revelation 11:15-19), where all
those deemed worthy by god are allowed entrance to his kingdom.
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Divinity
The hunt also had strong links to divinity and had a place in many different religious beliefs
and cultures that date back to Ancient Greek and Roman times, something which would have
been a part of aristocratic education. La Verrier provides an insight into Christianity’s
perspective regarding the purpose of the hunt: this was God’s gift to mankind to offset the
many evils that also exist in the world. 128

Although it dates from the nineteenth century, this letter from Felix Mendelssohn suggests
that, to a huntsman, the distinction between the parforce hunt and the celebration of God
may very well be one and the same:
Indeed, if one were by nature an enthusiastic hunter, for him the par force hunt
and the praise of God could be pretty much the same thing, and for him the
sound of horns truly would be the proper way to praise God.129

The horn was very popular in sacred works and was included in many sacred cantatas,
oratorios and masses. The most well-known example from this period comes from the
Quoniam in Bach’s B-minor Mass BWV 232 (figure 3.16).130 This movement is a celebration of
the glory and the nobility of God: “For You alone are holy, You alone are Lord, You alone are
the Most High, Jesus Christ.”

128 Le Verrier de La Conterie, Venerie Normande, Ou L'école De La Chasse Aux Chiens Courants. Quoted in Monelle, Musical
Topic: Hunt, Military and Pastoral, 65.
129 John Michael Cooper, Mendelssohn's 'Italian' Symphony (New York: Oxford University Press, 2003), 158-59.
130 Johann Sebastian Bach, Mass in B-minor BWV 232, Handwritten Score, Mus.ms. Bach P 180, State Library of Berlin,
accessed December 2018, http://resolver.staatsbibliothek-berlin.de/SBB0001B78F00000000.
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Figure 3.16: Johann Sebastian Bach, Mass in B-minor BWV 232, Quoniam, mm 1-15.

While Bach primarily used the clarino range, the horn melody has little resemblance to
traditional hunting melodies, which in this case suggests that the horn’s intonations should
be corrected. One interpretation is the horn is playing the role of “God” and the primarily
descending horn melodies could be considered allegorical for his descent to Earth.

Love and Nature
Other connotations that were associated with the hunt were the ideas of nature and ‘courtly
love’. The sound of the Waldhorn had the power to evoke the imagery of woodlands and
forests, the arena of the hunt.131 The skills that huntsmen learnt and employed allowed them
to get closer and become one with nature.132 But when one considers some of the less than
noble hunting practises, it could also be considered a celebration of the hunter’s superiority
or dominance over nature. The connection between the hunt and ‘courtly love’ was
previously suggested by the poem of Nicolas Bonnart “…he also charms the heart of his young

131 Monelle, Musical Topic: Hunt, Military and Pastoral, 91.
132 Monelle, Musical Topic: Hunt, Military and Pastoral, 65.
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mistress.”133 There was a romantic element to hunting: successfully killed quarry could be
presented to a lady in proof of their skill. Even the traditions associated with courtly love
could also be considered a kind of ‘hunt’.134

Concluding Thoughts
To modern moral thought, the reality and excesses of eighteenth-century hunting practises
portray a rather cruel and dirty affair, particularly some of the traditions practised in
Germany. Despite this, many contemporary literary, artistic and musical sources portray the
hunt as a far more admirable pastime. The hunt was an integral part of life and thought, and
as the primary symbol, the horn represented the extra-musical associations of the hunt. As
the primary symbol of the hunt, horn performance took on an inherent theatrical element.

Composers and horn players of the period were no doubt aware of these many associations
that were linked to the instrument – chivalry, honour, nobility, adventure, nature, divinity
and love. This knowledge would have also influenced performances, being aware of these
extra-musical associations, horn players may very well have adopted the stylistic elements of
the relevant topic. This may have meant that they deliberately did not attempt to correct
their intonation, in emulation of hunting and military styled music, in contrast with other
cases, such as more serious or delicate topics such as divinity or love, in which players would
instead have attempted to adjust their intonation to conform to the ensemble.

133 Brüchle and Janetzky, Kulturgeschichte Des Horns : Ein Bildsachbuch = a Pictorial History of the Horn, 121.
134 Monelle, Musical Topic: Hunt, Military and Pastoral, 67.
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Chapter 4
Open-Bell Playing in Historically Informed Performances

Regardless of performance technique used: open-bell, vent-holes or hand-stopping,
understanding of the practices of historical horn players is a vital part of historically informed
horn performance. In the same way knowledge and experience of hand-stopping has greatly
influenced the interpretation and performance of classical horn repertoire, intimate
knowledge of the technical practicalities and limitations of open-bell performance can also
influence and direct the interpretation and expression of early eighteenth-century repertoire.

This chapter will provide a brief overview of how one might approach performing horn
repertoire in the tradition of the early eighteenth-century horn players. Aspects that will be
discussed include the current state of historically informed horn playing, issues in playing on
replica historical equipment, developing the lipping technique and available resources, and
relevant stylistic practices which can also aid in disguising non-standard intonation.

Current Trends
While eighteenth-century audiences may have been accepting of brass intonation
inconsistent with that of other instruments, recording has increased the expectations of
modern audiences, conductors and performers to a high standard that is also applied to
historical instruments . The prevalence of hand-stopping and vent-holes has created
significant misconceptions regarding historical brass performance practices. Like the
audiences, conductors and players are quite often unaware of the historical issues
surrounding the use of vent-holes and the uncertainty of baroque-era hand-stopping.
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On the issue of intonation, historical instrument maker and performer Richard Seraphinoff
states in his 1996 article:
But when given the choice, I prefer to work under the assumption that by
using hand stopping, I am emulating the technique of the best horn players of
the Baroque era.135

In his 1997 article, the Spanish historical horn performer Javier Bonet-Manrique was equally
as certain about the use of hand-stopping:
Is it really thinkable, that someone who held a horn in his hand for 30 years
wouldn’t notice that putting his right hand in the bell had an effect on the
harmonic series?136
This view, that hand-stopping was practised to some degree prior to its documented
development date, was widely held during the 1990s, The idea was originally suggested by
Reginald Morley-Pegge in 1960,137 and subsequently supported by Horace Fitzpatrick.138
subsequent research by Thomas Hiebert in 1992 suggests that a rudimentary form of handstopping was possibly employed prior to 1720.139 Joel Gilbert has also concluded in 2014 that
hand-stopping was the only ‘expedient’ method of attaining the non-harmonic tones used in
Telemann’s horn writing. 140 These conclusions are primarily based on the inclusion of nonharmonic tones in eighteenth century repertoire.141

