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ABSTRACT 

Extended techniques are unfamiliar, unusual, unconventional, nontraditional, 

novel effects and extra musical sounds occurring in contemporary music beginning in 

approximately 1970. Douglas Hill categorizes the following extended techniques for horn 

in his book, Extended Techniques for Horn: range, mutes, hand muting, 

tonguing/articulations, trills and tremolos, glissandos, half-valved effects, varied timbral 

potentials, vibrato, quarter-tones, vocalizations, air sounds, mouthpiece effects, 

miscellaneous, and combinations. 

An investigation into the area of pedagogy of extended techniques for horn proved 

a strong need for research and pedagogy since the number of extended techniques in the 

horn literature far exceeds the amount of supportive pedagogical material. To address 

this deficiency, the author used Vincent Persichetti: Parable for Solo Horn, Op. 120, one 

of the most widely performed horn solos with extended techniques, as a vehicle for 

developing pedagogy of extended techniques for horn. 

This dissertation identifies and categorizes each extended technique in the 

Parable, describes the physical production of each technique, and provides original 

etudes and transcriptions toward the development, mastery, and performance of each 

technique. 

The goals of this dissertation are: 

1. To increase awareness of extended techniques in 20* and 21 st century horn 

literature 



2. To fill the lacuna in the literature between occurrences of extended techniques 

and parallel pedagogy 

3. To improve levels of teaching extended tecliniques 

4. To improve levels of performing extended techniques 

As a result of this dissertation, there has come to be additional pedagogy of 

extended tecliniques in Vincent Persichetti's Parable for Solo Horn, Op. 120. This 

pedagogy can easily be transferred and adapted for use in many other contemporary 

works for horn, thereby contributing to filling a tremendous lacuna in the area of horn 

pedagogy. 



CHAPTER I 

INTRODUCTION 

The horn is an important solo instrument and is especially effective because of its 

versatility and technical freedom. These same characteristics make the unaccompanied 

horn solo a medium well suited to the irmovations of contemporary music. Many horn 

players, however, are unfamiliar with the techniques necessary to perform some 

contemporary solos, chamber music, and orchestral works, and need guidance and 

training in the use of the extended techniques in these works. 

Any time I have been confronted by a composition containing extended 

techniques, it has been necessary to learn them independently, and intuitively, without 

mentoring, and without the aid of preparatory etudes for guidance, practice, and mastery 

For example, I composed a cadenza for Mozart's Concerto No. 4 in Eb, K. 495 

(1786) and included multiphonics. Since multiphonics are used in the Weber Concertino, 

Op. 188 (1815), I wanted to explore their use in another standard work for horn. I spent 

many hours using the trial-and-error method to master the writing and production of 

multiphonics because no etude book about extended techniques exists. I arrived at the 

desired result in a haphazard and inefficient way. Since that time, Douglas Hill has 

standardized the notation of multiphonics, but his book is not an etude book. In another 

instance, a horn student was learning a contest piece that contained flutter tonguing. 

Because she did not have the inherent ability to roll her tongue, I had to devise an 

alternative method, again, using the inefficient trial-and-error method. A third example 



occurred during my undergraduate work, when I performed an unaccompanied horn solo 

composed by a student. The composition was rife with extended techniques. After I 

performed it for my horn professor, Joseph deAngelis, instead of offering pedagogical 

advice, he exclaimed, "Carol, may God be with you." Although Divine intervention is 

always welcomed, what I really needed was a well-written etude book dealing with 

practical exercises on extended techniques. 

Whenever I encounter an extended technique in orchestra or quintet literature, I 

cannot automatically perform it, as I can with traditional techniques. Although I am 

familiar with these techniques, they are not the integral part of my performing vocabulary 

as are traditional techniques, such as rapid scale work and arpeggios. These techniques, 

however, should be just as automatically executed as the traditional ones, rather than 

being mysterious. This can only occur through increased familiarity and daily review. 

The existence of practical, accessible etude material would greatly enhance familiarity 

and comfort with these techniques when they occur in the literature. These techniques 

could thereby become as automatic as the open fourths, fifths, and octaves that began the 

history of the horn. 

The purpose of this dissertation is to address and rectify this need. I have 

researched the use of extended techniques in Vincent Persichetti's Parable, Op. 120, a 

twentieth century unaccompanied horn solo, and compiled pedagogy toward the 

performance of these techniques in the composition. This dissertation will: 

1. Identify and categorize extended techniques in the Parable using Douglas 

Hill's manual Extended Techniques for the Horn as the criterion and for 



terminology. Hill catalogs the extended effects of range, mutes, hand muting, 

tonguing/articulations, trills and tremolos, glissandos, half-valved effects, varied 

timbral potentials, vibrato, quarter-tones, vocalizations, air sounds, mouthpiece 

effects, miscellaneous effects, and combinational effects. Because Hill was the 

first and only author to identify and catalog extended techniques for horn, his 

book will be used as a guideline. Other techniques will be identified in addition 

to those in Hill's book. 

2. Explain production of each extended technique. A general description 

includes every facet of physical production, such as embouchure, tongue, breath 

control, finger technique, and use of the right hand. The basic and direct 

instructions are designed for inexperienced players, such as advanced high school 

and young undergraduate college students. 

3. Provide original etudes and transcriptions for each extended technique. 

The etudes are not intended to be compositional masterpieces, but are useful 

teaching tools. Most are composed in a traditional idiom, in the style of 

Kopprasch, Kling, and other standard horn etudes. Pedagogical commentary 

precedes the etudes. The transcriptions incorporating extended techniques 

reinforce the original etudes. These transcriptions are taken from the horn 

literature, and from that of other instruments. Some extended techniques receive 

more material if warranted by inherent complexity. 

I selected the Persichetti Parable as a vehicle for the study of extended techniques 

for several reasons. First, the Parable is the most standard and firequently performed 



twentieth century unaccompanied horn solo. It appears on the class I Texas University 

Interscholastic League list, attesting to its importance as a challenging solo piece 

performed by young, inexperienced players. The Parable is an important part of the horn 

literature and a monumental pedagogical work. 

Persichetti, a dedicated teacher, served on the faculties of the Philadelphia 

Conservatory and the JuUiard School. He composed Parables for flute, brass quintet, 

oboe, bassoon, carillon, organ, harp, horn, band, string quartet, alto saxophone, piccolo, 

clarinet, trumpet, English horn, viola, violoncello, and piano trio. Like Hindemith, 

Persichetti composed an impressive number of solo works to provide pedagogical 

material for various Parables instruments and to augment the solo literature. For 

Hindemith, the works are sonatas and concertos; for Persichetti, parables. 

Second, the Parable is a metaphor for the history of the horn. The composition 

opens and closes with the horn fifth, the archetypal symbol for the horn. The same horn 

fifth appears throughout the piece, overtly, and disguised. The use of hand stopping 

suggests the next accretion of the horn's evolution. Traditional techniques, such as 

middle register melodic material are used, and extended techniques, such as flutter 

tonguing and glissando, complete the historical gamut. 

Third, the Parable is a highly spiritual composition. The title itself has Biblical 

connotations, referring to the didactic stories told by Jesus Christ. In addition, the 

composer quotes the Nicene Creed, the affirmation of Christian faith, from his Seventh 

Symphony. The melody of the Nicene Creed section has chant-like characteristics, such 

as monophony, modality, free-floating rhythm and meter, arch shaped melodic phrases. 



and otherworldly quality. Persichetti had close ties with the church, having served as 

organist at Philadelphia's Arch Stieet Presbyterian Church. 

Fourth, the Parable is an intensely dramatic work. The drama results from acute 

dynamic contrast, ranging fxomppp through#; frequent and highly communicative use of 

expressive indications, such as misterioso, doloroso, and drammatico; expressive use of 

wide intervals, such as the minor sixth, minor seventh, and minor ninth; and effective use 

of extended techniques, such as hand stopping, aggressive transients, and extended 

dynamics and range. 

Fifth, the Parable is a repository of extended techniques. These extended 

techniques are an integral component of the composition rather than mere academic 

musings and excursions. Without them, the piece would lose its character and 

individuality. The extended techniques are an inherent part of the musical fabric and are 

greatly responsible for the musical integrity of the composition. 

In sum, the Parable is the quintessential and definitive contemporary 

unaccompanied horn solo. A tour de force, it is technically and musically challenging 

and promotes musical growth upon each experience with the composition. 



CHAPTER II 

DEFINITION OF EXTENDED TECHNIQUES 

Any discussion of modem horn playing must begin with Dennis Brain. His superb 
recordings remain a source of inspiration and joy, and dispelled, at once and forever, 
the acceptance of inadequate technique or questionable musicianship. Before Dennis 
Brain, technical shortcomings were condoned because 'the horn is a difficult 
instrument.' Of course the horn is difficult. Before Dennis Brain, musicianship for 
horn players consisted of having a traditional tone quality, agreeable intonation, and 
reliable rhythm. Of course tone quality, intonation, and rhythm are indispensable. 
Before Dennis Brain, a new composition for horn was considered to be well written if 
it did not venture beyond the technical status quo. Of course composers should be 
rational. Before Dennis Brain, orchestral horn players rarely played concertos, even 
with their own orchestras, rarely played chamber music, rarely advanced technically 
and musically beyond the requirements of their orchestral parts. Today our leading 
horn players are active in chamber music, solo playing, teaching, jazz, recording, and 
commissioning and performing new works. Some actually are composers.' 

—Verne Reynolds 

The increased level of virtuosity demonstrated by horn players such as Baumann, 

Bloom, Brain, Chambers, Civil, Freudis, Homer, Reynolds, Tuckwell, and others, 

elevated the standards of hom playing . Furthermore, the expanding numbers of hom 

players has created competition and has further encouraged higher levels of hom playing. 

These phenomena encouraged the development and proliferation of extended techniques 

for hom. 

Extended techniques are unfamiliar, unusual, unconventional, nontraditional, 

novel effects and extra musical sounds occurring in contemporary music, beginning 

approximately 1970. Other nomenclatures for extended techniques are special effects, 

contemporary techniques, and orchestral devices. Douglas Hill categorizes the following 

'Reynolds, The Horn Handbook, 113. 



extended techniques for hom in his book. Extended Techniques for the Horn: range, 

mutes, hand muting, tonguing/articulations, trills and tremolos, glissandos, half-valved 

effects, varied timbral potentials, vibrato, quarter-tones, vocalizations, air sounds, 

mouthpiece effects, miscellaneous, and combinations. Although some of these techniques 

occasionally appear in traditional literature, their specific use as expressive agents within 

the context of a musical composition is new and challenging from both a musical and 

technical perspective. 

When do traditional techniques, such as articulation and trilling become 

extended? If these techniques are inconsistent with common performance practice, 

dominate the musical fabric, and function as musical gestures, special effects, or 

expressive entities unto themselves, they are extended techniques. For example, a 

sforzando in Beethoven's Third Symphony in Eb (1803) may subtly highlight a particular 

note or create hemiola, whereas a similar articulation in Stravinsky's Le Sacre du 

Printemps (1913) may provide intense expression. Hence, the difference between the two 

articulations is that of degree, since the effect of the sforzando in the Stravinsky is more 

extreme than the Beethoven. 

Similarly, when multiple tonguing is used more as an effect than part of the 

musical texture, it may be considered an extended technique. For example, some 

contemporary composers such as Persichetti make rhythmic accelerando and rapid, 

prolonged, or percussive repetition with multiple tonguing. Since it is a special effect unto 

itself rather than an inherent part of the musical fabric, it may be considered an extended 

technique. 



Likewise, trills become extended techniques when they are unconventionally long 

in duration, non-ornamental, wild, uncontrolled, or percussive. Thus, traditional 

techniques such as articulation, multiple tonguing, and trilling, are extended techniques 

when they surpass the boundaries of traditional common practice of eighteenth century 

music, represent a nonwestem or jazz idiom, or are expressive entities unto themselves. 

