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Jacques-­‐François	
  Gallay	
  	
  

A	
  practical	
  exploration	
  of	
  the	
  Douze	
  Grands	
  Caprices;	
  France.	
  
	
  

“Caprice:	
  A	
  kind	
  of	
  free	
  music,	
  in	
  which	
  the	
  composer,	
  without	
  subjecting	
  himself	
  to	
  any	
  theme,	
  gives	
  free	
  rein	
  to	
  his	
  
genius,	
  and	
  submits	
  himself	
  to	
  the	
  fire	
  of	
  composition.”	
  Jean-­‐Jacques	
  Rousseau.	
  

	
  
	
  

INTRODUCTION	
  
	
  
I	
  had	
  been	
  aware	
  of	
  the	
  Finzi	
  Travel	
  Scholarship	
  for	
  many	
  years	
  prior	
  to	
  my	
  application	
  as	
  I	
  had	
  often	
  noticed	
  the	
  flyers	
  
dotted	
   around	
   music	
   libraries	
   and	
   concert	
   halls.	
   	
   I	
   have	
   always	
   enjoyed	
   the	
   entrepreneurial	
   spirit	
   of	
   many	
   of	
   my	
  
colleagues;	
  musicians	
  often	
  tend	
  to	
  be	
  enthusiastic	
  people	
  with	
  a	
  wide	
  range	
  of	
  passions,	
  and	
  over	
  the	
  years	
  I	
  had	
  often	
  
found	
  myself	
  suggesting	
  that	
  my	
  colleagues	
  apply	
  to	
  the	
  Finzi	
  Trust	
  for	
  financial	
  support	
  for	
  their	
  plans.	
  	
  Like	
  me,	
  many	
  
of	
  my	
  colleagues	
  often	
  find	
  themselves	
  living	
  a	
  very	
  hand-­‐to-­‐mouth	
  existence.	
  	
  Frequently	
  it	
  is	
  either	
  feast	
  or	
  famine	
  and	
  
the	
  current	
  financial	
  climate	
  has	
  only	
  intensified	
  the	
  parlous	
  state	
  we	
  often	
  find	
  ourselves	
  in.	
  	
  But	
  crucially	
  there	
  is	
  the	
  
added	
  quandary	
  as	
  to	
  whether	
  it	
  is	
  wise	
  to	
  take	
  “time	
  out”.	
  	
  The	
  nebulous	
  nature	
  of	
  our	
  work	
  and	
  a	
  lack	
  of	
  job	
  security	
  
leads	
  us	
  to	
  be	
  very	
  afraid	
  of	
  turning	
  down	
  work	
  in	
  case	
  we	
  find	
  ourselves	
  passed	
  over	
  for	
  future	
  engagements;	
  thus	
  we	
  
find	
  ourselves	
  in	
  a	
  very	
  unlikely	
  position	
  to	
  realise	
  any	
  of	
  our	
  dreams.	
  
	
  
I	
  undertook	
  my	
  project	
   in	
  Autumn	
  2010,	
   ten	
  years	
  after	
  graduating	
   from	
   the	
  Royal	
  Academy	
  of	
  Music,	
  London.	
   	
  This	
  
timing,	
  I	
  feel,	
  was	
  not	
  accidental.	
  	
  In	
  2000,	
  fresh	
  out	
  of	
  college,	
  I	
  threw	
  myself	
  into	
  professional	
  life.	
  	
  As	
  is	
  often	
  the	
  case	
  
for	
  new	
  graduates,	
  work	
  was	
   initially	
   sporadic;	
   this	
  meant	
   I	
  was	
   able	
   to	
   combine	
  my	
  early	
   career	
  with	
  postgraduate	
  
study	
   focusing	
   on	
   period	
   performance	
   –	
   firstly	
   in	
   France	
   as	
   part	
   of	
   the	
   Abbaye	
   aux	
   Dames/Orchestre	
   des	
   Champs	
  
Elysées	
  masters	
  course,	
  and	
  then	
  in	
  Holland	
  at	
  the	
  Conservatorium	
  van	
  Amsterdam,	
   	