135 Richard Seraphinoff, "Natural Horn Column: Nodal Venting on the Baroque Horn: A Study in Non-Historical Performance
Practice," The Horn Call - Journal of the International Horn Society 27, no. 1 (1996): 23.
136 Javier Bonet-Manrique, " Classical Horn, Baroque Horn or Corno Da Tirarsi? The World in 1750 Was of Course Very
Different from That in Which We Live Today" Brass Bulletin - International Magazine for Brass Players 100 (IV 1997): 22.
137 Morley-Pegge, The French Horn, 87.
138 Fitzpatrick, The Horn and Horn-Playing, 83.
139 Thomas Hiebert, "Virtuosity, Experimentation, and Innovation in Horn Writing from Early 18th Century Dresden," Historic
Brass Society Journal 4 (1992): 123.
140 Joel Gregory Gilbert, "Telemann and Baroque Hand Horn Technique" (D.M.A., Arizona State University, 2014), 47-48.
141 Both Hiebert and Gilbert do consider the available alternative techniques such as lipping and forms of muting, but where
Gilbert concludes that these techniques were too impractical to have been used, Hiebert does not dismiss the possibility.
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Playing without the use of vent-holes is a more established practise in natural trumpet than
natural horn playing, with the historical performance department at the Schola Cantorum
Basiliensis dedicated to using this technique.142 However, those trumpet and horn players in
the minority who choose to perform without the use of hand-stopping or vent-holes face
greater resistance, primarily from fellow HIP brass players. Historical trumpet soloist Julian
Zimmerman comments that “there is a lack of accepting the character and nature of historic
trumpets and horns, and this character gives them their identity.”143 On the issue of horn
performance without holes, horn scholar J. Drew Stephen advocates a more balanced
approach, that if horn players choose to use vent-holes or hand-stopping, that they, and their
audiences should be aware of the lack of historical basis of these methods.144 On the practical
issue of playing open-bell on historical horns, Drew also states:
One suspects it would now be highly impractical for players to attempt these
works exclusively on the open horn: few players today possess the skill to
bend notes to the extent that players in the eighteenth century were
accustomed, and few audiences today would be forgiving of the
inconsistencies in tuning that would probably occur.145

However, horn players have performed without vent-holes or hand-stopping, most frequently
in the orchestral works of Bach and Handel. For instance, the period performance ensemble
Le Concert Spirituel have performed Handel’s Water Music and Music for the Royal Fireworks
without the use of hand-stopping or vent-holes from the brass section.146 Historical horn

142 Edward Tarr, The Trumpet (Hickman Music Editions, 2008), 63.
143 Stan Curtis, "Interview with Julian Zimmermann, Natural Baroque Trumpet Soloist." Accessed January 2019.
http://www.trumpetjourney.com/2017/08/12/interview-with-julian-zimmermann-natural-baroque-trumpet-soloist/.
144 Stephen, "To Stop or Not to Stop: Nodal Venting and Hand-Stopping on the Baroque Horn," 64.
145 J. Drew Stephen, "Haydn and the Horn," in American Musicological Society - Southwest Chapter Conference (Texas State
University, San Marcos 2012), 12.
146 Concert Spirituel, "Handel: Music for the Royal Fireworks - Bbc Proms 2012" (2012),
https://www.youtube.com/watch?v=fNqJ8mED1VE.
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player Andrew Clark has also recorded both Brandenburg Concerto No. 1 BWV 1046 and
Bach’s Hercules Cantata BWV 213 using his embouchure to correct intonation.147 Clark notes,
however, that in the process of recording the Brandenburg concerto, he became fatigued
from lipping the notes, and had to resort to vent-holes, and the final recording contains a
mixture of both.148 The brothers Pierre-Yves and Jean Francois Madeuf have also performed
and recorded on trumpets and horns without the use of vent-holes or hand-stopping In 2016
they recorded a number of Telemann suites and concertos featuring horns and trumpets
along with the HIP ensemble La Petite Band.149

Lipping Technique
Bending harmonics, also referred to as ‘lipping’, is a technique still used by brass players
today to either make minor intonation corrections, or as a special effect heard particularly in
Jazz music. To make the greater degree of correction to the intonation required on historical
brass instruments requires significantly more strength from the player’s embouchure.

Training Resources
Unfortunately there are no surviving historical sources that address the use of lipping on
horn. More generic open-harmonic exercises can be found in Giovanni Punto’s book of daily
exercises published in France 1793.150 It is possible that this was used as foundation exercises
for horn players but provides no direction for techniques such as lipping or hand-stopping.

147 Joseph T. Falvey, "An Equipment Guide to Performing Baroque Horn Music" (D.M.A., University of Miami, 2011), 79.
148 Falvey, "An Equipment Guide to Performing Baroque Horn Music," 79-80.
149 Georg Philipp Telemann, Trumpet and Horn Concertos Jean-François Madeuf and Pierre-Yves Madeuf with La Petite
Bande and Sigiswald Kuijken Recorded January 2016 Accent ACC24318 Hong Kong: Naxos Digital Services US Inc., 2016.
150 Giovanni Punto. Étude Ou Exercice Journalier. Offenbach: Johann André, ca1801. Accessed June 2019.
https://imslp.org/wiki/Special:ReverseLookup/504977.
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As discussed in Chapter 2, the practice of lipping on trumpet was documented by the
trumpeter Johann Altenburg, and also likely employed by Giralamo Fantini. Despite being
written for natural trumpet playing, Edward Tarr’s The Art of Baroque Trumpet Playing in
three volumes is an excellent resource for baroque horn players as well.151 Many of the
exercises have been drawn from or inspired by historical trumpet etudes and repertoire.
Volume One, in particular, has several exercises for developing the lipping technique on the
eleventh and thirteenth harmonics as well as general exercises for developing range,
flexibility, articulation and ornamentation (trills) and so on. Volumes Two and Three contain
two, three and four-part exercises for developing unity of intonation within a brass section.

Something important for practitioners to keep in mind is that, since lipping requires a greater
amount of embouchure strength than either vent-holes or hand-stopping, they should take
care not to over-exert themselves, especially in the beginning stages, in order to avoid injury.
As previously mentioned, Andrew Clark was forced to go back to using vent-holes from
lipping while recording Bach’s first Brandenburg Concerto due to fatigue. In his books,
Edward Tarr frequently advocates breaks between the various exercises, and that these
should only be done in short practice sessions.152

Lipping Harmonics
Many of the physical characteristics of brass playing are similar to those of singing,
particularly in the effect of the oral cavity on the timbre and pitch. Existing research on the

151 Edward Tarr, The Art of Baroque Trumpet Playing Exercises from the Schola Cantorum Basiliensis (Mainz: Schott, 1999), Vol
I-III.
152 Tarr, The Art of Baroque Trumpet Playing: Exercises from the Schola Cantorum Basiliensis, Vol I, 32.
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role of the vocal tract in brass playing is inconclusive, but suggests that at particularly high
ranges, the vocal tract does play a greater role in producing the harmonics. Analogies can be
made between the different positions for bending harmonics and sound production
techniques for singers. The obvious difference is while that singers use their vocal tract to
shape the sound already produced by their vocal cords, brass players use it primarily to adjust
the volume, speed and direction of the airstream against their lips, and to a lesser degree, the
timbre of the resulting tone.