There are many uses of extended techniques in orchestral, keyboard, and choral 

literature. Some examples of extended string techniques are col legno, glissando, 

harmonics, pizzicato, and sulponticello in Bartok's String Quartets 3 (1927) and 5 

(1934); pizzicato, glissandos, tremolo, and harmonics in Penderecki's Threnody: For the 

Victims of Hiroshima (1960), and muting and tremolo in Debussy's Prelude a L 'Apres-

Midi D 'un Faune (1894). Instances of extended woodwind techniques are the flute's 

extended low register in Debussy's L 'Apres-Midi D 'un Faune (1894) and flutter tongue 

in Webem's Five Pieces for Orchestra, op. 10 (1913); the clarinet's glissando in 

Gershwin's Rhapsody in Blue (1924) and trills in Stravinsky's Petrushka (1911); and the 

bassoon's multiple tonguing in Beethoven's Symphony No. 4 in Bb, Op. 60 (1806) and 

extended high range in Stravinsky's Le Sacre Du Printemps (1913). Examples of 

extended brass techniques are muted trumpet in Debussy's Nocturnes (1899) and 

trombone extended high range in Ravel's Bolero (1928). Cage uses keyboard extended 

technique in his Sonatas and Interludes for Prepared Piano (1946-8) by modifying the 

strings with glass, wood, cellophane, screws, rubber, and other materials, while 

Schoenberg uses the extended vocal technique of spretchstimme in Pierrot Lunaire 

(1912) and A Survivor from Warsaw, Op. 46{\9A1). 



Likewise, there are many examples of extended techniques in the hom literature. 

Extended high range is found in Strauss' Sinfonia Domestica (1903) and Wagner's 

Siegfried (1857), while extended low range occurs in Beethoven's Symphony No. 9 

(1824) and Shostakovich's Symphony No.5, Op.47 (1937). Mutes are used in 

Tchaikovsky's ballet The Nutcracker (1892) and in Puccini's opera Za Boheme (1896). 

Stopped horn is used in Borodin's Polyvetsian Dances from the opera Prince Igor (1890) 

and Debussy's La Mer (1905), whereas echo hom appears in Dukas' The Sorcerer's 

Apprentice (1897). Portamento is foimd in Matyas Seiber's Notturnofor Horn and 

Strings (1944). Stravinsky's Le Sacre Du Printemps (1913) and Beethoven's Symphony 

No. 3 (1803) feature punctuated, aggressive transients. Rimsky-Korsakov's 

Scheherazade (1888) and Mussorgsky's Pictures at an Exhibition (1874) showcase 

multiple tonguing. Richard Strauss' Don Quixote (1897) includes flutter tonguing. Non-

omamental trills are found in Stravinsky's Le Sacre (1913) and measured trills appear in 

Debussy's L 'Apres-Midi D 'un Faune (1894). There are glissandos in Stravinsky's ballet 

The Firebird (1910) and Le Sacre du Printemps (1913). Varied timbral potentials are 

common in French music, such as Debussy's L 'Apres Midi (1894), where rapid 

altemations among cuivre, or brassy sound, stopped, and open hom occurs. In Le Sacre 

(1913), varied timbral potentials include cuivre and bells in the air. Quartertones are 

found in Thea Musgrave's Hom Concerto (1971), and muhiphonics are present in Dame 

Ethel Smyth's Concerto for Hom, Violin, and Orchestra (1927), and in Weber's Hom 

Concertino, Op. 188(1815). 



Extended techniques for hom are often found in German expressionistic, French 

impressionistic, and in American jazz compositions. According to Tuckwell, "Some 

works seem to require the player to do almost everything but play the instmment." 

^Tuckwell,//07-«, 110. 

10 



CHAPTER III 

RELATED RESEARCH 

There is very tittle previous research in the area of extended techniques for hom. 

A thorough Internet search was conducted in June 2000, accessing information using the 

following search terms: Persichetti Parable, extended techniques, hom pedagogy, 

unaccompanied hom, and contemporary hom. Bibliographic data bases used were: 

OCLC's FirstSearch, RILM, Humanities Abstracts, and Dissertation Abstracts Online. 

Intemet search engines used were: Google, Alta Vista, Infoseek, Excite, Hotbot, Lycos, 

and Ovid. The results of the search are as follows: 

Books 

Cope, David. New Music Notation. (Dubuque, Iowa: Kendall/Hunt 
Publishing Company, 1976) 

This book deals with the concept and symbols of new music notation. The section 

on brass instruments is incomplete and largely deals with jazz techniques. Included are: 

mutes, mutes in; mutes out; mutes half in, gradual change from mutes in or out, rhythmic 

muting, muting in and out as fast as possible, brassy, lip trill, F valve trill, flutter tongue, 

begin flutter gradually, movement of bell, sing while playing, lip buzz, growl, fingemails 

on bell, hand-pops, breath sound only, rip, kiss off, shriek, slap tongue, and smear. While 

this book identifies and defines extended techniques and provides their notation, it does 

11 



not offer pedagogical guidance. Its content somewhat differs from that of the Hill 

manual. 

Dempster, Stuart. The Modern Trombone. A Definition of Its Idioms. 
(Berkeley: University of Califomia Press, 1979) 

This book addresses contemporary performance practices on the trombone. Some 

of the categories are: voice and multiphonics, vowels and consonants, glissandos, 

microtones, vibratos and trills, other body sounds, slide and bell disassembly, percussive 

devices and accessories, mutes, means of extension, theatrical implications, and the bass 

and alto trombone. The book contains musical examples and a recording. 

Dick, Robert. The Other Flute, a Performance Manual of Contemporary 
Techniques. (London: Oxford University Press, 1975) 

This book examines the sonority of the modem flute, including unusual tone 

quality, microtones, multiple sounds, and pitch bending while providing new fingerings, 

techniques, and notation for each technique. The material is presented in a pedagogical 

organization, from simple to complex, progressing from the traditional flute through the 

electric flute. Some techniques include: tone coloration, microtones, glissandi, multiple 

sonorities, flutter tonguing, percussive sounds, whisper tones and residual tones, jet 

whistles, and singing and playing simultaneously. The book includes diagrams, fingering 

charts, and a recording. 

Hill, Douglas. Extended Techniques for the Horn, a Practical Handbook 
for Students, Performers, and Composers. (Miami: Wamer Brothers 
Publications, 1996) 

12 



This is a thorough catalog of hom extended techniques, including descriptions, 

notation, and codification. Brief suggestions for performing each technique are included 

in an accompanying compact disc. This is not an etude book because it lacks progressive 

and methodical exercises for developing specific techniques and instmctional text. This 

is the only book on extended techniques for hom. 

Read, Gardner. Thesaurus of Orchestral Devices. (New York: Pitman 
Pubhshing Corporation, 1953) 

This lexicon of instmmentation lists orchestral devices for woodwinds, brasses, 

percussion, keyboard instmments, harp, and strings found in modem orchestral literature. 

The section on brass instmments lists compositions featuring extreme or extended 

ranges, mutes, stopped or brassy tones, stopped-open, open-stopped, triple-tonguing, 

flutter-tonguing, trills and tremolos, glissandi, bells up, off-stage, jazz effects, 

miscellaneous effects, and brass terminology. Because the thesaurus lists over one 

thousand citations of extended effects in the modem orchestral literature, it proves the 

need for supportive pedagogical material to support the practice and development of these 

techniques since they occur in a vast number of orchestral compositions. The number of 

pedagogical documents is minuscule and inadequate in comparison with the number of 

instances of extended effects in the literature. This obvious deficiency must be addressed 

and rectified. 

Rehfeldt, Phillip. New Directions for Clarinet. (Berkeley: University of 
Cahfomia Press, 1977) 

13 



This document catalogues new performance practices for clarinet since about 

1950 and supplies pedagogical suggestions about the performance of these practices. 

Some of the practices addressed are: tuning and intonation, range, finger dexterity, 

articulation, dynamics, microtonal pitch adjustments, limited range fmger portamento, 

color fingerings, sopranino, soprano, and bass clarinet, multiphonics, trills and tremolos, 

key vibrato, glissando and portamento, pitch bends, vibrato, smorzato, flutter tongue, 

vocal sounds, breath or air sounds, mouthpiece alone, mutes, key slaps and rattles, hand 

pops, lip buzzing, and electronic amplification and auxiliary devices. The manual 

contains recording, fingering charts, diagrams, and a music bibliography. 

Stokes, Sheridon W. and Condon, Richard A. Special Effects for Flute. 
(Culver City, Califomia: Trio Associates, 1970) 

This book lists thirteen special effects for flute found in contemporary music and 

provides definitions, notations, and fingering charts for each effect. The special effects 

addressed in this document are: key vibrato and quarter tone trills, hollow tones, 

pronounced pitch variation, double and triple tones, accents, whistle tones, singing and 

playing, harmonics, unusual pulsations of the air column, sub tones, piccolo glissando, 

and mute for flute. The appendix further clarifies suggested notations for each effect. 

This book is similar in nature to Douglas Hill's manual for the hom. 

Turetzky, Bertram. The Contemporary Contrabass. (Berkeley: 
University of Califomia Press, 1974) 

14 



Edited by Bamey Childs and Bertram Turetzky, this book discusses pizzicato, 

new directions in bowing, the bass as a dmm, vocal and speech sounds, harmonics, 

miscellanea and amplification and electronic effects. 

There are similar performance manuals for contrabass, prepared piano, harp, 

percussion, and other instruments which all deal with the pedagogy of extended 

techniques. While there are at least three flute manuals on extended techniques, there is 

only one for hom, and it is not an etude book. Although the Hill manual is an excellent 

resource about extended techniques for hom, additional books would provide different 

perspectives, ideas, and pedagogical advice to the subject. There is a great need for 

augmentation of pedagogical material about extended techniques for hom. 

Dissertations 

Nelson, Mark Allan. "The Brass Parables of Vincent Persichetti." 
(Ph.D. diss., Arizona State University, 1985) 

The treatise discusses the Persichetti Parables for hom, tmmpet, trombone, and 

tuba. Although the document contains general information about all the brass Parables, 

the treatment of the tuba Parable is superior to that of the other instmments, reflecting 

Nelson's expertise as a tuba player and his enthusiasm for the instmment. Nelson 

analyzes the brass Parables in terms of symbolism, melody, rhythm, dynamics, timbre, 

form, and effects, supporting his analysis with compositional data. His comments on the 

production of the effect of hand stopping are incongment with the standard practice of 

15 



hom players. The author also examines performance problems in terms of range 

limitations, breath-control, technique, articulation, endurance, and interpretation. 

The document is a general analytical study of the brass Parables from the point of 

view of a tuba player. While it briefly addresses effects, it does not discuss extended 

effects for hom, and is not an etude book. 

Smith, Karen Robertson. "An Annotated Bibliography of Works 
for Unaccompanied Hom, 1975-1995." (Ph.D. diss.. 

University of Missouri, 1998) 

This dissertation is a listing of compositions for valve hom, natural or hand hom, 

and Alphom. It addresses information about the composer and publisher and examines 

compositional aspects of each piece while examining elements such as range, intervals, 

meter and tempo changes, and notation. The author expects this work to help performers 

in literature selection and increase awareness of extended techniques in these 

compositions. Foremost, the writer desires an expansion of literature for unaccompanied 

hom as a result of her work 

Thompson, Timothy F. " Extended Techniques for the Hom: 
An Historical Overview withPractical Performance Applications." 
(Ph.D. diss.. University of Wisconsin, 1997) 

Thompson addresses the extended techniques of tone and articulation, ghssando, 

stopped hom, muting, quartertones, and half-valve. The author provides background, 

technical description, preparatory exercises, and etudes for each extended technique. 

While the Thompson dissertation provides etudes, the discussion prior to each exercise 

16 



focuses on the needs of the more advanced student. The exercises are very sophisticated. 