  Quickly	
  I	
  established	
  myself	
  as	
  a	
  
specialist	
   in	
   period	
   performance	
   and	
   currently	
   hold	
   the	
   position	
   of	
   principal	
   horn	
   for	
   Orchestre	
   Révolutionnaire	
   et	
  
Romantique	
  (Sir	
  John	
  Eliot	
  Gardiner),	
  English	
  Baroque	
  Soloists	
  (Sir	
  John	
  Eliot	
  Gardiner),	
  Europa	
  Galante	
  (Fabio	
  Biondi),	
  
The	
  Sixteen	
  (Harry	
  Christophers),	
  The	
  Avison	
  Ensemble	
  (Pavlo	
  Besnovsik),	
  and	
  The	
  Dunedin	
  Consort	
  and	
  Players	
  (John	
  
Butt),	
  in	
  addition	
  to	
  a	
  busy	
  solo	
  and	
  chamber	
  music	
  career.	
  
	
  
The	
  horn	
   is	
  recognised	
  as	
  one	
  of	
   the	
  most	
  challenging	
   instruments	
   in	
   the	
  orchestra.	
   	
  A	
  mixture	
  of	
   its	
   innate	
  technical	
  
difficulties,	
   its	
  prominence	
  in	
  the	
  orchestral	
  texture	
  plus	
  the	
  demands	
  of	
  composers	
  often	
  requires	
  nerves	
  of	
  steel.	
  On	
  
the	
  period	
  horns	
  these	
  demands	
  and	
  risks	
  are	
  magnified,	
  which	
  presents	
  challenges	
   that	
   I	
  have	
  always	
  relished.	
   	
   In	
  a	
  
recent	
   interview	
   about	
   his	
   work	
   with	
   the	
   Orchestra	
   of	
   the	
   Age	
   of	
   Enlightenment,	
   the	
   conductor	
   Sir	
   Simon	
   Rattle	
  
described	
  horn	
  players	
  as	
  stuntmen,	
  explaining	
  "you	
  never	
  eyeball	
  a	
  horn	
  player.	
  	
  That's	
  one	
  of	
  the	
  real	
  rules.	
  	
  You	
  just	
  
don't.	
  	
  They're	
  stuntmen.	
  	
  You	
  don't	
  eyeball	
  stuntmen	
  just	
  before	
  they're	
  about	
  to	
  go	
  near	
  death.	
  	
  That's	
  really	
  true.	
  	
  You	
  
also	
  never	
  tell	
  a	
  horn	
  player	
  you	
  played	
  beautifully	
  last	
  time	
  just	
  before	
  a	
  concert.	
  	
  You	
  see	
  that	
  look.	
  	
  They	
  look	
  at	
  you	
  
and	
  they're	
  thinking,	
  I	
  could	
  die	
  now.	
  	
  And	
  you	
  know	
  there's	
  something	
  else	
  behind	
  the	
  eyes.	
  	
  That's	
  really	
  a	
  truth.	
  	
  And	
  
so	
  you	
  have	
  to	
  let	
  them	
  do	
  their	
  very	
  difficult	
  things	
  without	
  too	
  much	
  disturbing"	
  (Simon	
  Rattle	
  interviewed	
  by	
  Jasper	
  
Rees	
  for	
  the	
  arts	
  desk)1.	
  
	
  
WIth	
   hindsight	
   I	
   see	
   that	
   it	
   was	
   recognising	
   that	
   I	
   needed	
   to	
   take	
   time	
   out	
   from	
   my	
   busy	
   life	
   that	
   prompted	
   my	
  
application	
  for	
  the	
  scholarship.	
  	
  The	
  pressures	
  of	
  work,	
  the	
  preparation	
  involved,	
  flying	
  around	
  the	
  world,	
  desperately	
  
trying	
  to	
  slot	
  things	
  in	
  and	
  trying	
  to	
  make	
  ends	
  meet	
  is	
  constant	
  to	
  the	
  extent	
  that	
  we	
  begin	
  not	
  to	
  notice.	
  	
  I	
  wanted	
  the	
  
opportunity	
   to	
   think	
   and	
   do	
   something	
   for	
   myself.	
   	