For bending harmonics downward, Tarr advises the player to enlarge the oral cavity slightly
by dropping the jaw and tongue, which has the effect of slowing the airstream. 153 I have
found that this can be aided by dropping the larynx similar to the ‘pre-yawn’, as well as
shaping the tongue in production of an “oh” vowel sound. Conversely, bending a note
upwards requires the player to narrow the cavity by raising the tongue, narrowing the
airstream and increasing the speed at which it impacts the player’s lips. For this, I have
discovered that it also helps to shape the oral cavity as if singing in ‘head-voice’ or falsetto
style, as well as adopting an ‘ee’ vowel shape.

There are some observable limitations and consequences of adjusting the intonation of
harmonics, and different harmonics have their own observable characteristics and
idiosyncrasies in playing them. The following section will discuss some of the difficulties in
attaining harmonic tones, and how composers used them in horn writing, in order of their

153 Tarr, The Trumpet, 61.
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frequency of use. Knowing how they were used in horn melodies is useful in creating
exercises to aid in developing the lipping technique.

As Altenburg noted, it is significantly easier to bend harmonics down than it is to bend them
up, which means aside from the 13th harmonic, this is the approach players should take.154
Some harmonics are significantly more resistant to being lipped than others. This is due to
several factors, such as the particular harmonic, what key the instrument is set in, and the
direction from which the harmonic is approached. Another limitation of lipping is the time
required to adjust the embouchure, which can mean that in passages that are faster moving
or contain significant leaps, effective lipping of harmonics becomes impractical. The last
consequence of lipping is that it noticeably changes the timbre, making the sound weaker
and less resonant.
Eleventh Harmonic
The 11th harmonic is the most frequently used of the non-conforming harmonics and appears
in horn music as both F or F#. The harmonic sits between the two notes, closer to the F#.
The first example, Bach’s Brandenburg Concerto No. 1 demonstrates the typical use of written
Fs and F#s in both horn parts, shifting between them within a single passage (figure 4.1).155

154 Altenburg, Versuch, 72.
155 Bach, Brandenburg Concerto No. 1 BWV 1046.

64

Figure 4.1: Bach, Brandenburg Concerto No. 1 BWV 1046, Allegro, mm 11-18.

The second example is the opening of the aria “Va tacito e nascosto” from Handel’s Giulio
Cesare, where from the second bar, the horn is doubling the melody with the first violins
including the written F4’s (concert Bb’s) in the horn part, which can become an issue if the
horn player cannot lip the notes to match the violin’s (figure 4.2).156

Figure 4.2: Georg Frideric Handel, Giulio Cesare, “Va Tacito e Noscosto”, mm 1-4.

156 George Frideric Handel, Giulio Cesare in Egitto, HWV 17 (London: Cluer & B. Creake, 1724), accessed November 2018,
https://imslp.org/wiki/Special:ReverseLookup/240383.
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Thirteenth Harmonic
The 13th harmonic, naturally sitting between the written G#4 and A4, is also a frequently
used harmonic. Altenburg was insistent that the A4 was achieved by raising this harmonic,
rather than by lowering the upper 14th harmonic.157 Since resistance to lipping harmonics up
is greater than lipping down, achieving the A4 requires a great deal of strength both to reach
and maintain, and has the effect of weakening the strength of the tone. A5 was in use from
very early in the horn’s orchestral period as shown in Telemann’s first horn concerto (figure
4.3), composed sometime between 1708 and 1714.158

Figure 4.3: Georg Philipp Telemann, Concerto in D Major TWV 51:D8, Largo, mm 11-20.

Later concertos expanded on the use of this harmonic, both through A5 occurring more
frequently and employing the use of G#’s. In some instances, the horn player was required to
shift directly from A5 to G#5, as shown in the middle Adagio movement of Förster’s concerto
for horn in Eb (figure 4.4).159

Figure 4.4: Christoph Förster, Concerto in Eb Major for Horn, Adagio, mm 6-12.

157 Altenburg, Versuch, 72.
158 George Philipp Telemann, Concerto á Corno da Caccia, Violin/Hautbois en ripien, due Viole e Cembalo del Sigr. Telemann,
Handwritten Score, Mus.ms 1033/3, Technische Universität Darmstadt, accessed April 2017, .
159 Christoph Förster, No. 5 Concerto ex Dis del Sigr. Förster, Handwritten Score, Saml.Wenster J:5, pp 32-41, Lund University
Library, The Wenster Collection.
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Eighth Harmonic
The B3 is also a non-harmonic note that appears frequently, primarily in solo horn repertoire
and is attained slightly differently to other non-harmonic notes While it can be helpful to
mentally associate it with the eighth harmonic, C4, in reality a B3 can be better achieved by
directly attempting to produce a false harmonic that sits between the seventh and eighth
harmonic, rather than by attempting to bend the C4 down, which demonstrates considerable
resistance to lipping. Since the B3 appears most commonly in fast moving passages as either
a neighbouring tone or as part of arpeggiated figures, the harmonic can be approximated
(figure 4.5).160

Figure 4.5: Reinhardt, Concerto in Eb Major, Moderato, mm 31-35.

Seventh Harmonic
The A3 can be quite successfully attained by bending down the seventh harmonic, Bb3. This
note usually appears as a neighbouring note, demonstrated in a concerto in D attributed to a
‘signor Gehra’, one of the few surviving works that demonstrate the second horn style of
playing from the end of the baroque. In figure 4.6, the A3 appears as part of a descending
melodic line, and then again as part of an ascending melodic line in figure 4.7.161

160 Reinhardt, Concerto ex Dis dur del: Sig: Reinhardt.
161 Gehra, Concerto ex D-dur del Sigr Gehra, Handwritten Score, Saml.Wenster J:17b, pp 123-140, Lund University Library, The
Wenster Collection.
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Figure 4.6: Gehra, Concerto in D, Allegro, mm 135-139.

The second example (figure 4.7) also includes the direction con sordini which has become to
mean ‘with mutes’.162 Experimentation with the passage reveals that there is not enough time
for either horns or strings to change mutes without a significant pause in the music. A
possible interpretation that the hand is meant to be used as a ‘mute’ for this passage, and may
be reflective of early experimentation with hand-stopping.

Figure 4.7: Gehra, Concerto in D, Allegro, mm 216-220.