Both the exercises and discussions are geared toward advanced upper level students and 

professionals. Since the Persichetti Parable is often played by advanced high school 

students and young college students, the etudes described in the present document are at a 

much more fundamental level. Although his dissertation contains etudes, it lacks an 

extensive series of progressive, methodical, repetitive exercises for the development of 

specific techniques. 

Periodicals 

The only periodical dedicated to the hom is the Horn Call, the joumal of the 

International Hom Society. Remarkably, there have been only two entries on extended 

techniques even though the joumal has been in existence for thirty years. 

Hill, Douglas. "Selected PubUshed Materials for Development 
and Utilization of a Contemporary Hom Technique." 

{Horn Call, 8 (2) (May 1978): 50-56) 

The foremost authority wrote this article on extended techniques five years prior 

to the first pubUcation of the book. Extended Techniques for the Horn. The article 

contains annotated entries on etudes, unaccompanied solos, and solos with piano 

accompaniment. The section on etudes is divided into beginning, intermediate, and 

advanced studies, ft contains books addressing compositional devices, seriahsm, tonality 

and atonality, melody, modes, scales, intervals, range, phrases, fransposition, rhythms, 

mixed meters, speed, stopped and echo hom, flexibility, endurance, articulation, effects, 

17 



style, interpretation, and note relationships. The section on unaccompanied solos lists 

pieces that are of medium difficulty through virtuoso level for the development of 

unusual techniques. Some of the compositions are atonal, and serial, while others are 

more conservative. The compositions aid in the development of effects, mixed meters, 

extended range, articulation, style, interpretation, volume, tonguing, flexibility, control, 

improvisation, quartertones, and dynamic control. 

Hill ranks the solos with piano accompaniment according to difficulty and 

sophistication and specifically recommends some of the entries. The categories are early 

and intermediate solos, conservative intermediate and advanced solos, progressive 

advanced solos, and progressive advanced solos utilizing unusual notation and additional 

special effects. Only one of these entries is annotated. The article is further evidence of 

Hill's pioneering work in the area of extended techniques for hom. 

Thelander, Kristin P. and Kurau, Peter, ed. "Selected Etudes and 
Exercises for Specialized Practice." {Horn Call 24 (3) 
(May 1994): 53-59) 

This article is a concise, graded, categorized, annotated list of Kristin Thelander's 

favorite etudes for the development of technique and musicality. Thelander, professor of 

hom at the University of Iowa, recognizes and values the use of etude material as a 

pedagogical tool in the acquisition of a mature hom technique. In addition to etudes, the 

list includes exercises, solos, and orchestra excerpts. The Ust is not comprehensive. The 

categories are: accuracy, atonal etudes, bravura style, contemporary techniques/graphic 

notation, echo hom (one-half or three-quarter stopped), endurance, legato playing, lip 



slurs, hp trills, low hom, maintenance/daily etudes, multiple tonguing (double), multiple 

tonguing (triple), musical interpretation, natural hom, odd and changing meters, sight 

reading, stopped hom, fransposition, and tums and other omamentation. 

The categories of contemporary techniques/graphic notation, lip trills, low hom, 

multiple tonguing (double), multiple tonguing (triple), and stopped hom apply to the 

topic of extended techniques in the Persichetti Parable. There are three entries under 

contemporary techniques/graphic notation. Two of the entries are hom solos, while one 

is from a trumpet etude book. One of the hom solos, Ivo Petric's Lirizmi, (1969), 

contains extended techniques. The trumpet etudes. Intermediate Serial Studies for the 

Trumpet, nos. 19 and 20, by Charles Decker, do not feature extended technique for hom. 

Etude no. 19 has new notation; etude no. 20 is aleatory. The topic of legato playing has 

eight examples of etudes that present traditional and challenging techniques. Thelander 

makes a distinction between the legato techniques of conjunct versus disjunct motion. 

Under lip trills, the author lists selections from five traditional etude books. 

Interestingly, she discusses a half-step lip trill, a technique with which I am not familiar. 

My training dictates performing half-step trills with the valves rather than the lips since 

half steps do not naturally occur until the top of the overtone series. There are seven 

entries for low hom. Five of the entries are from etude books for hom; one is from an 

etude book for trombone, and one is a solo for hom. One of the selections, C. 

Kopprasch/Gumbert's Sixty Selected Studies for French Horn, no. 37, is to be practiced 

an octave lower than written. Another selection, Joseph Singer's Embouchure Building 

for French Horn, Thelander has also modified. Exercise 2. These adaptations of standard 
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etudes suggest a deficiency in their pedagogical value and use as tools in developing low 

hom technique. The section on double tonguing contains eight selections. Four of the 

examples are etude books for hom; two are from hom concertos; one is an orchestral 

excerpt, and one is a brass quintet excerpt. The example of the fourth movement of the 

Brass Quintet by Alvin Etler is noteworthy because it describes a legato style of double 

tonguing using the syllables "duh" and "guh" as opposed to "tu" and "ku," which are 

traditionally used in double tonguing. 

Thelander includes six entries under the heading of triple tonguing. Four are from 

hom etude books, one is from a hom solo, and the remainder is an orchestral excerpt. 

None departs from a traditional approach to triple tonguing technique. 

For stopped hom, the writer lists six selections from hom etude books, all written 

in a traditional idiom. 

Thelander's list represents a helpful, yet incomplete attempt toward the pedagogy 

of hom technique, including extended techniques as a subset. My goal is to create a 

comprehensive, methodical, systematical, progressive pedagogy of extended techniques 

for the hom including originally composed etudes, transcriptions, and parallel published 

etudes, rather than a limited, select list. 

Solo Literature 

Buyanovsky, Vitaly. Pieces for Horn Solo. McCoy, (n.d.) 

This collection of solos is prefaced by "Hints for the Homist" by Froydis Ree 

Wekre. She provides performance suggestions on sff and other extended articulations, 
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including extended legato and staccato, vibrato, and dark, veiled sound. Her instmctions 

offer pedagogical information of a general nature. 

Hill, Douglas. Jazz Set for Solo Horn. (Newton Centre, MA: 
Margun Music, Inc., 1984) 

Hill prefaces his jazz set with a notation table containing the thirty-one extended 

techniques contained in his composition. These techniques are consistent with Hill's 

manual, but are more specific in nature since they are tailored to the performance of a 

particular composition. The notation table has strong pedagogical value since it identifies 

extended techniques, provides notation for each technique, and describes how to perform 

each technique. Very few contemporary solos for hom contain such helpful pedagogical 

material; further attesting to Hill's pioneer work in extended techniques for hom. Some 

of the techniques covered in the table are: throbbing repetition of tones, quarter tone flat, 

"plop," tremolo, excessive and messy lip trill, kiss, and doink. 

Etude Books 

Composers of every musical age have exploited the techniques available to them 

at the time and pushed them to the limits, considering the capabihties of the instmments 

and the players. Many hom etude books support, propagate, and fransmit the pedagogy of 

fraditional techniques found in the standard concert repertoire. During the author's 

graduate studies at Eastman School of Music, Veme Reynolds referred to basic, 

fraditional hom technique as consisting of a two and one half octave range, accuracy. 
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good intonation and dynamic control, knowledge of fraditional notation and Italian 

musical terms, and sufficient embouchure strength to play a one-page etude. He considers 

Gallay, Mueller, and Kopprasch to be fraditional bom etude books because they "focus 

on scales, arpeggios, and articulation pattems. They focus on fiandamentals."^ 

The standard hom etude books mainly deal with traditional technique and at best, 

only briefly address extended techniques. Kopprasch's Sixty Selected Studies for French 

Horn is an example of an etude book that aids the student in tone production, finger 

technique, dynamics, omaments, range, endurance, phrasing, and other traditional 

techniques of hom playing. Other etude books by Kling, Mueller, and Gallay represent a 

similar approach. Maxime Alphonse, Books Four-Six, are more difficult than Kopprasch, 

Kling, Mueller, and Gallay. These books expand on traditional techniques and introduce 

advanced techniques, such as rapid note values. 

Alain Weber's Thirteen Studies, and Charles Chaynes' Fifteen Studies for Horn 

are two additional difficult etude books. The Chaynes contains extended techniques, such 

as glissandos and focuses on fast technique. Reynolds and Barboteu expand on the 

advanced techniques found in Maxime Alphonse and address challenging and virtuoso 

techniques on the hom. Veme Reynolds''Forty-Eight Etudes for French Horn addresses 

problems of pitch perception and accuracy, concentration, difficult finger technique, 

extremes of range, rapid tonguing, hand stopping, trills of wide intervals, style, and other 

challenging aspects of hom playing. Georges Barboteu addresses a few atmospheric 

techniques and some jazz effects in Vingt Etudes Concertantes Pour Cor. Some of the 

^Ibid., 51. 
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techniques featured in his book are bouche, cuivre, dechirant, flutter tongue, glissando, 

trills, and vibrato. Reynolds considers the Barboteu to be the most difficult twentieth-

century etude book. Both books greatly expand the pedagogical parameters from that of 

the traditional etude books. In the same vein, Gunther SchuUer's Studies for 

Unaccompanied Horn, addresses problems of contemporary music technique, such as 

flutter tonguing, trills, and stopped hom. 

While there are many more method books for hom, the ones listed above are 

among the few that even briefly address contemporary performance problems. A 

tremendous lacuna exists in the pedagogical literature because no published etude book 

specifically addresses the development, practice, and appUcation of extended techniques 

found in twentieth century literature. 

Hom 

Barboteu, G. Vingt Etudes Concertantes Pour Cor 
Gallay/Thevet. 12 Etudes Pour Second Cor, op. 57 
Hackleman, M. 21 Characteristic Etudes for High Horn Playing 
Hackleman, M. 34 Characteristic Etudes for Low Horn Playing 
Hauser, E. Foundation to French Horn Playing 
Johnson, K. Progressive Studies High Register 
Kopprasch, C. 60 Selected Studies for French Horn 
Reynolds, V. 48 Etudes for French Horn 
SchuUer, G. Studies for Unaccompanied Horn 
Singer, J. Embouchure Building/Ballou, R.E. 
Teuber, F. W. Progressive Studies in Flexibility and Range Development for Horn 

Thevet, L. Traits Difficiles 

Robert King's Brass Player's Guide is the most standard and complete catalog of 

published music for hom. Examination of the Brass Player's Guide shows that other 
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brass instmments have many etude books about extended techniques. There are several 

tmmpet and frombone etude books devoted to single and multiple tonguing. Various 

tmmpet books deal with extended high register and pedal tones, while a number of 

trombone and tuba etude books deal with extended low register. Some trombone etude 

books comprehensively address legato articulation. 

There are no hom etude books listed in the Robert King catalog for the instmction of 

single, double, or triple tonguing. Therefore, etude books written for other brass 

instmments can be adapted and applied to the hom in order to augment pedagogical 

material for extended techniques on the hom. To illustrate the deficiency of pedagogical 

material for extended techniques on hom as compared with that for other brass 

instmments, I have compiled a listing of representative etude books for the development 

of specific extended techniques on brass instruments. Examination of the list further 

demonstrates and clarifies the lacuna in pedagogical materials for extended techniques on 

hom in the form of etude books. 