   To	
   undertake	
   a	
   project	
   that	
   was	
   a	
   passion	
   of	
   mine,	
   something	
  
personal	
  and	
  important	
  to	
  me	
  and	
  to	
  have	
  the	
  chance,	
  after	
  ten	
  wonderfully	
  busy	
  years,	
  to	
  consolidate	
  what	
  I	
  have	
  been	
  
doing.	
  	
  Recalling	
  the	
  Finzi	
  Travel	
  Scholarship	
  I	
  decided	
  that	
  this	
  was	
  something	
  that	
  could	
  provide	
  such	
  an	
  opportunity	
  
and	
  therefore	
  I	
  resolved	
  to	
  apply	
  for	
  the	
  scholarship.	
  	
  But	
  to	
  do	
  what?	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
1	
  Jasper	
  Rees	
  30th	
  of	
  July	
  2010.	
  Q&A	
  Special:	
  Conductor	
  Sir	
  Simon	
  Rattle	
  
www.theartsdesk.com/index.php?option=com_k2&view=item&id=1927:sir-­‐simon-­‐rattle-­‐
interview&Itemid=24.	
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Period	
  performance	
  encourages	
  inquisitive	
  minds.	
  	
  Working	
  in	
  this	
  field	
  you	
  are	
  not	
  only	
  required	
  to	
  be	
  musicians	
  but	
  
often	
  researchers	
  as	
  well.	
  	
  You	
  are	
  expected	
  to	
  have	
  detailed	
  knowledge	
  of	
  a	
  wide	
  range	
  of	
  styles,	
  pitches,	
  temperaments	
  
and	
   techniques.	
   	
   Often	
   projects	
   require	
   a	
   great	
   deal	
   of	
   research	
  months	
   in	
   advance,	
   deducing	
   what	
   instrument	
   you	
  
should	
  be	
  using	
  and	
  then	
  finding	
  them.	
  	
  This	
  is	
  not	
  appealing	
  to	
  all	
  musicians	
  but	
  it	
  has	
  always	
  been	
  a	
  deeply	
  attractive	
  
element	
  of	
  period	
  performance	
  for	
  me.	
   	
  Having	
  this	
  background	
  and	
  enthusiasm	
  for	
  my	
  field	
  meant	
  that	
  there	
  were	
  a	
  
number	
  of	
  possible	
  projects	
  that	
  initially	
  occurred	
  to	
  me,	
  but	
  there	
  was	
  one	
  in	
  particular	
  that	
  stood	
  out.	
  
	
  
On	
  commencing	
  my	
  postgraduate	
  study	
  in	
  France	
  my	
  professor,	
  Claude	
  Maury,	
  insisted	
  that	
  as	
  I	
  was	
  studying	
  in	
  France	
  
it	
  was	
  essential	
   that	
   I	
  studied	
  the	
  great	
  nineteenth-­‐century	
  French	
  horn	
  players	
  and	
  pedagogues	
  –	
  Domnich,	
  Dauprat,	
  
Duvernoy,	
   Gallay,	
  Meifred	
   et	
   al.	
   	
   At	
   the	
   beginning	
   of	
   the	
   nineteenth	
   century	
   horn	
   players	
   across	
   Europe	
  were	
   using	
  
"hand	
  technique",	
  a	
  method	
  of	
  inserting	
  the	
  right	
  hand	
  into	
  the	
  bell	
  of	
  the	
  instrument	
  to	
  manipulate	
  the	
  harmonic	
  series,	
  
thus	
  creating	
  non-­‐harmonic	
  notes.	
  	
  The	
  invention	
  of	
  the	
  valve	
  in	
  the	
  second	
  decade	
  of	
  the	
  century	
  suddenly	
  opened	
  up	
  
other	
   possibilities	
   but	
   perfection	
   and	
   acceptance	
   of	
   this	
   new	
   invention	
   varied	
   across	
   the	
   continent.	
   	
   France	
   was	
  
particularly	
   resistant	
   to	
   the	
   new	
   invention,	
   probably	
   due	
   to	
   the	
   very	
   high	
   calibre	
   of	
   its	
   horn	
   players.	
   	