Second to Fourth Harmonics
The lower harmonics appear in a few works from the end of the baroque and early classical
periods. Example works include a trio for violin, horn and bass by Carl Heinrich Graun,
shown in figure 4.8,163 where the horn demonstrates two short passages (descending scales
starting in the second half of the first and third bars) requiring the lipping of the lower
harmonics.

162 Gehra, Concerto ex D-dur del Sigr Gehra.
163 Graun, No. 8 Trio ex D dur del Sigr Graun, Handwritten Score, Saml.Wenster J:8, pp 49-54, Lund University Library, The
Wenster Collection.
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Figure 4.8: Carl Heinrich Graun, Trio for Violin, Horn and Bass, Allegretto, mm 46-50.

Figure 4.9164 demonstrates another use of lower harmonics from a concerto attributed to
Joseph Hampel, which includes a dramatic two octave descending scale from the 12th to the
3rd harmonics in the fourth bar. Given his role in the development of hand-stopping which
was discussed in chapter 2, Hampel’s concerto in particular could have also been an example
in experimentation with the technique similar to the previously mentioned concerto by
Gehra. As such, a degree of hand-stopping could be justified in a performance of the work,
however from my own experiments with this work, the use of hand-stopping does not
significantly improve the result.

164

Anonymous, Concerto ex D Dur, Handwritten Score, Saml.Wenster J:13, pp 84-92, Lund University Library, The Wenster
Collection.
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Figure 4.9: Anonymous (Anton Joseph Hampel), Concerto in D, Adagio, mm 32-36.

Sixth Harmonic
Despite the ease with which this harmonic can be bent to the F# below, it only appears a few
times in horn repertoire as a neighbouring tone to G3. A possible reason for this could be
due to the G3’s relative isolation to the upper octave, making it difficult to include the F# in a
melodic line.

Historical Equipment
Particularly in the case of historical brass performance, playing on appropriate equipment is a
vital part of exploring and understanding the performance practices techniques of the period.
There are a number of issues that arise from performing on historically authentic equipment
from the eighteenth century.

Instruments
There are only a few horns that have survived the centuries of non-use and fewer are in a
playable condition. Given this lack of original instruments, horn players are required to use
replicas of historical models. There are several instrument makers who build copies of
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historical brass instruments, with varying degrees of faithfulness to the historic models. The
differences between modern and eighteenth-century life for musicians also means that some
differences are built into replica horns. One such common modification which has become
standard on historical horn reproductions is the addition of crooks to what may have
originally been fixed pitch instruments. In fact, only two historical horn makers advertise
that they supply fixed pitch horns: Richard Seraphinoff and Egger Historic Brass. However,
independent makers may make custom fixed-pitch horns on request.

The use of crooks makes practical sense, given the varied repertoire requirements of
historical horn performers, and the convenience of not having to carry several horns in
different keys, but according to historical brass instrument restorer Martin Mürner it also
exacerbates the intonation issues and hampers the player’s ability to bend the harmonics. 165

In his article on seventeenth century brass technique, Arnold Fromme also suggests that
historical instruments were more amenable to bending harmonics.166 In an experiment
conducted at the University of Edinburgh, several historical horns in the university’s
collection, as well as modern reproductions were tested for how far harmonics could be bent.
The results showed that the earlier instrument models were more amenable to pitch-bending
than later models, possibly due to these instruments not being as harmonically aligned as
later models and modern replicas.167

165 Egger Historical Brass, "Baroque Horns." Accessed December 2018.
https://www.eggerinstruments.ch/index.php/en/historical-instruments/historical-horns/baroque-horns.
166 Arnold Fromme, "Performance Technique on Brass Instruments During the Seventeenth Century," Journal of Research in
Music Education 20, no. 3 (1972), 335.
167 Lisa Norman, "An Integrated Approach to the Analysis of Eighteenth Century Horns" (PhD Thesis, University of Edinburgh,
2013), 76-86.
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There are also historical indications that fixed pitch horns (horns without crooks) were still
used despite the existence of crooked horns. This may have been due to the expense of
purchasing horns with crooks, but their increased amenability to pitch-bending may also
have played a part. Inventories of the instruments at the Gotha court in 1750168 and the
Cöthen court in 1773 also include collections of fixed-pitch horns, suggesting that these
continued to be used well after the development of crooked instruments. 169

Mouthpieces
Just as important as the body of the instrument is the choice of mouthpiece, but it is quite
often overlooked when it comes to historical brass playing. Due to the playing qualities and
technical demands of historical horns, particularly the extreme high range of the baroque
period, modern horn mouthpieces are generally ill-suited for use with earlier horn models.
Valid reproduction of early eighteenth-century mouthpieces is even more problematic than
the reproduction of the instruments themselves, however, due to the lack of surviving
examples, and the inability to accurately match them with the horns for which they were
made.

The choice of mouthpiece can also have an effect on the degree of pitch-bending that can be
achieved. While historical trumpet scholars Edward Tarr170 and Henry Meredith171 both
agreed that the traditional funnel shaped mouthpieces used by horn players are much less
adept for pitch-bending than the bowl-shaped mouthpieces used by trumpets, neither source

168 Christian Ahrens, "The Inventory of the Gotha Court Orchestra in 1750," The Galpin Society Journal 60 (2007): 43.
169 Fitzpatrick, The Horn and Horn-Playing, 35.
170 Margaret Sarkissian and Edward H. Tarr, "Trumpet," (Oxford Universit y Press, 2001).
171 Meredith, "Girolamo Fantini's Trumpet Method: A Practical Edition," 224.
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elaborates on the method by which they came to that conclusion. The few surviving
examples of horn mouthpieces from the early period are not sufficient to provide an accurate
picture of the range of mouthpieces that were in use in the early eighteenth century. While
the surviving mouthpieces are all variations on the funnel shape, it cannot be discounted that
cup-shaped mouthpieces were also used. Additionally, not all the surviving mouthpieces are
metallic, with cow-horn and ivory also being used as materials.172

An experiment (see Appendix) was undertaken to ascertain the playing qualities of
mouthpieces constructed from alternative materials, in particular, whether different
mouthpiece cup-shapes and materials have any significant effect on lipping harmonics.
While there are some observable differences, the results did not indicate any significant
advantages from any of the different types of mouthpieces.

Combining Technique and Performance Practices
Understanding and developing the techniques of early eighteenth-century horn players is
only one part of the performance process. The available evidence suggests that eighteenth
century horn players may have been able to correct their intonation with varying degrees of
success. The question then becomes one of how these techniques were incorporated with
period horn performance practices.