Tmmpet 

Adam, A.A. Terrific Tongue 
Arban. Famous Complete Trumpet, Cornet, and Saxhorn Method 
Balasanyan, S. Twenty Studies for Trumpet 
Deutsch, M. The Extended Trumpet Range 
Goldman, E.F. Exercises for Double and Triple Tonguing 
Gordon, C. Tongue Level Exercises 
Haynie, J. How to Play High Notes and Low Notes 
Hickman, D.R. Trumpet Lessons, v. 3: Articulation and Finger Dexterity 
Johnson, K. Progressive Studies High Register 
Lucas, W. Pedal Note Studies 
Peters, C.S. Total Range 
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Salvo, V.V 240 Double and Triple Tonguing Exercises 
Shuebmck, R. Graded Lip Trainers, Books I and 2 
Shuebmck, R. Graded Tongue Trainers, Books 1 and 2 
Smith, W.M. Top Tones 

WilUams, E.S. High Tones (from the Best of Ernest Williams 
Winslow, R.W. Trumpet Playing, Book 2 (High) 
Zom, J.D. Exploring the Trumpet's Upper Register 

Trombone 

Gaetke, E. 32 Daily Lip and Tongue Exercises 
Gordon, C. Tongue Level Exercises 
Ostrander, A. Allen Ostrander's Double-Valve Bass Trombone Low Studies from the 

Works of Ernest S. Williams 
Pederson, T. Unaccompanied Solo for Tenor Trombone, v. 2 Single Tonguing and Lip 

Slurs 
Pederson, T. Unaccompanied Solo for Tenor Trombone, v.3 Double and Triple Tonguing 
Rochut, J. Melodious Etudes for Trombone 
Slokar, B. Double Triple Tonguing/Reift, M. 
Velke, F. Trombone Legato Style: Drills and Etudes 
Williams, E.S. High Tones 
Wittekind, D. Patterns in Tongueing/musser, W.I. 

Tuba 

Rys, G. Cinquante Etudes Faciles pour Tuba basse en Fa, Tuba contrebasse Sib ou Ut, et 
Tuba en Ut 'Francais " 

Snedecor, P. Low Etudes 

General Brass 

Camso, C. Musical Calisthenics for Brass 
Goldman, E.F. The Goldman Exercises for Double and Triple Tonguing on the 

Cornet, Trumpet, and Other Brass Instruments 

Conclusion 

None of the previous research directly addresses the development of pedagogy for 

extended techniques in the Persichetti Parable, op. 120 as they relate to that composition. 
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CHAPTER IV 

UNACCOMPANIED HORN 

As the hom improved mechanically, expressive shading through technical means 

became possible. Due to its tenor tessitura and warmth of sound, the hom, like the 

violoncello, has the ability to closely imitate the expressive qualities of the human voice. 

Because music is produced with the breath, setting the lips like vocal cords into vibration, 

the hom is personal in nature. 

Hence, the hom is important as an unaccompanied instmment because of its 

immense versatility. Because of its warm, mellow, covered tone quality, lyricism is 

possible. Heroic gestures are possible because of the horn's wide dynamic range, and 

varied tone colors, accomplished by hand position, and aggressive use of air stream and 

articulation. Veme Reynolds further articulates the hom's compatibility for 

unaccompanied solos because of its "range, colors, dramatic potential, and ability to 

portray everything from despair to jubilation.'"* 

Works with accompaniment by Mozart, Beethoven, Brahms, Strauss, Dukas, 

Britten, and Hindemith are some of the staples of the hom recital repertoire. These 

compositions are the mainstays of the literature, but can become monotonous in their 

predictability. They can be further appreciated and enjoyed when contrasted with 

unaccompanied twentieth century hom solos, which provide novelty, interest, and variety. 

••Reyiiolds, The Horn Handbook, 117. 

26 



Unaccompanied hom solos add variety and interest to recitals and have the 

potential for performance in nontraditional settings and in combination with other art 

forms. The introduction of an unaccompanied piece invites the possibility of heightened 

dramatic effect, use of lighting, unusual positioning of the performer in the hall, use of 

theater, art, or poetry, novelty in costume, and every gradation of musical expression. An 

unaccompanied piece may tell a story, is stunning, shocking, mellow, peaceful, or jazzy. 

It is current, contemporary, and thought provoking. The unaccompanied hom solo is 

equally at home in the concert hall, art museum, library, classroom, chamber, or outdoors. 

Reynolds states that the unaccompanied solo may be performed "on stage, off stage, 

from the audience, while walking through the audience on the way to the stage, at various 

locations on the stage, with no light, changing light levels, in costume, or in regular 

concert dress. He further states, "All dynamic levels are used." 

According to Reynolds, frequently performed unaccompanied solos include: 

David Amran." Blues and Variations for Monk 

Malcolm Arnold.' Fantasy 
Sigurd Berge.- Horn Call 
Don Gillespie: Sonata for Solo Hom 
Douglas Hill: Jazz Set 
Otto Ketting: Intrada 
Pamela Marshall: Miniatures 
Vincent Persichetti: Parable, op. 120 

Reynolds further reports the effectiveness of etudes as recital pieces. Three 

examples of etude books utilized on recitals are Barboteu, Kopprasch and Reynolds. 

Reynolds suggests performing Kopprasch's Etude number 15 with two hom players. 

^Ibid., 117. 
^Ibid, 117 
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positioning them at a distance, frading off phrases, thereby capitalizing on the antiphonal 

properties of the etude. The hom player may realize other creative interpretations of 

standard etudes. 

Contemporary Music 

Every musical age has innovations, which, at the time, may seem radical or 

misunderstood. Monteverdi's Seconda Prattica significantly deviated from Palestrina's 

conservative Prima Prattica. The harmonic excursions of Carlo Gesualdo foreshadowed 

Wagnerian harmony before the Baroque period matured. Beethoven was a romanticist 

living in the classical period. Brahms was a classicist living in the romantic period. 

Wagnerian harmony preceded atonal harmonic systems. Stravinsky's forward or 

backward looking primitivism in Le Sacre du Printemps (1913) incited a riot at its 

premier performance because of its novelty. 

Historical perspective involves looking both forward and backward and making 

relative comparisons and informed musical decisions. It is important for musicians to 

stay current in musical trends. New music, however, is often restricted to performance in 

university environments and seldom makes its way to the concert hall in west Texas and 

similar regions. 

The study of contemporary music and its performance is a critical aspect of hom 

playing. An understanding of twentieth century music provides historical perspective and 

helps the hom player further define and understand the fraditional concert repertoire. 

^Ibid., 117. 

28 



Challenges of Contemporary Unaccompanied Hom Solos 

The imaccompanied hom solo is an effective means to propagate current trends in 

music because of its accessibility and economy of means. Unfortunately, many hom 

players do not perform this literature because it is unfamiliar and poses new technical and 

expressive challenges and vocabularies. Many hom players are not trained in 

contemporary or extended techniques, nor were their teachers. Their training consists 

mainly of embouchure development, etudes, orchestral excerpts, and traditional solo and 

chamber literature. Attention to this area would add to the player's versatility and 

enhance his future in a highly competitive arena. 

There is a strong need for research and pedagogy in the area of extended 

techniques in unaccompanied twentieth century hom solos. Hom players need guidance 

in the performance of these techniques as a means of understanding and performing an 

important, but neglected, body of literature. 
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CHAPTER V 

IDENTIFICATION AND CATEGORIZATION OF EXTENDED 

TECHNIQUES IN VINCENT PERSICHETTI'S PARABLE 

FOR SOLO HORN, OP 120 

The following chart (Table 1) identifies each extended technique in Vincent 

Persichetti's Parable for Solo Horn, Op. 120, provides its measure number(s) in the 

composition, and offers pedagogical suggestions for the performance of each event. The 

main categories of extended techniques in the Parable are: range, hand muting, extended 

tonguing or articulations, trills and tremolos, glissandos, varied timbral potentials, and 

vibrato. The measure numbers are 1-27 for page one, and 28-50 for page two. The 

following section is unmeasured and is considered to be a cadenza. The measure 

numbers for page three are 51-93. 

Table 1. Extended Techniques 

Range 

Extended high range 

Extended low range 

Measures 

58 
74 

56 
76 
77 

Suggestions 

Emphasize hom 5* motive in bar 58. 
Use glissando in 74 to help attain Bb. Employ fast, 
cold air stream to facilitate high register. Relax. 

To attain low c in bar 56 at a ff, pesante.dynamic 
level, tongue between teeth, pivot head downward, 
drop lower jaw, and push lower jaw forward. To 
produce Bb in bar 76, drop lower jaw and push it 
forward, pivot head downward, and make 
crescendo. In 77, attack Ab with tongue between 
teeth. 

Play f dynamic rather than mf in order to achieve a 
secure decrescendo 
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Table 1. Continued 

Hand muting Measures Suggestions 

Stopped hom 

VA stopped or echo hom 
with half step ghssando 

2 
4 
5 
6 
7 
26 
cadenza 
69 
70 
71 
72 
86 
92 
93 

7 
24 
68 

Rapidly change from open 
hom in first measure to 
stopped hom in second 
measure. Match pitch of 
echo notes with the open 
notes. Use slow, warm air 
stream to produce distant 
sound in measures 4 and 5. 
Use fast, cold air stream to 
produce pungent nasal ff 
effect in measures 6 and 7. 
In bar 27, bring out the E 
and B, the hom fifth. Use 
slow air stream and hard 
tongue to achieve an 
accented piano dynamic. 
In cadenza, use fast air 
stream to make strong 
timbral change. Measures 
69 and 70 require a distant 
effect produced by a slow 
air stream. Fast air stream 
is needed in 71 and 72. 
Use slow air and hard 
tongue in bar 86. For 92 
and 93, use slow air for 
distant effect. Always use 
accurate inner hearing. 
Sing to intemalize pitch. 
Frequently check pitch 
with tuner. 

Move right hand in bell as 
slowly as rhythm will 
allow in order to 
exaggerate effect. Use 
keen inner hearing in order 
to produce accurate pitch. 
Check pitch with tuner 
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Table 1. Continued 

Extended tonguing or 
articulations 

Measures Suggestions 

Punctuated, aggressive 
transients 

20 
48 
cadenza 
74 
83 

Because the phrase 20-24 
centers around one 
repeated note, F#, 
articulation is of utmost 
importance and must be 
exaggerated in order to be 
effective. Strive for an 
explosive sfz in bar 20. 
Allow maximum air 
pressure to accumulate 
before releasing the 
tongue. According to 
Veme Reynolds, the 
staccato A# in bar 48 
should be performed as if 
one chopped it off with a 
knife, in an abmpt and 
percussive fashion. The 
mood of the cadenza is 
aggressive. Strive to bring 
the character out by 
exaggerating the 
aggressive transients in the 
cadenza. In measure 74, 
tongue the bass clef G# 
between the teeth for 
maximum percussive 
effect. Bars 83-85 are 
parallel with 20-24. Strive 
for utmost definition of 
articulation since it is the 
only variable, other than 
rhythm that changes. 
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Table 1. Continued 

Extended tonguing or 
articulations 

Measures Suggestions 

Less punctuated, though 
detached transients 

6 
19 
23 
26 
29 
34 
49 
50 
cadenza 
51-58 
59-60 
62 
67 
72 
74 
77-80 
82 
84-86 

These transients are often 
used for the figure of two 
sixteenth notes followed 
by a long note or a 
diminution of the figure. 
During the cadenza, they 
are used to underscore the 
aggressive, angry mood. 
Similar use is made in 51-
58 and 59-60. In 62 and 
67, the articulation 
supports repeated notes 
similar to the figure in 20-
23. In bars 72, 74, 77-80, 
and 82, the articulation 
enhances the aggressive 
mood. Bars 84 and 85 
have articulations to 
support the repeated note 
material, while bar 87 uses 
articulation to highlight the 
"short-short-long" motif 
Persichetti uses these 
articulations to bring out 
motivic elements of the 
composition. Therefore, 
these articulations are 
important and need to be 
accurately observed^ 
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Table 1. Continued 

Extended tonguing or 
articulations 

Smoother or softer 
transients 

Abrupt and accented 
releases 

Smooth releases and decays 

Measures 

No specific indication, but 
might be used during legato 
sections, such as: 
1-18 
24-25 
27-33 
35-47 
cadenza; dolce, lento, piu 
presto, rapido, lento 
61-64 
66-71 
75-76 
87-93 

74 

1 
7 
8 
12 
24 
25 
27 
29 
33 
35 
37 
41 
49 
50 
end of cadenza 
60 
62 
66 
68 

Suggestions 

The Parable is a study in 
contrasts and in drama. 
Therefore, exaggeration of 
stylistic elements adds to an 
accurate realization of the 
composition. 