  Why	
  would	
   a	
  
musician	
  wish	
  to	
  use	
  a	
  leaky,	
  unreliable	
  valve	
  horn,	
  with	
  its	
  bland	
  uniform	
  timbre	
  when	
  they	
  had	
  the	
  already	
  "perfect"	
  
and	
   nuanced	
   hand	
   horn	
   instead?	
   	
   Dauprat	
   wrote	
   of	
   these	
   concerns	
   in	
   a	
   chapter	
   entitled	
   “On	
   the	
   changes	
   and	
  
improvements	
   that	
   some	
  would	
   like	
   to	
   see	
  applied	
   to	
   the	
  horn”	
   in	
  his	
  Méthode	
  warning	
   that	
   altering	
   the	
   instrument	
  
would	
  mean	
   that	
   the	
   instrument	
   “…	
  would	
   lose	
   its	
  character	
  and	
   the	
   true	
  quality	
  of	
   its	
  natural	
  and	
   factitious	
  sounds.	
  	
  
Most	
  of	
   these	
   latter	
  have	
  a	
  charm	
  that	
   is	
  particularly	
  theirs,	
  and	
  which	
  serve,	
  so	
  to	
  speak,	
   for	
  shading	
  and	
  nuances	
   in	
  
contrast	
  with	
  the	
  natural	
  sounds”2.	
  
	
  
The	
   hand	
   horn	
   continued	
   to	
   flourish	
   in	
   nineteenth-­‐century	
   France,	
   whilst	
   in	
   Austro/Germanic	
   countries	
   the	
   valve	
  
gradually	
  became	
  the	
  preferred	
  instrument.	
  	
  Testament	
  to	
  this	
  was	
  the	
  Paris	
  Conservatoire	
  that	
  continued	
  to	
  teach	
  the	
  
hand	
  horn	
  into	
  the	
  twentieth	
  century,	
  the	
  hand	
  horn	
  class	
  ending	
  in	
  1906.	
  	
  It	
  has	
  always	
  been	
  cause	
  for	
  comment	
  that	
  
they	
   continued	
   teaching	
   this	
   “obsolete”	
   instrument	
   so	
   late;	
  however,	
   I	
  was	
   to	
  discover	
  during	
   the	
  project	
   that	
   in	
   fact	
  
there	
  had	
  been	
  political	
  pressure	
  on	
  the	
  Paris	
  Conservatoire	
  to	
  reinstate	
  the	
  hand	
  horn	
  class	
  after	
  this	
  date.	
  
	
  
A	
   core	
   principle	
   of	
   the	
   Paris	
   Conservatoire,	
   founded	
   in	
   1795,	
   was	
   the	
   codification	
   of	
   instrumental	
   tuition	
   with	
   its	
  
professors	
  writing	
  some	
  of	
  the	
  most	
  detailed	
  and	
  extensive	
  methods	
  thus	
  far	
  in	
  the	
  history	
  of	
  music.	
   	
  The	
  standard	
  of	
  
nineteenth-­‐century	
  wind	
  players	
  was	
  incredibly	
  high,	
  partially	
  as	
  a	
  result	
  of	
  the	
  foundation	
  of	
  the	
  Conservatoire,	
  which	
  
excelled	
  in	
  its	
  tuition	
  of	
  wind	
  instruments;	
  the	
  top	
  musicians	
  were	
  appointed	
  as	
  professors	
  in	
  addition	
  to	
  their	
  posts	
  as	
  
principal	
  players	
  of	
   the	
  various	
  opera	
  houses	
  and	
  orchestras.	
   	
  The	
  "father"	
  of	
   the	
  19th	
  century	
  French	
  horn	
  school	
   is	
  
often	
  identified	
  as	
  Dauprat,	
  thanks	
  to	
  his	
  monumental	
  Méthode,	
  a	
  huge	
  tome,	
  which	
  details	
  almost	
  every	
  aspect	
  of	
  horn	
  
playing	
  with	
   in-­‐depth	
   information	
  on	
   technique	
   and	
   repertoire,	
   information	
  on	
  how	
   to	
  write	
  most	
   effectively	
   for	
   the	
  
instrument,	
  and	
  pages	
  and	
  pages	
  of	
  exercises.	
  	