While later classical and romantic horn treatises focus more on actual playing technique,

172 Fitzpatrick, The Horn and Horn-Playing, 155-157.
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there is little mention of stylistic aspects of performance. The study of hand-stopping has
demonstrated how phrases are structured around hand-stopping, taking elements such as
dynamics, note and beat emphasis and timing to ‘cushion’ the hand-stopped notes. To
understand how these can be applied to horn performance of the early eighteenth century it
is necessary to look at rhetoric, the foundation behind baroque music which would have
applied to all musicians, including horn players.

Rhetoric, originally developed in classical Greece, and revived during the Renaissance, was
described as the art of persuasion, of the listener or audience to the truth. For this, an
eloquent orator would use various devices such as tone, speech, rhythm and hesitation to
affect the emotions of their audiences. Rhetoric formed the foundation and methodology of
many of the performing arts such as music, acting and dance. Thus, the purpose of musical
performance was to evoke specific emotional responses from the listeners.173 The use of
rhetoric in musical performance fell out of use in the late eighteenth century, and
disappeared entirely during the Romantic period. It has only been since the mid-twentieth
century that practice of rhetorical music has seen a revival, most particularly in the area of
HIP.174

The foundation of rhetorical music was in the use of musical gestures, which could symbolise
or express different emotional states. How they were received by the audience was largely
dependent on the player’s interpretation. Both historical authors like Johann Joachim
Quantz, C.P.E Bach, Leopold Mozart and Daniel Gottlob Türk, and modern authors such as

173 Bruce Haynes and Geoffrey Burgess, The Pathetick Musician: Moving an Audience in the Age of Eloquence (New York, NY:
Oxford University Press, 2016), 6-8.
174 Haynes and Burgess, The Pathetick Musician, 30-35.
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Bruce Haynes, Geoffrey Burgess and Clive Brown have discussed the ‘toolbox’ of stylistic
devices available to performers. such as tempo, rhythm, dynamics and articulation which can
be employed to interpret and shape musical figures.

Many musicians of the time, such as Quantz, discussed the importance of musical rhetoric:
Musical execution may be compared with the delivery of an orator. The
orator and the musician have, at bottom, the same aim in regard to both the
preparation and the final execution of their productions… Thus it is
advantageous to both, if each has some knowledge of the duties of the
other.175

The rhetorical process also provided a framework which covered the inspiration for, the
composition, preparation, and the performance of a musical work. There are between three
and five stages or ‘offices’ of the rhetorical process: Inventio, Dispositio, Elocutio, Memoria
and Actio.

Although there is overlap with other instruments, horn players have their own set of
expressive devices available to them. Many of these devices use the horn’s natural intonation
and the various topics symbolised by the association of the horn and the hunt. Since the
eighteenth-century composers would have been aware of the physical limitations and
symbolic associations when writing for the horn, greater understanding of the rhetorical
process can allow modern horn players to explore how the horn’s intonation may influence
the expression of musical figures.

175 Quantz, Versuch, 119.
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The relationship between musical topics and rhetorical figures has been difficult to define.
One suggestion is that topic theory, for musical theorists, is the modern equivalent of
rhetorical figures as a way of musical analysis.176 A possible extension to that definition is
that, for performers, topic theory provides a framework to place rhetorical figures into
musical context and would likely have been intuitively known by historical performers.

Inventio and Dispositio
The inventio and dispositio stages both dealt with the composition of a musical work.
Inventio specifically refers to the initial inspiration or idea for the work: its raison d’etre.
Dispositio took the musical topics of the inventio and arranged them into musical structures.
This stage also dealt with the practical considerations, such as key and time signatures,
tessitura, tempo etc.

In many cases, the performer and the composer were one and the same, but where they were
not, performers were encouraged to be part of the composition process. Mattheson argued
that musical communication was a shared responsibility between the composer and
performer, and that understanding the work can aid the performer in the clarity of their
performance.177

Elocutio and Memoria
Elocutio addressed the practical aspects of performance such as techniques and the stylistic
interpretation and contains much of what comes under historical performance practice, such

176 Mirka, The Oxford Handbook of Topic Theory, 553.
177 Haynes and Burgess, The Pathetick Musician, 42.
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as accentuation, articulation, dynamics, phrasing, overall tempo and tempo modification.
Memoria dealt with memorisation, not just of the music but of the unwritten and improvised
musical elements such as essential graces and ornamentation to be added by the performer.

It is the tendency of the ‘modern’ performance practice of the twentieth century to interpret
musical scores literally, assuming that the composer’s notation contained all the required
information to be performed. However, for historical performers, the assumption is that the
musical notation produced by the inventio contains only the essential information, with very
little information regarding its interpretation. This view is clearly articulated in this
comment from the French composer Francois Couperin.
Just as there is a great distance between Grammar and Eloquence, there is the
same infinity between notated music and music played well.178

This viewpoint is also shared by the German composer Johann Mattheson who states:
Those who have never discovered how the composer himself wished to have the
work performed will hardly be able to play it well. Indeed, they will often rob
the thing of its true vigour and grace, so much so, in fact, that the composer,
should he himself be among the listeners, would find it difficult to recognize his
own work.179

As such, it is up to the performer to ‘read between the lines’ and bring life and expression to
the work. Obviously for baroque horn performance, a significant interpretive issue is
regarding the intonation of the notated non-harmonic tones. While horns were relatively
new, the harmonic limitations of trumpets were well known, and it can be safely assumed

178 François Couperin, L’Art de toucher le clavecin (1717). Quoted in Haynes, Bruce. The End of Early Music: A Period
Performer's History of Music for the Twenty-First Century (Oxford: Oxford University Press, 2007), 103.
179 Johann Mattheson, Der vollkommene Capellmeister (1739). Quoted in Haynes, The End of Early Music, 114.
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that composers were aware of the factors surrounding the production of non-harmonic tones,
and trusted that horn players were able to interpret and express their notation appropriately.

If approaching horn music from this period with ‘modern’ performance techniques such as
long seamless phrasing, strict tempos, even note groupings and lack of beat hierarchy, it
becomes clear that these are ill suited. Rhetorical music from the early period allows for the
use of an array of expressive and technical devices through which it is possible to disguise
intonation issues. Musical phrases become structured in such a way to get the best possible
result from the non-conforming harmonics. This approach takes into consideration the
psychology of the musical perception of listeners. David Huron, a prominent researcher in
this field, states of cultural musical tradition that “the vast majority of works employ familiar
instruments, use a familiar scale, follow a familiar meter, play familiar harmonies, and
conform to a familiar style,” which creates a predictability of music in the particular style. 180
By taking advantage of a listener’s tonal expectations, the horn player only has to
approximate a given harmonic, which is then perceived as the intended pitch by the
audience.

Alternatively, to deliberately not correct the intonation is also a justifiable performance
choice. The natural intonation of the horn can be used to imitate the musical style of
hunting horn music and evoke ideas of hunting and nature to create a contrast between the
horns and other instruments of an ensemble or create dissonance. This approach also
suggests adopting other stylistic elements of ton de vénerie that were discussed in chapter 3.