Many notes are released 
during a crescendo, but the 
effect is not extended. 

These elements are 
important because they 
occur at phrase endings and 
delineate phrase structure. 
The solo contains elements 
of tension and release. By 
accurately observing the 
smooth releases and decays. 
the player can contribute to 
the definition of the phrase 
structure and to the 
psychological element of 
repose. In producing the 
decays, maintain strong 
support during decrescendo 
and listen for accurate pitch. 
not allowing the 
decrescendo to waiver or to 
become flat in pitch. 
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Table 1. Continued 

Extended tonguing or 
articulations 
Smooth releases and decays 
continued 

Double tonguing 

Triple tonguing 

Rapid staccatissimo 

Flutter tonguing 

Measures 

71 
75 
76 
77 
85 
87 
90 
92 
93 

22 

22 

22 

Cadenza 

Suggestions 

Used in the rhythmic 
accelerando. Single tongue 
may also be used, 
depending on individual 
preference. 

Used in the rhythmic 
accelerando. Single tongue 
may also be used, 
depending on individual 
preference. 

Rhythmic accelerando 
requires altemation among 
single, double, and triple 
tongue. Difficulty lies in 
the termination of tonguing 
prior to pattem change in 
bar 23. Practice the pattem 
in retrograde. Also practice 
entire pattem at slow tempo 
and gradually increase 
speed. 

Refer to combinational 
effects 
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Table 1. Continued 

Trills and tremolos 

Trills 

Measures 

83 
84 

Suggestions 

These are V2 step nonomamental valve trills used 
for compositional compression. Altemate 
rapidly between pitches while listening for both 
pitches. 

Glissandos 

Glissando 

Harmonic 
glissando 

Hand glissando 

Measures 

cadenza 
73 
74 

72 

7 
24 
68 

Suggestions 

Play as many intermittent notes as possible and 
strive for a wild, out-of-control effect. 

Strive for raucous effect, producing as many notes 
of the overtone series as possible. An effective 
crescendo will enhance the effect. 

Refer to 3/4 stopped or echo hom with half step 
glissando 

Varied timbral potentials 

Brassy or cuivre 

Measures 

6 
19 
45 
cadenza 
56 
57 
58 
59 
60 
66 
73 
74 
82 

Suggestions 

Measure 6 is stopped and 
ff. Strive for metallic 
sound through use of fast 
air and hard tongue. In bar 
19, utilize an aggressive 
tongue and fast air stream 
to achieve ff fervent 
dynamic and color. In bar 
45, Persichetti expresses 
the intention of a timbral 
change by indicating non 
dim. Exaggeration of the ff 
dynamics and aggressive 
transients in the cadenza 
contributes to the dramatic 
interest of the section. 
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Table 1. Continued 

Varied timbral potentials Measures Suggestions 

Dark veiled sound 1-5 
9-15 
28-44 
cadenza, 
piu presto 
and rapido 
61-64 
66-71 
75-78 
86-93 

Measures 56-60 are the climax of the 
composition. Emphasis on color adds to the 
excitement of this section. Measure 66, 
declamando, needs timbral emphasis. 
Measures 73 and 74 feature glissandi. The 
addition of brassy timbre intensifies the 
raucous effect. Measure 82 couples 
aggressive transients with ff dynamic 
indication. This is the final strong statement 
of the composition. Use of a brassy sound in 
these areas contributes to the expression of 
the composition. 

Measures 1-5 are marked misterioso, have 
soft dynamic markings, legato articulation, 
and hand stopping. Measures 9-15 are 
marked lamentoso, have soft dynamic 
markings, and legato articulations. Measures 
28-44 are marked dolce, espressivo, 
sostenuto, and doloroso, have soft dynamic 
markings, except for the subito forte in 
measure 29, and have legato articulation 
markings. The last two statements of the 
cadenza are marked at soft dynamic levels 
and are legato in style. Measures 61-64 are 
marked tranquillo, are at soft dynamic levels 
and are legato in style. Bars 66-71 are also 
marked tranquillo, have hand stopping, are at 
soft dynamic levels, and are legato in style. 
Measures 75-78 are soft in dynamic level and 
mostiy legato. Measures 86-93 are marked 
dolce, cantabile, and doloroso, are soft in 
dynamics, and contain hand stopping. Use of 
a dark, veiled sound in these areas contributes 
to the expression. 
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Table 1. Continued 

Vibrato 

Vibrato 

Measures 

Artistic license. 

Description and 
suggestions 

Although vibrato is not 
indicated in the 
composition, subtle 
and judicious use could 
contribute to the 
expression of the 
composition. Consider 
use on sections marked 
espressivo. 

Combination Measures Description and 
suggestions 

Flutter tongue and hand stop 
Cadenza This effect is difficult 

to execute because it 
lies high on the 
overtone series. The 
flutter starts 
immediately, 
contributing to the 
difficulty. The throat 
may constrict while 
producing this 
technique in the high 
register. Try to relax 
and open throat. 
Isolate the techniques 
before putting them 
together. First, 
practice the pitches on 
open hom, without 
flutter. Then, practice 
on stopped hom and 
practice stopped hom 
with flutter. 
Interestingly, Hill 
does not catalog this 
combinational effect. 
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CHAPTER VI 

PEDAGOGY OF EXTENDED TECHNIQUES 

The following set of instmctions further identifies, defines, and describes the 

physical production of teach extended technique in Persichetti's Parable for Solo Horn, 

Op. 120. The categories of the extended techniques in the Parable include range, hand 

muting, tonguing/articulations, trills, glissandos, varied timbral potentials, and vibrato. 

The musical examples illustrating each extended technique are derived from the Parable 

with the kind permission of Elkan-Vogel, Inc. 

Extended High Register (mm. 58-59) 

s 
Definition: Generally, notes above high C. Notes above high A might also be 

considered in this category. 

Instmctions for increased facility in the extended high register: 

1. Practice pitches above high C as part of daily routine. 

2. Play high in order to leam to play high. 

3. Buzz the mouthpiece in the extended high register. 

4. Blow fast, cold air. 

5. Blow air stream downward 
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6. Tighten comers 

7. Relax 

Extended Low Register (m. 77) 

'>•• r,.\ j n 

Definition: Generally, notes below pedal F. Notes below middle C might also be 

considered in this category. 

Instmctions for increased facility in the extended low register: 

1. Practice pitches below pedal F as part of daily routine 

2. Play low in order to leam to play low. 

3. Pretend you have an egg in your mouth 

4. Drop lower jaw and push forward 

5. Pivot downward with head 

6. Blow slow, warm air 

7. Frown downward with comers 

8. Tongue between teeth 

9. Relax 
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Hand Stopping (m.2) 

¥ 
r̂  S 

pp 

Definition: Hand stopping is a special effect for hom achieved by closing the right 

hand in the bell, which produces a distinct timbral change. The effect may sound soft and 

distant or pungent and nasal. 

Foreign terms for hand stopping: French: bouche; German: gestopft; Italian: 

chiuso; Spanish: tapada. 

Notation for hand stopping: + 

Notation for open hom: o 

Instructions for hand stopping: 

1. Insert right hand into bell and place in standard hand position. Visualize the bell 

as the face of a clock and place thumb on "one" and opposite side of hand on 

"six." Insert open hand into bell as far as possible. 

2. Keep fingers of right hand against right side of bell and place heel of hand on 

opposite side of bell, forming a perpendicular angle. 

3. Generally speaking, hand stop exclusively on the F side of the hom. This results 

in better intonation than stopping on the Bb side of the hom because the Bb slides 

are shorter and sharper in pitch. 
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4. Finger pitches one-half step lower than notated. Hand stopping shortens the 

length of the pipe and has the effect of raising the pitch one-half step to F# hom; 

thus we must franspose down one-half step to bring ourselves back to F hom. 

5. Breathe well and blow hard. A fast air sfream is required to obtain a characteristic 

stopped sound. 

6. Check intonation of stopped pitches on tuner. Hand shape and size and bell size 

influence intonation of stopped notes. If faulty intonation results, experiment with 

fingerings. Begin with open hom, and proceed with all valve combinations (2, 1, 

12, 23, 13, 123, 3) until accurate intonation is achieved. If necessary, try the same 

combinations on the Bb hom. 

7. Practice rapid altemation between open and stopped notes. Try to achieve proper 

stopped position quickly and with minimal physical movements. Strive to 

develop the concentration to shift rapidly between F hom and E hom fingerings. 

This is challenging for some hom players, especially those with perfect pitch 

since the E hom fingerings produce actual F hom pitch. 

8. Practice producing various timbres and dynamics while hand stopping. Use a 

slow air stream for a soft, distant echo effect, and a fast air stream for a pungent, 

nasal effect. Practice every gradation of color and dynamics between the two 

effects for mastery. 

9. Stopping mutes or transposing mutes may also be used for hand stopping. They 

are inserted into the bell in the manner of an ordinary mute and require 

transposition on a descending minor second as does hand stopping. The 
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advantage of using the stopping mute is consistency of color and intonation, since 

the size and shape of the mute is consistent. The disadvantage is that a stopping 

mute carmot be used when extremely fast altemation between stopped and open 

pitches occurs because there is not time to insert and remove the mute. 

Desired results: 

1. Control over stopped hom color changes 

2. Command over stopped hom fingerings 

3. Command over stopped hom intonation 

The misconception is that hand stopping is achieved by simply "cramming" the right 

hand up the bell as far as it will go. 

Echo hom with one-half step glissando (m.7) 

o © 

Definition: Echo hom with one-half step ghssando is a combination of two special 

effects for hom. Echo hom is a coloristic effect produced by closing the right hand in the 

bell VA closed that causes the hom to sound far away and distant. It differs from hand 

stopping in that the player only partially covers the bell rather than completely closing or 

stopping it. Also, it differs from hand stopping in that the color is soft and distant, rather 

than cutting and pungent. 
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Glissando is a special effect in which two adjacent pitches are connected by 

producing all the intermittent pitches. Echo hom with one-half step glissando combines 

the two effects of echo hom and ghssando. In this combination effect, the interval 

between the two notes is one half step. 

Notation: Circle surrounding plus sign, altemating with 0. Half steps are cormected with 

diagonal line. 

Instmctions for echo hom with one-half step glissando: 

1. Play and sustain the first note. Slowly move the right hand in the bell toward a 

stopped hand position until a half step results. Use the timer to check the accuracy 

of the resulting half step and adjust if necessary. 

2. Utilize a slow, smooth movement with the right hand in order to exaggerate the 

effect of the glissando. 

3. Practice ghssando at various speeds to develop control of the effect. 

Desired results: 

1. Perfect intonation of half step 

2. Maximum color change between open note and echo hom note 

3. Slow, exaggerated glissando 

4. Rhythmic accuracy of glissando 
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Extended articulations: hard tongue (m.l9) 

a tempo (J = 63) 

t^'ttriQ. 
ff fervenie (nondiL.) 

Definition: Hard tonguing is an aggressive articulation usually occurring within 

the context of loud dynamics, producing strong accents 

Notation: Sf, Sfz,^, > 

Instmctions: 

1. Breathe. 

2. Form embouchure. 

3. Place tongue behind teeth. 

4. Accumulate maximum air pressure behind tongue 

5. Release tongue quickly, using firm "tu" syllable 

6. Maintain a firm abdomen 

7. Do not allow tongue to distort embouchure. Keep comers firm. 

8. Strive for accuracy when tonguing aggressively. 

9. Maintain center and focus of note while tonguing aggressively. 

10. Strive for consistency when repeated hard attacks occur. 

11. Use exaggerated practice of hard attacks. 

12. For additional hard tongue strokes, repeat "tu" syllable and maintain maximum air 

pressure behind tongue. 
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Desired result: Loud, hard, aggressive attacks. Well-marked, accented attacks. 