180 David Huron, Sweet Anticipation: Music and the Psychology of Expectation (Cambridge, United States: MIT Press, 2014),
242.
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Regarding his Sinfonia di Caccia, Leopold Mozart advised the horns to play “very harshly, as is
customary in hunting, and as loudly as possible.”181

Accentuation
In much the same way that the meaning of a sentence can be changed simply by altering
which words are emphasised, in rhetorical music, accents can be used to emphasise the
structure, beat hierarchy and note groupings, or to enhance expression of a particular phrase
(such as the climax), and to avoid excessive predictability in repeating melodic patterns. In
this way, individual notes become less important in light of the overall shape and structure of
melodic figures.

A simple example can be shown in the opening bars of the ‘Quoniam’ in Bach’s B minor Mass
(figure 4.10).182 The third bar has a leap of a minor seventh from the G3 to the F4, an interval
which is not conducive to successfully lipping the F. But by emphasising the G, allows the
player to back off on the following F which can get lost in the shape of the overall melody and
the exact intonation becomes less of an issue.

Figure 4.10: Johann Sebastian Bach, Mass in B Minor BWV 232, Quoniam, mm 1-4.

181 Monelle, Musical Topic: Hunt, Military and Pastoral, 87.
182 Bach, Mass in B-minor BWV 232.
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Articulation
Modern brass techniques promote the use of ‘t’ or ‘d’ consonants to articulate notes; however
historical brass sources such as Fantini and Altenburg advocate using a variety of vowel and
constant sounds to produce notes.183 The lightweight historical instruments are more
responsive to the variety of different articulations and tonal options that can be employed.
The use of softer articulations, such as ‘k’ or even ‘huffing’, can also aid in hiding the poor
intonation of certain harmonics as stronger articulations tend to aid in ‘centring’ harmonics.
Such is the case in the opening of the aforementioned “Va tacito e nascosto” (figure 4.11),184
which includes 11th harmonic F’s, most notably in the second bar. By using a soft articulation,
or huffing, on the repeated 11th harmonic F’s helps in blending them in with the violin’s
unison notes.

Figure 4.11: George Frideric Handel, Giulio Cesare in Egitto HWV 17, “Va Tacito e Noscosto”,
mm 1-4.

Alternatively, by using stronger articulation in conjunction with accents, the abruptness of a
‘bell-tone’-like effect (a strong attack followed by a rapid decay in dynamics) can also be

183 Fromme, "Performance Technique on Brass Instruments During the Seventeenth Century," 330.
184 Handel, Giulio Cesare in Egitto, HWV 17.
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effective in distracting listeners from the intonation issues. A possible use for this could be in
Bach’s Brandenburg Concerto No.1 (figure 4.12),185 where using bell tones on the minim notes
can help, along with the intended dissonance between the horn parts, to disguise the
intonation issues for the 11th harmonic.

Figure 4.12: Bach Brandenburg Concerto No.1 BWV 1046, Allegro, mm 36-38.

Tempo and Rhythmic Modification
This can refer to the temporary alterations in the fundamental tempo of a work by either
speeding up (accelerando) or slowing down (rallentando) for expressive purposes. Either
suddenly or gradually, tempo variation be used to alter the underlying mood of passages,
with faster speeds increasing liveliness, excitement, anger or fury; or slower speeds to create
tenderness or sadness. Another method is to redistribute note values over a melodic figure
for expressive purposes and can also be referred to as tempo rubato (stolen time).

Modifying the tempo on large or small scales can also have a wide variety of practical
applications. The quickening of tempo can allow for ‘glossing’ over non-harmonic tones,
where slowing down can allow for a greater time to set-up the embouchure to more
effectively correct a particular harmonic. And of course, either method can also have the

185 Bach, Brandenburg Concerto No. 1 BWV 1046.
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added benefit of conserving and maintaining embouchure stamina, which can be a huge
consideration in baroque horn performance.

For example, in the middle movement of Förster’s concerto in Eb (figure 4.13),186 slowing
down the tempo in bars 7 and 8 can help in shifting from A to G# on the same harmonic.
Conversely speeding up from bar 13 can help in getting through the extended passage, as well
as aid in increasing tension suggested by the melodic line.

Figure 4.13: Christoph Förster, Concerto in Eb, Adagio, mm 6-17.

Ornamentation and Improvisation
For eighteenth-century musicians, ornamentation and improvisation was an integral part of
the performance. In his treatise, Quantz goes into detail with examples of how melodies
could be embellished in both Italian and French styles.187 These additions were drawn from
the performer’s experience, as well as cultural and social knowledge. The use of these
melodic embellishments was to be employed in a manner that appeared to be spontaneous

186 Förster, No. 5 Concerto ex Dis del Sigr. Förster.
187 Quantz, Versuch, 136-161.
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and that integrates seamlessly with the composer’s intention expressed through the inventio
and dispositio:
Ornaments, whether simple essential graces or free passaggi, should never be
contrary to the dominant passion of the principal melody, so the sustained and
drawn-out melody shouldn’t be confused with movements that must be playful,
whimsical, sprightly, or astonishing movements; nor the bold with the
flattering, and so on.188

In addition to their expressive use, ornaments and embellishments can also aid in disguising
intonation difficulties. Simpler graces, such as the various mordents, trills, appoggiaturas,
turns as well as vibrato can be easily employed on non-conforming harmonics. For longer
notes, embellishments of melody can be employed through subdividing and adding notes
into melodic figures to avoid lingering on certain harmonics. For example, figure 4.14
demonstrates my own suggested elaboration on a melody from the second movement of
Peter Joachim Fick’s concerto for horn in Eb,189 which allows the player to ‘gloss’ over many of
the non-harmonic tones that appear in the original melody.

188 Quantz, Versuch, 136-161.
189 Peter Joachim Fick, Concerto a 5 ex Dis-Dur: für corno da chasse, due violin, viola con bassus, ed. By Robert Ostermeyer
(Leipzig: Ostermeyer, 2004).
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Figure 4.14: Peter Joachim Fick, Concerto a 5 Ex Dis, Larghetto, mm 1-11.

Actio
The final stage of the rhetorical process deals with the physical act of performing. Part of
Quantz’s definition of good Vortrag (delivery) was to be able to perform the work with
sincerity, commitment, and with appropriate physical deportment and facial expression.190
Modern research also agrees that a performer’s physical performance can enhance the
emotional and expressive content.191 Physical aspects of performance, such as how to hold
the instrument and which way bell(s) will be facing: one direction, pointing towards, or
pointing away from each other, should come into consideration. As demonstrated in Chapter
2, there was a variety of different ways in which horns could be held.

190 Haynes and Burgess, The Pathetick Musician, 250.
191 Dahl, Sofia, and Anders Friberg. "Visual Perception of Expressiveness in Musicians' Body Movements." Music Perception:
An Interdisciplinary Journal 24, no. 5 (2007): 434-435.
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The interaction between performer and audience was an integral part of rhetorical music. As
discussed in chapter 3, horn performance contained a significant theatrical aspect, and was
largely dependent on the audience’s knowledge of contemporary symbolic associations and
meanings, such as specific hunting calls. And since modern audiences will most likely not
understand the references, it is advisable that they are enlightened through a narrative or
programme notes. As a result, the use of lipping has been more popular in live performances
is than in recordings, which lacks the visual impact that live performances can produce that
can enhance the drama, or distract audiences from the auditory element.

Concluding Thoughts
There are many factors which can contribute to the success of lipping. First are the players
themselves. For modern horn players, learning to ‘lip’ the baroque horn can be a difficult and
daunting process, which could also involve significant embouchure changes. Equipment may
also have been a significant factor, with historical fixed pitch horns demonstrating more
pitch flexibility than modern, crooked, replica horns. The use of lipping does not work
effectively if employed within the modern performance style, where the score is revered as
finished product and performers are encouraged to “let the music speak for itself.”192 But
when employed in conjunction with the musical aesthetics and idioms of expressive baroque
musical performance, it allows for a wide variety of different musical interpretations which
can aid in disguising or minimising the intonation differences.

192 Irons, Jesse. "Rhetoric in the Performance of Baroque Music." Accessed April 2019.
http://www.jesseirons.com/musicker/2014/11/5/rhetoric-in-the-performance-of-baroque-music.
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Performing without the aid of hand-stopping or vent-holes can be a controversial decision
given the current state of historically informed horn playing. Regardless of whether a horn
player chooses to perform using the lipping technique or not, the musical and technical
benefits that can be gained from learning this approach are worthwhile. An understanding of
the technical issues and limitations of lipping allows for the player to incorporate some of the
inherent nuances of this approach into performances using vent-holes or hand-stopping.
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Chapter 5
Conclusions

The topic of lipping in historically informed horn performance will likely continue to be the
subject of debate. But despite the this, very little in the way of scholarly research has been
conducted into the topic of lipping. While there is an acceptance among historical horn
scholars that the use of vent-holes in historically informed horn (and trumpet) performance
is anachronistic, their continued use has led to a misleading familiarity with them to the
point that other HIP musicians, audiences, and modern horn players are unaware of the
historical inaccuracy of vent-holes. The use of hand-stopping is another contested topic.
Several historical horn scholars, conclude that hand-stopping was used during the early
eighteenth century as the ‘easiest and dexterous solution’ to play certain harmonics, primarily
the 11th and 13th harmonics, in tune; however, this conclusion does not take into consideration
contemporary imagery of the eighteenth century. Nor does it account for the drastic shift in
horn writing that occurred in the latter half of the eighteenth century when hand-stopping
became the standard technique of horn players. Modern horn scholars have asserted that
hand-stopping was the most convenient and reliable way of bringing these harmonics into
tune. This in turn assumes that historical standards of playing ‘in tune’ were the same as
modern standards, which evidence shows was most likely a complex affair that largely
depended on context.

The ambiguity regarding the evidence for the actual development of hand-stopping does
suggest some experimental use of the technique, something which may have coincided with
the emergence of the low horn style of playing towards the end of the baroque. But since the
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earliest documented discussion of hand-stopping emerged during the latter half of the
eighteenth century, it was more likely that horn players instead used the lipping technique.
Since it was an established technique used by trumpet players, it is logical to assume that
horn players also used this technique. Prior to the development of hand-stopping, horn and
trumpet music was very similar, at least regarding the use of harmonics. But while the notes
may have been the same, many of the rhetorical and extra-musical associations of the
trumpet and horn were vastly different. The horn was also a primary symbol for the hunt, a
sport that was a large part of aristocratic life. As such the horn also represented many of the
extra-musical aspects associated with the hunt – adventure, nobility, chivalry, courage,
nature, divinity and love. The hunt and the symbology of the horn was a significant influence
in how composers wrote for the horn, with hunting motifs being one of the most popular
themes for horns, with some composers quoting known hunting calls and fanfares in their
works. This opens the possibility of horn players adopting the style of hunting horns and not
actually correcting their intonation in some musical contexts.

Although there have been horn players who have performed and recorded works using the
lipping technique, there is little practical documentation on developing this technique
specifically for horn. This is unfortunate since through playing with the lipping technique, a
player learns the necessity of considering and incorporating rhetorical musical aspects such
as dynamics, emphasis, note length, note hierarchy and rubato to get the best possible result
- something which horn players during the early eighteenth century no doubt had to address
as well.
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Modern day historical horn players continue to face the difficult challenge of balancing
historically informed practices with modern tuning expectations. But a revolution in
historical horn (and trumpet) playing is occurring in parts of the HIP community, where
younger musicians are questioning previously established practices. The importance of
performing without the aid of hand-stopping or vent-holes is becoming more apparent. It
opens a world of possibilities for horn players to explore the different timbral and stylistic
aspects of early horn playing, and for other musicians to experiment with different ways of
accommodating and integrating the horn’s unique timbre into ensemble performances. As
Mike Diprose put it “Players and ensembles need to embrace the future. Sure, there will be
the odd surprising moment – that is what makes live music so engaging. If we expected
perfection, we would all listen only to machines!”193

193 Diprose, Mike. "Partial Success. Natural Trumpet - the March Forward." Early Music Review, 105 (2005): 10.
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Appendix

Mouthpiece Experiment Writeup

Experiment Mouthpieces
The experiment incorporated three different mouthpiece cup shapes: V-shape funnel, funnel
with convex sides (curving inwards) inspired by standard horn mouthpieces used in the
eighteenth century, and a shallow bowl-shaped cup much like trumpet mouthpiece of the
time. Each mouthpiece design was constructed using three materials: brass, buffalo horn and
wood (Cherry), shown in figures APX_A.1 to APX_A.3. Buffalo horn was used as an
alternative to cow horn primarily due to the difficultly of obtaining and transporting the
material to Australia. But aside from colouring, with buffalo horn tending to be darker, it is
essentially the same material as cow-horn. Although there is no surviving evidence that wood
was used to make horn mouthpieces in the eighteenth century, given the evidence that both
cow-horn and ivory were used, wood was also a practical choice of mouthpiece material for
the purposes of this experiment, since it is a comparatively easy material to work with and is
currently used by a number of modern makers of mouthpieces for historical instruments
such as cornetti, serpents as well as for modern brass instruments. 194 Several different woods
were experimented with such as Laburnum, Pine, Ebony. The Cherry wood, with its straight
and narrow grain gave the best results.