Soft tongue (m.33) 

^Ssl i7^ 

Definition: Soft tonguing is an effect to achieve a legato, singing style of hom 

playing in which the notes are smooth, connected and sustained. The goal is imitation of 

the human singing voice. 

Notation: legato, —, slur mark, slur with dashes 

Instructions: 

1. Use "du", "dah", "lu", or "la" syllable. 

2. Breathe. 

3. Form embouchure. 

4. Position tongue behind teeth. 

5. Gently release tongue, as if stroking back of teeth with feather. 

6. For repeated soft tongue strokes, maintain steady air stream and gently intermpt 

the air stream with legato tongue. 

7. Practice all gradations of tonguing. Use quarter note rhythm on a comfortable 

pitch. Begin with "lu" syllable, and gradually progress to "la", "du", 'dah", and 
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"tu" until the hardest possible attack is achieved. Make the transition as gradual 

as possible. 

8. Altemate practicing slurred passages with soft-tongued passages to maintain 

smoothness and steady air stream. 

Desired results: A smooth, flowing, singing cormected articulation that resembles the 

human voice. 

Staccato (cadenza) 

^ 

-.bV? • 

Definition: An articulation that is separated, pointed and light, resembling string 

pizzicato. The duration of a staccato note is generally reduced by Vi, followed by 

equivalent rest. 

Notation: . or stacc. 

Instmctions: 

1. Breathe. 

2. Form embouchure. 

3. Place tongue behind teeth. 

4. Release tongue, using short "tu" attack. 

47 



5. For repeated staccato, maintain steady air stream and tongue with short, pointed 

strokes. 

6. For an exaggerated staccato, use "tut" articulation, starting and stopping the note 

with the tongue. 

7. Make sure staccato notes have tone to them. 

Desired results: A clean, light, crisp articulation with separation between notes. 

Double tonguing (m.22) 

Ŝ y~m •m-m 

Definition: An articulation involving duple groupings used for rapid tonguing. 

consisting of the syllables "tu" and "ku" 

Notation: =, .., 

Instmctions: 

1. Use "tu" and ku" syllables or a variation, such as "tuh" "kuh" or "du" "gu". Uses 

the "t" syllables for hard articulations and the "d" syllables for soft articulations. 

2. Breathe. 

3. Form embouchure. 

4. Place tongue behind teeth 

5. Release tongue using "tu" syllable 
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6. While maintaining a steady air sfream, make a sfrong "k" syllable with the back of 

the tongue 

7. Repeat the "t" -"k" pattem on a steady sfream of air 

Desired results: 

1. Strive for even syllables. Try to make the "k" syllable as strong as the "t" 

syllable. 

2. Strive for velocity. This can be achieved by relaxing the tongue, minimizing the 

movement of the tongue, keeping the tongue close to the point of contact in the 

mouth, and by maintaining a steady air stream. 

Triple tonguing (m.22) 

3^5 m 
Definition: An articulation involving triple groupings used for rapid tonguing, 

consisting of the syllables "tu" and "ku" 

Notation: =-, ... 

Instmctions: Same as double tongue, except articulate with the pattem "tu" "ku" "tu" or 

"tu" "tu" "ku" or a variation using syllables such as "du" "gu" "gu", "du" "du" "gu" or 

"thu" "duh" "kuh". 

Desired results: 
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Same as double tongue. 

Flutter tongue (cadenza) 

+-̂  + m 
^Jiidter) 

Definition: An unusual articulation introduced by Richard Sfrauss produced by 

rolling the tongue as if pronouncing a Spanish "rr" 

Foreign terms: Flatterzunge (German) 

Notation: flutter, fltz., and other indications 

Instructions: 

1. Breathe 

2. Place tongue behind teeth 

3. Release tongue and roll with a d-r-r-r-r syllable while maintaining a consistent, 

steady air stream. 

Desired results: An ugly, nasty, throaty tone color. Good pitch maintaince despite the 

disruptive articulation. If unable to roll tongue, produce a similar effect by constricting 

the throat while maintaining a steady air stream, thereby producing a growling effect 
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Trills (m.83) 

^ 
m 

Definition: Trills are omaments that involve rapid altemation between two 

adjacent notes. Trills may be produced with the lip or with the valves. Generally, V^ step 

trills are valve trills and whole step trills are lip trills. 

Foreign terms for trills: French: cadence, tremblement; German: Triller: ItaUan: trillo; 

Spanish; 

Trino. 

Notation: tr, trb, tr#. 

Instmctions for valve trills 

1. Determine notes of trill 

2. Choose the simplest fingerings for the trill notes. Use as few fingers as possible 

and avoid cross fingerings. 

3. Rapidly move valves between main note and omamental note. 

Desired results: 

1. A trill in which both notes are audible and even. 

2. Control over pacing and velocity of trill. 

Instructions for lip trills 

1. Follow the lip trill pedagogy in The Art of French Horn Playing by Phillip Farkas 
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2. Practice Farkas trill exercises daily for consistent results. 

Desired results: Same as valve trill 

Glissando (m.72) 

Definition: A special effect in which two disjunct notes are joined by a rapid, 

random playing of slurred intermittent pitches. On hom, valve glissandi and harmonic 

series glissandi are possible. 

Notation: d/d or gliss. 

Instmctions for valve glissando 

1. Play first pitch of ghssando 

2. Slur to final note of glissando while randomly rippling valves over a steady air 

stream, producing as many intermittent pitches as possible. 

3. Another method for valve glissando is depressing the valves halfway and blowing 

the pitch upward or downward. 

Instmctions for harmonic series glissando 

1. Play first pitch of glissando 

2. Slur to final note of glissando without changing the valves over a steady air 

stream, producing as many intermittent pitches as possible. 
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Desired result: A wild, out of control, raucous, pnmal effect 

Varied Timbral Potentials 

Brassy or Cuivre (m.82) 

a tempo (J = 63) 

^ u Pi lijnii -0 
/ / 

Definition: A special tone color resulting in an uncharacteristically bright tone. 

Notation: brassy 

Instmctions for brassy: 

1. Breathe 

2. Position lips close together to reduce size of aperture 

3. Tighten embouchure muscles 

4. Build sfrong air pressure behind tongue 

5. Release tongue 

6. Blow extremely fast, cold air stream 

7. Pull right hand slightly out of bell; bend fingers at palm at a right angle thus 

allowing the vibrating air stream to bounce back from the heel of the hand to clash 

with the vibrating air stream coming from the bell. This clash of air streams, or 

feedback, causes "brassy". 
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Desired results; Tmmpet-like tone color, characterized by predominance of high 

overtones. Brassy, harsh, edgy effect. 

Dark, veiled sound (mm. 2-3) 

^ 
mp misterioso 

Definition: A special tone color resulting in an uncharacteristically dark tone. 

Notation: covered tone 

Instmctions for dark, veiled sound 

1. Breathe 

2. Position lips farther apart to increase size of appeture 

3. Relax embouchure muscles 

4. Drop lower jaw 

5. Release tongue 

6. Blow slow, warm air stream 

7. Cover bell with right hand as much as possible while retaining pitch accuracy 

Desired results: "Woofy", "wooly", dark, trombone-like color, characterized by 

predominance of low overtones. Soft, distant effect. 
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Vibrato (m.24) 

^espr. 

Definition: An expressive, subtle variation of the tone produced by fast pitch 

oscillation 

Notation: V. 

Instructions for vibrato 

1. Breathe 

2. Form Embouchre 

3. Release tongue 

4. Sustain pitch while subtly and rapidly moving lower jaw/lip, right hand, or 

diaphragm/thro at 

Desired results: A subtle shimmer to the sound for expressive purposes. Generally, a fast, 

narrow variation to the pitch. 
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CHAPTER VII 

CONCLUSION 

As a result of this study, the author discovered there is very little previous 

research on the pedagogy of hom extended techniques. No etude books about hom 

extended techniques exist. Although Douglas Hill's manual, Extended Techniques for the 

Horn, represents pioneering work in the area of hom extended techniques, it is not an 

etude book. Similarly, Timothy Thompson's dissertation, " Extended Techniques for the 

Hom—An Historical Overview with Practical Performance Applications", includes 

pedagogical material, but is geared to advanced hom players and is too sophisticated for 

many yoimg, inexperienced hom players. Gardner Read's book. Thesaurus of Orchestral 

Devices, includes over one thousand examples of extended techniques for hom in the 

orchestral and chamber music literature. It is incongment that there are no existing 

published etude books specifically addressing hom extended techniques. This 

incongruence represents a tremendous lacuna in the hom literature. 

The author concludes there is a strong need for further research in pedagogy of 

extended techniques for hom. Other instruments, such as double bass, flute, clarinet, 

piano, and percussion, have literature on extended techniques. Hom players need etude 

books dealing with extended techniques in order to leam the techniques and incorporate 

them into their performing vocabulary. This dissertation is an attempt to begin filling the 

lacuna between the large number of instances of extended techniques in the hom 

literature and the miniscule amount of supportive pedagogical material. 
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It is hoped that as a result of this dissertation, young, inexperienced hom students 

will be able to master the extended techniques in the Persichetti Parable and perform the 

composition with competence and confidence, and teach the composition to their futtire 

hom students. It is also desired that the extended techniques leamed through this 

dissertation will be generalized and applied to other compositions with extended 

techniques. Finally, through increased familiarity with extended techniques, young hom 

players will likely study and perform challenging contemporary music with extended 

techniques, thereby becoming better educated, more versatile, well-rounded hom players 

and teachers, thus propagating more new and challenging compositions for hom. 
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APPENDDC A 

TRANSCRIPTION OF INTERVIEWS 

The author interviewed several university hom professors to obtain an overview 

of current, typical teaching practices of extended techniques. The selection of hom 

professors was conducted at random in order to provide a sampling of teaching 

philosophies and is not intended to be comprehensive in nature. All interviews were 

conducted by telephone during the summer of 2001. 

Questions asked: 

1. How do you define extended techniques? 

2. Are your incoming students educated in extended techniques? Explain. 

3. Do you teach extended techniques as part of your curriculums? If so, how? 

Anthony Brittin, professor of Hom at Texas Tech University, defines extended techniques 

as: 

everything we do besides playing open notes on a valve hom. Basic hom playing 
involves blowing air, vibrating the lips, and playing the harmonic series using seven 
basic valve combinations. Anything beyond that is extended technique. 

Extended techniques are 

those things we are asked to do on hom that are not traditional hom playing, such as 
flutter tongue, growl, lip trills, rapid tonguing, double or triple tonguing, hom chords. 
Range can be an extended technique. For a high hom player, low notes are extended 
technique; for a low hom player, high notes are extended technique. Some studio 
players in New York or Califomia can play an octave above high C. For a 
symphonic player, this is extended technique, since the highest note in the standard 
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literature is high E, found in Richard Strauss, Richard. Symphonia Domestica, 
(1903). Quartertones are extended technique. During the time of the hunting hom, 
players bent notes to get half steps. Because quartertones go beyond this technique, 
they are extended techniques. Stopped hom goes back to hand hom playing, but is an 
extended technique because it is used for color and goes beyond traditional use. 
Tone is first. Then you get the notes and play music. Anything beyond that is 
extended technique. ^ 

Ronald Lemon, professor of hom at West Texas State University, interprets extended 

techniques as relative to the individual student. 

Extended techniques are delineated by the music. If there are techniques in a given 
composition a student cannot do, if they are over the student's head, they are 
extended techniques for that individual. It depends on what the student can do."^ 

Laurence Lowe, professor of hom at Brigham Young University, describes 

extended techniques as "something not used in standard literature that takes special 

technique beyond the norm for most solo or orchestral playing."' 

Alex Schuhan, hom player in Rhythm and Brass and hom professor at Ithaca College, 

states, "Most people assume extended techniques apply to contemporary music and must be 

weird." He refers to extended techniques as "extended understanding" and believes that 

these techniques are 

anything that grounds yourself in a better understanding of what you're doing on the 
instrument. Extended techniques are beyond what the nuts and bolts are. When you 
push traditional technique to an extreme, it is extended technique. For example, nice 
slurs are part of traditional technique on the hom. But then, you slur fourths, octaves, 
or two octaves, and at some point, the technique becomes extended. With tonguing, 
extended technique could be really fast or really slow tonguing. Range can be 
stretched up or down. When we refer to extended technique, we mean higher, faster. 

^Anthony Brittin, Interview by Carol Deats, 7 July 2001. 
'Lemon, Interview by Carol Deats, 8 July 2001. 
'° Lowe, Interview by Carol Deats, 22 August 2001. 
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louder.^^Extended technique is that which goes beyond moderate, medium, and 
mezzo 

Timothy Thompson, professor of Hom at the University of Arkansas, describes 

extended techniques as 

sounds that catch the ear as something weird and are not normal in the historical 
context. For the period you're in, they are nontraditional techniques, not 
conservative techniques. They are sounds that stand out to the traditional listener. 
There are no sharp dividing lines between traditional techniques and extended 
techniques. 

According to Thompson, the rapid passagework in Schumann's KonzertstUck, opus 86 

(1849), would have been extended technique during the nineteenth century because 

someone in the audience might have exclaimed, "that's a hom doing that?" Likewise, 

Thompson surmises that at the time of Mahler, the extremely loud passages in his Fifth 

Symphony (1901-2) were extended techniques because they pushed the envelope at the 

12 

time. 

Robert Tucker, hom player and director of bands at Howard Payne University, 

defines extended techniques largely by the context of the particular technique involved. 

For instance, he does not consider the triple tonguing in Rimsky-Korsakov's 

Scheherazade (1888) extended technique, but considers the same technique as such as in 

Espana from Pieces for Hom Solo by Vitaly Buyanovsky. "Triple tonguing is not an 

" Schuhan, interview by Carol Deats, 20 June 2001. 
'Thompson, Interview by Carol Deats 22 June 2001. 
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extended technique unless it is in the context of a contemporary composition and is used 

for effect."'^ 

Anthony Brittin, hom professor at Texas Tech University, says that his university 

hom students come to him untrained in extended techniques as freshmen. He usually 

does not teach extended techniques, but makes exceptions, depending on the student and 

the literature they are playing. Unless they are studying the music of Bozza, or a similar 

composer, Brittin does not address extended techniques. 

Most students need basic stuff They cannot transpose. We do Mozart, scale studies, 
tone, articulation pattems, crescendo and decrescendo, consistency of style, high, 
low, soft, loud, Kopprasch, more of a basic emphasis. You can't bypass 
Kopprasch.''' 

Brittin states that in Texas, where the emphasis for high school hom students is 

band literature and material for All-State tryouts, it is difficult to get to what the students 

need in his playing. 

Ron Lemon, hom professor at West Texas State University declares that his hom 

students are relatively uninformed about extended techniques. He schools his students in 

extended techniques very gradually and methodically. Lemon teaches extended range 

through warm-ups. He begins with low range and uses a simplified version of the Farkas 

exercises. He also teaches the Pares Scale studies down an octave at a forte level to 

develop power and strength in the low range. In addition, he utilizes Singer exercise #5 

for relaxation to develop an extended low register. He feels that repetition is key in 

obtaining extended low range. 

^Tucker, Interview by Carol Deats, 28 July 2001. 
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For extending high register. Lemon uses a glissando exercise found in the Fred 

Fox book based on the F hom harmonic series. He encourages his students to practice the 

exercise as high as possible. Also, Lemon uses the John Barrows embouchure builder 

found in the Hal Leonard advanced band book. He includes flexibility work as part of the 

regimen for high register. Lemon emphasizes the importance of working at the students' 

performance level and teaching gradually. 

Lemon approaches hand stopping from the point of view of sound. "If you get a 

nasal sound, it's right. If the sound is 'booty', it's not right."'^ Lemon states that hand 

stopping technique varies with hand and bell size. He suggests the traditional method of 

stopping on the F hom and transposing the note one half step lower than notated, but 

allows for individual differences and encourages flexibility. He suggests stopping on the 

Bb side of the hom and transposing down a whole step if the student's hand is 

inordinately small. 

For multiple tonguing. Lemon favors Arban's tmmpet method. He emphasizes 

daily, 'religious' practice in developing a reliable extended tonguing technique. 

Generally, he prefers the syllables TTK to TKT for triple tonguing because he feels the 

stroke is quicker and TKT tends to become uneven upon repetition. If confronted with an 

unusually fast and protracted section of triple tonguing. Lemon uses a double tongue, or 

TK stroke. Some examples of this use of a double tongue technique for triple tongue 

sections are in Scheherazade and Die Fledermaus. 

"*Brittin, Interview by Carol Deats, 7 July 2001. 
'^Lemon, Interview by Carol Deats, 8 July 2001. 
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For lip trills, Lemon uses the exercises of Dale Clevenger, Philip Farkas, and 

Kopprasch exercise #5. The Clevenger exercise progresses through two, three, four, six, 

and eight divisions of the beat, whereas the Farkas exercises include one, two, tree, and 

four divisions of the beat for the development of lip trills. Lemon trains his students to 

practice the trill exercises in tempo. He suggests practicing lip trills five or ten minutes 

daily and recommends practicing immediate starts of trills. Lemon uses his high register 

glissando exercises and Barrows exercises for teaching glissando.''^ 

Lowe's students do not come to him well versed in extended techniques because 

"the literature they've studied doesn't require it." Usually Lowe does not teach extended 

techniques as part of his curriculum. "It depends on the student. If the student is working 

on a piece with descant work, we work up above the staff We don't do rigorous work on 

extended techniques. The approach is piece-directed." '̂  Lowe mainly concentrates on 

extended range. 

Alex Schuhan, hom professor at Ithaca College, states that most of his college 

hom students are uneducated in extended techniques. They think, "Mozart and Brahms 

are enough to be a hom player." Schuhan feels that the students have not been taught 

"the language of music." He teaches extended techniques to his students by beginning 

with traditional techniques, such as scale work, tone studies, and articulation. He then 

teaches technical development so that the student can "play the instmment reliably all the 

time." Next, he presents extended techniques to the students, stressing the development 

'^Ibid. 
'^Lowe, linterview by Carol Deats, 22 August 2001. 
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of an understanding of both sides of the hom, how the instmment works, and how to 

perform specific techniques.'^ 

Dr. Timothy Thompson, hom professor at the University of Arkansas indicates 

that his university hom students come to him with virtually no training in or knowledge 

of extended techniques. He believes that this lacuna is a result of band directors' 

reticence to teach contemporary music. According to Thompson, many of them consider 

Hindemith to be an avant-garde composer. If the students have been exposed to 

extended techniques it is due to contact with a guest conductor at band camp or all state. 

Regardless, Thompson states that his hom students are open to leaming extended 

techniques and have a strong desire to leam. He teaches extended techniques as they 

appear in the literature. Approaching the pedagogy of extended techniques on a practical 

level, Thompson identifies the technique, teaches its history, and introduces different 

methods of producing each extended technique. He says he "starts from the end and 

works backward." He teaches the Amram Blues and Variations for Monk, the Jazz Cafe 

series by Bacon, and other works, thereby acquainting his students with extended 

techniques.'^ 

Robert Tucker, hom player and director of bands at Howard Payne University, 

reports that his university hom students do not come to him well versed in extended 

techniques. "Most of my students come from traditional band backgrounds. They have 

studied very little contemporary music and have very litUe knowledge of what the hom is 

'^Schuhan, Interview by Carol Deats, 20 June 2001. 
'^Thompson, Interview by Carol Deats, 22 June 2001. 
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capable of doing." Tucker feels that this lack of familiarity is a societal problem 

stemming from audience expectation of band literature. Because audiences enjoy pretty, 

accessible melodies, and traditional harmonies, there is very littie need for new, creative 

sounds. According to Tucker, this phenomenon is represented by the Texas UIL list, in 

which virtually all the literature is composed with traditional notation, style, and sound, 

with very little expansion of style, range, or demands on the performer. 

Therefore, Tucker states that advanced music will not be put on the list and 

consequenfly, a significant number of great compositions will never be heard. In 

addition. Tucker feels that economic factors enter into the lack of avant-garde literature 

since pubhshers know this type of music most likely will not be included on the Texas 

UIL list. Therefore, this type of music "winds up in the academic environment."'^' 

Mr. Tucker teaches extended techniques to his students during their junior year. 

At this time, he introduces hand hom technique and use of the right hand. He also 

introduces unaccompanied hom literature, such as the Douglass Hill Jazz Set (1982-84) 

and the Hartley Sonorities IL 

Interviews of representative university hom professors demonstrate and prove the 

need for further research and pedagogy of extended techniques. None of the professors 

interviewed had incoming students with significant education in or experience with 

extended techniques. All the professors realize the importance of training their students 

in extended techniques and teach extended techniques on some level. These professors, 

as well as myself and other hom teachers, and hom players, could greatiy benefit from 

^"Tucker, Interview by Carol Deats, 28 July 2001. 
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additional pedagogical material, such as exercises and etudes addressing the performance 

of extended techniques in contemporary hom literature. 

^'Ibid. 
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APPENDIX B 

ETUDES AND TRANSCRIPTIONS FOR TEACHING THE EXTENDED 

TECHNIQUES IN PERSICHETTI'S PARABLE FOR SOLO HORN, OP. 120 

Extended High Register 

Play whole tone scale beginning on C for tonal orientation. 
Sing exercise to intemalize pitch. 
Play optional notes if range is too difficult. 
Let air sfream do the work. 

Adagio 

S l̂ =t 
221 

r"r t^j-t 
u=^ 

p 

mf 

con sordino 

10 

^ B 

senza. sordino 

i '•f »J U I'P 

Sub. PP 

^ 
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Excerpt from Prelude 4 in E minor 
Chopin, Seven Preludes, Op. 25 

Extended high register 

Transpose upward as high as possible. 
Perform etude as though you are playing a long-tone. 
Let the air stream do the work. 

Adagio 

^ ^ r 'f r P 
Espressivo 

i= 
^ 

ZZ "gr-

^S r^ 
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Extended Low Register 

This technique requires relaxing the embouchure muscles. 
Perform lip glissandi by fingering the first note of the slur 
and bending the pitch downward with the embouchure to 
the following pitch. 
Perform the glissandi without changing fingerings. 
Tongue between the teeth on all attacks. 
Transpose etude downward by half steps as low as possible. 
This exercise is written in new notation. 

Moderato 

9 

-^— V G 

• 
f 

-6 O - tS f, ̂ i==A ks -C r 
1 1 

— : ' 
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Extended Low Register 

Excerpt from Robert Schumann's Seven Pieces, from the Album for the Young, Op. 68. 

Keep jaw position forward. 
Perform etude with relaxed, flexible embouchure. 
This Etude is in new notation. 

Andante 

m ^^m ^ ^ i ^ 

m C5l= î̂  

E ^ 
m i 

LU " ^ 'OJ 
iES 

'LUyj^LI/P J J 
»^ 

1 3 

TV. I> 
T̂̂  

'̂  LL ; 'J J ^ Lx; ' ^ 
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Stopped Hom 

Make changes between open and stopped hom quickly and accurately. 
Strive for confrast and color 

Moderato 

^m 
f 

+ ± + 1 

p 

i P 

^m 
f 

-^^±1^' 

p 

i 

\U r î f f f i f ^ m 
f p 

13 
+ + + + >rf: ^m 

f p 
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Stopped Hom 

Strive for pitch accuracy on stopped notes. 
Emphasize color contrast between open and stopped notes. 

Andante 

^m 
^ 

r\ r>. 