194 "Jeunaturel," accessed June 16, 2019, https://www.jeunaturel.com/.
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The brass mouthpieces were 3D printed at Shapeways, which emulates the lost wax casting
method by 3D printing a plaster mould. Both the buffalo horn and wooden mouthpieces
were subsequently copied from the brass exemplars manually on a lathe.

Figure_APX_A.1: Brass funnel, convex and bowl mouthpieces.

Figure_APX_A.2: Buffalo horn funnel, convex and bowl mouthpieces.

Figure_APX_A.3: Wooden funnel, convex and bowl mouthpieces.
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Setup
The recorded tests involved lipping the two most frequently used non-conforming
harmonics, the 11th (F4) and the 13th (A4), into tune. Each note was held for 4 beats, at 60
bpm. For the purposes of this experiment, all mouthpiece variants were tested with a single
instrument, a G&P Wind Instruments Hofmaster Baroque horn copy crooked in F (A415).
Recordings were subsequently imported into Sonic Visualiser, a tool which can generate
various visual representations of audio recordings.195 Several spectrograms were generated
using Sonic Visualiser, and the results can be seen in Appendix A. Figures A.4 to A.9
compare the changes in pitch attained by different mouthpiece types (grouped by material
and cup shape) for the 11th harmonic, and figures A.10 to A.15 compare them for the 13th
harmonic.

While all efforts were made to make this experiment as methodologically consistent as
possible and to limit the number of variables, the performance of mouthpieces can vary
greatly depending on other factors. Mouthpiece behaviour can be horn-specific and different
results may be achieved based on what instrument the mouthpiece is paired with, depending
on factors such as cup-depth and bore size. The relationship between player and
mouthpieces is also a significant factor, considering the wide range of lip thicknesses and
embouchure shapes, some mouthpieces work for some players better than others. Because of
these factors the results were only indicative, but a larger scale study that accommodates

195 Cannam, Chris, Christian Landone, and Mark Sandler. "Sonic Visualiser: An Open Source Application for Viewing,
Analysing, and Annotating Music Audio Files." In Proceedings of the Acm Multimedia 2010 International Conference, 1467--68.
Firenze, Italy, 2010.
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some of these other factors could obtain more definitive results.

Results
The most significant observation was that neither the cup shape or the material made any
considerable difference to the degree of lipping that was attained for both the 11th and 13th
harmonics. Regarding other parameters, while there were no significantly discernible trends
that emerged from the different mouthpiece materials, the different cup shapes did
demonstrate some notable tendencies. Regarding the effect of different cup-shapes, the
bowl-shape mouthpiece demonstrated the most unstable note, seen in the extreme dips and
peaks in the pitch. A possible reason for this could be the author’s unfamiliarity with bowlshaped mouthpieces (compared to more typical horn mouthpieces). In contrast, the funnel
shaped mouthpieces produced the most stable notes with its relatively smoother waveform.

But while the degree of lipping that the mouthpieces allowed did not significantly change,
there were observable differences in the degree of resistance offered by the different
mouthpieces. The funnel mouthpieces demonstrated the least resistance, which is illustrated
in the graphs by average pitch which was achieved immediately by the author, compared to
the cup-shape and convex-curve mouthpieces which show directional trends over the course
of the note as the author attempted to bend them with the increased resistance.
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Discussion
The results of this experiment demonstrated that the internal shape of the cup has slightly
more of an effect on the mouthpiece’s amenability to lipping than the construction material,
although the differences observed are minimal. In light of this, it is unlikely that different
mouthpiece types were used for this purpose. It is more likely that other factors played a
greater role in the choice of mouthpiece. For instance, range requirement is one of the
biggest demands on baroque horn playing, and the shallower volume cups of the convex and
bowl mouthpieces help to achieve the high clarino range. The bowl mouthpieces in
particular work well with shorter crook lengths – G, A and Bb.

The resultant tones from the different mouthpieces may have also been a factor. While there
was little discernible difference in the tone produced by the funnel and convex mouthpieces,
the bowl-cup mouthpieces produced a comparatively brighter tone. This can be mitigated to
an extent by using either a wooden or horn mouthpiece, which produces a mellower tone
without the harsh edge heard in metallic mouthpieces.
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Experiment Graphs

11th Harmonic Analysis
Figures A.4 through A.9 display the results of the testing for the 11th harmonic, the written
F(natural). Figures A.4 to A.6 compare the result based on material, brass, horn and wood,
where Figures A.7 to A.9 compare the results based on mouthpiece shape, cup, convex curve,
and straight funnel.

On the basis of mouthpiece material, there are very few differences that are worth
commenting on. The only significant observations to make are:
•

The different brass mouthpieces showed the greatest disparity between them (figure
A.4)

•

The wooden mouthpieces showed the least (figure A.6).

•

The bowl shaped mouthpieces (figure A.7) demonstrated the greatest amount of
instability as illustrated by the greater degree of variance in the pitch frequencies.

•

The funnel shaped mouthpieces, on the other hand (figure A.9), demonstrated the
most stability, seen by the comparatively lesser amount of variation in the pitch
frequency.

•

The convex mouthpiece (figure A.8) was also relatively stable, but demonstrated more
resistance to being lipped, illustrated by the overall downward trend as the player
forced the pitch down.
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11th Harmonic Graphs

Figure_APX_A.4: Brass mouthpiece results.

Figure_APX_A.5: Buffalo Horn mouthpiece results.

Figure_APX_A.6: Wooden mouthpiece results.
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Figure_APX_A.7: Bowl-cup mouthpiece results.

Figure_APX_A.8: Convex curve mouthpiece results.

Figure_APX_A.9: Funnel mouthpiece results.
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13th Harmonic Analysis
Figures A.10 through A.15 display the results of the testing for the 13th harmonic, the written
A. Figures A.10 to A.12 compare the result based on material, brass, horn and wood, where
Figures A.13 to A.15 compare the results based on mouthpiece shape, cup, convex curve, and
straight funnel. Once again, there are few differences between the different mouthpiece
results, which also demonstrate the same tendencies:

•

Brass mouthpieces (figure A.10) had the greatest variation in results, and the wooden
mouthpieces (figure A.12) the least.

•

The bowl shape mouthpieces (figure A.13) again demonstrated the greatest amount of
instability, and the funnel shape mouthpieces the most stable pitch (figure A.15).
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13th Harmonic Graphs

Figure_APX_A.10: Brass mouthpiece results.

Figure APX_A.11: Buffalo Horn mouthpiece results.

Figure APX_A.12: Wooden mouthpiece results.
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Figure APX_A.13: Bowl mouthpiece results.

Figure APX_A.14: Convex curve mouthpiece results.

Figure APX_A.15: Funnel mouthpiece results. Bibliography
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