*EEJ 22 

+ 
P 

+ 

r\ 

i 
rrs 

^ E f S : 

mf f P + 

10 

i $ ^ pr if a 
mf 

15 
+ 

^ ^ 1^^ g 
+ 

P f 

20 

P^P^ + 

/0\ 

+ 

2 Z J 

+ 
a mente 
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Stopped Hom 

Play twice: 
1) open 
2) stopped 
Perform etude stopping with hand and stopping with mute. 

Moderato 

h.,... r J] 3 
m m^^^ 

' J i * d 
« # 

^O 
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Stopped Hom 

Excerpt from Caprice 24, variation 8, Op. 1. Paganini 

Perform etude with quick, clear changes between open and stopped hom. 
Maintain pitch accuracy throughout etude. 

Moderato 

° + o + 
" ' 0 0'Z. 

o + 
0 + o m-

o + o + + ei + i 0 0 » 0 CM: 

r u 'L̂  

0 + 0 + 0 + ° + ^m + 1 + 

_ib_ + _±_ f=W 
Q m n i I J- i^ •/ II 
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Echo hom with 1/2 step hand glissando 

Emphasize effect of hand glissando by using slow movement 
with the right hand and increasing air sfream speed. 

Adagio 
1 r^ 

-ton-i 
r> rr\ 

77V- ^ ^ 
: ^ 

/ mf mp + 

P s 
O 4" o + o + o o -)-

p 

11 

[^J^l'lr- I' ^ s 
f̂  «Hta—# 

ex + a + 

i S ^ i P 
j y + — ^ / 

17 _ 

o -)- o + 

2Q 

o + 

r\ 

+ 

dim. al fine 
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Half-Step Hand Glissandi 

Excerpt from Caprice #24, variation 2, Op. 1. Paganini 

Bring out all glissandi. 

Adagio 

o + o -t- h •̂  y f 

11 

ii ^m ^ 
T +" 
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Extended Articulations 

^ 

Stnve for literal interpretation and consistency of articulations. 
Play "V" accents heavily and without diminuendo. 
Play '•>" accents with tapered releases. 
Practice staccato notes with both air and tongue releases. 

Moderato 

4 

I fcfc 
ff 

m 
u- I- u 

^ 

mf 

M ^ S w s # 

10 y= ^r=^ 
13 

fct A A A A A 

J 5 ^ 
^ 

/ 
16 fat 

5f2 sfz 

Lj Lf If ^ 

OT/ 

^ = ^ 

^ ^ ^ 

19 

»ii» r f ^ n r̂=̂  
s/z sfz 
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Extended Releases 

Match all decrescendos. 
Maintain breath support and pitch accuracy 
Practice at a variety of dynamic levels. 

Moderato 

^ ^ 331 
X C 

9 

^ \ f ^ \ 
\s.\} 
*\. 

— 
i \ 

" • 

r> Itn 
\ ** 

17 
f\ 

... y 
/L - ^ 

" ^ 

• " 

i > 

• " 

4 ) 
— 

23 

i 
/Ts 

p ̂f c -

/ 
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Extended Releases 

Excerpt from Wiegenlied, Op. 49, No. 7. Brahms 

Taper all releases into a niente, or, nothing. 

Adagio 
1 

^ 
m ^ -TTT 

P 

W ^ 

n i|. J n 

10 m m * 

13 

m 
16 

f ^ 
-TT- I 
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Multiple Tonguing 

Double tongue this exercise and franspose to other keys. 
Triple tongue this exercise and transpose to other keys. 
Utilize triplet.rhyfrims to triple tongue tiiis exercize. 

Presto 

^ ^ ^ ^ J J i 
-o-

^S rm n 
-©— 

mf 

^C^ 

S J j , . i j y ^-^ 
-jg. #-1*-1* p 

0 S 0 S 0—0—0~--0=-

PPP mf 
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Double Tongue 

Excerpt from William Tell Overture. G. Rossini. 

Perform excerpt with crisp, firm articulation. 
Play lightly^ increase tempi. 

Allegro 

20 

E: 0 [ M -=—=—^ [i:^ cT'tf T^-ff i'[!r [j-i [^ a^ m 

til'^JllBi^MdW^^i^^^'^ ^kM 
37 

^ P i p j P- - * j r «i j j j «ŷ  
g 

^ / 
44 

t̂ ^^ 
A J i A 

00 ^ "innr-Tnr 
ijOir [X£;I^S 
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Triple Tongue 

Excerpt from Scherherazade. Rimsky-Korsakov 

Perform etude with crisp, clean articulation. 

Allegro 

f 
^ ^ ^ ^ ^ ^ 

5 . . - - J ^ 3 -
=? 

£ ¥^ £ 

^ f ^ - ! • ( » • J a* iL-JE4^ 
L 5 -

£ 
.S_ 1 L 5 _ J 

11 

rj- £̂  i f /a* 'LJa*̂  
- T — J L j . - r ^ L j ^ 
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Flutter Tongue 

To sustain flutter tongue, maintain a steady airstream. 
Begin and end phrases with accurate timing and consistent flutter tonguing. 
Strive for pitch accuracy and practice etude in upper and lower registers. 

Allegro Flutter tongue 

Hf^ .'•[_; 11̂ - Itj p=% 

mi 

mf -

t t 0 ^-v.=g g 0 • 0 tl^-d^^^d \-f)-. 

ZZJT 

11 

*̂ t 
ff 

13 

§ ^ ^ 
r ^ 

;ff POP 

JJJ PPP 

r\ 
I 
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Flutter Tongue 

Excerpt from Flight of the Bumblebee. Rimsky-Korsakov 

Flutter tongue 
1 Presto = 3 = 

11 

i ^f^^m\i i \s^w^\^^] 
f 

15 

A-̂ -_̂  .''^^f^f-ri>[MA..^f% 

^ 

^ 

^ 3 ^ ^ 
PPP 

JJJ 
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Trills 

Play etude twice. 
(1) Lip hills. 
(2) Valve frills. 
Ensure both notes of trill are of equal volume and even length. 
Maintain meticulous metronomic timing. 
Practice etude at various dynamic levels. 

Allegretto 

•s^ ' W 

p 

J^^ If r ^ 

13. 

-G-

19 

s i -w 

p 0 # 

S u b ^ 
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Trills 

Excerpt from Sarabande, Sonata for VioUn and Cembalo, Op. 5, No. 8. A. Corelli. 

Perform etude twice: 
l)liptiiils 
2) valve tiills 

Adagio 

M^ff—^-U^^^^ P ^i 

7 1r ir Ir 

P ^ ^ ^ ^ 
iSt-

13 .A. ^ 

r pn ptriQ-
fr 

ir 

g 
^ 

19 

^ P̂ ^ l^c i 

25 

Lento 

Excerpt &om The Four Seasons: Spring, A. Vivaldi 

Perform even trills in which both pitches are clearly audible. 

r\ r\ r^ 
tr tr tr 

^ z n 
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Trills 

Excerpt from The Four Seasons: Spring, the Turtle Dove. A. Vivaldi 

Use T1-T2 for valve frills. 
Transpose to other keys. 

Adagio ^ 

~tnr^' nuz3j^ 0^^ 
r\ 

^ 

^ / • N ^^ . a nu~rrr 
^ ^ ^ g~p~p^ ^p ih -F ^*= j P 1^ 

^S m ̂
 s iT * t/" 

12 

i S 
Excerpt from Pastorale Symphony^Movement 2. Beethoven 

Perform excerpt with mefronome. 
Transpose to other keys. 

15 
Adagio 

n'T •'» p r p ^ f r p - , p i P p . P D ^ ^ 

17 

r 6T -'H-^ 
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Glissandi 

Play twice. 
1) Natural horn. 
2) Valve hom. 
Strive for pitch accuracy and eveness. 

Freely 

s 
^ ^ ^ 

Open Horn 

5 A l l e g r o a la chasse 

^ t- Pr f'lr PS 
FHom . ^ 

I^-. 
^ 

/ / 

H ^pir ^- 1̂  p :^i 

Cadenza 
14 ' ^ / ^ 

^ 

/CN /O r^ 

i zz i 

r> 
15 

^ - ,̂fi'r prp-rrrrTP I Z 
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Glissando 

Excerpt from the Paganini Caprices, No. 29, Var 11. 

Perform etude twice: 
1) as written 
2) perform each slur as a glissando. 
Play slowly, stive for uttnost effect on glissandi. 

pt 2 1 -^^ 

Hf̂  / ^ r^ /'f 

7 

jf —0 1 /^ 0 /• 

\>\J ^ y - y 
* ) • -

f ' 
^~0 ,——̂' 

^ 1 / r / r r [ r E T ^ 1 - ^ 

0 
m 

a 
i 

10 -^ n=n ZZL 
Z 

^ ^ # ^y 
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Timbral Contrasts 

For dark, veiled sound, use closed hand position and slow, warm air 
For brassy sound, use open hand,, accented tonguing^nd fast, cold air 

Freely 
/r\ /C\ rr^ 

^ ^ = ^ 

mp 

Use dark, veiled sound. 

r\ rr\ r\ /^ 

* 0-- * 

0 0 0 m 0 
0 * 0 , ^ _ II 

Brassy 

r̂ajo- Dark 
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Brassy 

Excerpt from Leonore Overture, No. 3. Beethoven 

Play with fast, cold air stream. 
Use hard tongue and open right hand position. 
Strive for a bright, edgy sound. 

., Allegro 

T^ m^ 
0-r0-- 0 -S -^ 

^ 
:33 

^ 

PPP 
JJJ 

:.a.ii.-iJ'-''i 
^ r ^ i ~rr 
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Dark, Veiled Sound 

Excerpt from Dido's Lament. Dido and Aneneas. Purcell 

Perform with darkest possible sound. 
Cover bell, blow warm air and increase size of oral cavity. 
Transpose to a variety of keys. 
Stilvcfor a."distant"_sound. 

Lento 

t̂  i P ^ I S p p ^ 
& 

pt 
¥ 

p 

_>^ 

p :&-
ZE: 

TWjO 

I 0 fJ 0-0 
^ 

T T 

10 

s ^ ^ g 
/> mf 

13 

M_ /^ fffF^ 
irvr 

* > • 

^ 
(9= - ^ 
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„ 

e ^ * " =' * c : - ^ _. _ 
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Vibrato 

Practice vibrato utilizing: 
>lip vibrato 
>j aw vibrato 
>right hand movement 
>diaphragm 
>throat. 
Sfri-ve-fbi^evenJlbeats^within-the-vibrato. 
Strive for even "width" within tiie vibrato. 

1 -

m 
Allegretto 

ZTzn 

P -
Espressivo 

8 

2ZZI 
- ? i S ^ 

14 

-9-0- =fe*^ 
^ = * ^ 

20 

- ^ 5 ) ^ 777 

V 7^' 

i 
/ 
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Vibrato 

Excerpt from Symphony No. 5. Tchaikovsky 

Play with even, smooth vibrato. 
Sing excerpt, as well. 
Perform as musically_as possible. 

Andante cantabile, con alcuna licenza 
1 Solo 

1 ^ - [ 
p^3 

mf -dolee eenmot&espressiva 
i"-H •' m 

P^ 0 pf r w r ^' g * • : 
^ ^ 

mp animani to 
sostenuto 

rffff r Pf r Pi m m rE 

a tempo 

10 

m tcfT' r Pf .r p̂  
13 sostenuto 

17 coiLmoto dolce 

»Ĵ  h k 1-̂  yr p. •±:^ 

animando ^ 

19 

^ 
^Hi- I 
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APPENDIX C 

LICENSE FOR PERMISSION TO INCLUDE EXCERPTS IN A DISSERTATION 
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COPYKIGHTBD MATERIAL TO BE REPRODUCED: 

nun, 2-3, 7,19, SZ, 24; 33, 58-55,72,77, 82,83; 
Cadeiua: 2excetpts 
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