  The	
  Dauprat	
  method	
  is	
  so	
  extensive	
  that	
  it	
  is	
  understandable	
  that	
  often	
  
this	
  is	
  the	
  main	
  source	
  of	
  information	
  for	
  period	
  horn	
  players	
  today.	
  	
  Moreover,	
  the	
  Dauprat	
  is	
  now	
  available	
  in	
  English	
  
translation	
   thanks	
   to	
   the	
   work	
   of	
   Viola	
   Roth,	
   whose	
   translation	
   was	
   published	
   in	
   a	
   beautiful	
   edition	
   in	
   1994	
   by	
  
Birdalone	
   Music3.	
   	
   The	
   other	
   methods	
   are	
   currently	
   unavailable	
   in	
   English	
   and,	
   with	
   the	
   exception	
   of	
   the	
   Domnich	
  
(published	
  by	
  Minkoff4)	
  and	
   the	
  monumental	
  collected	
  edition	
  of	
  French	
  pre-­‐1800	
  tutors	
  published	
  by	
  Fuzeau5,	
  most	
  
source	
  materials	
   can	
  be	
  hard	
   to	
  obtain.	
   	
  Therefore	
  Dauprat	
   remains	
  often	
   the	
  most	
   regular	
   source	
  of	
   information	
   for	
  
English	
  speakers.	
  
	
  
It	
  was	
  common	
  for	
  19th	
  century	
  musicians	
  also	
  to	
  be	
  active	
  composers,	
  often	
  writing	
  mainly	
  for	
  their	
  instruments	
  and	
  
providing	
  an	
  ever	
  expanding	
  repertoire	
  as	
  techniques	
  and	
  instruments	
  developed.	
  	
  There	
  is	
  a	
  vast	
  horn	
  repertoire	
  from	
  
this	
   time,	
   and	
  many	
   pieces	
   have	
   been	
   recently	
   rediscovered	
  with	
   the	
   resurgence	
   of	
   hand-­‐horn	
   technique	
   in	
   the	
   late	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
2	
  Louis	
  François	
  Dauprat,	
  Méthode	
  de	
  Cor	
  Alto	
  et	
  Cor	
  Basse,	
  trans.	
  Viola	
  Roth	
  (Birdalone	
  Muisc,	
  
1994),	
  p	
  13.	
  	
  
3	
  Ibid.	
  
4	
  H.	
  Domnich	
  Méthode	
  de	
  premier	
  et	
  second	
  cor,	
  (Reprint	
  of	
  Paris:	
  Conservatoire	
  Impérial	
  de	
  
Musique,	
  1807,	
  Geneva:	
  Minkoff,	
  1974).	
  
5	
  Collected	
  edition	
  of	
  Ancelet,	
  Francoeur,	
  Garsault,	
  Hampel	
  and	
  Stich,	
  Laborde,	
  Mersenne,	
  Roeser,	
  
Serre	
  De	
  Rieux,	
  Trichet	
  and	
  Vandenbrock	
  Méthodes	
  et	
  Traités	
  Cor	
  –	
  France	
  1600	
  –	
  1800	
  (Paris:	
  Anne	
  
Fuzeau	
  Classique,	
  2004). 
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twentieth	
  century.	
  During	
  my	
  studies	
  in	
  France	
  I	
  was	
  able	
  to	
  get	
  a	
  taste	
  of	
  the	
  repertoire.	
   	
  One	
  name	
  constantly	
  stood	
  
out	
  to	
  me	
  during	
  this	
  time:	
  Jacques-­‐François	
  Gallay.	
  
	
  
Gallay	
  was	
  born	
  in	
  Perpignan	
  in	
  1795.	
  It	
  was	
  relatively	
  late	
  in	
  life	
  that	
  he	
  moved	
  to	
  Paris	
  to	
  study	
  with	
  Dauprat	
  at	
  the	
  
Conservatoire	
  where	
  he	
  won	
  the	
  Premier	
  Prix.	
  After	
  completing	
  his	
  studies	
  he	
  joined	
  the	
  Odéon	
  Orchestra	
  but	
  left	
  soon	
  
afterwards	
   to	
   become	
   cor	
   solo	
   (principal	
   horn)	
   at	
   the	
  Theatre	
   Italien,	
   a	
   post	
   he	
   held	
   in	
   conjunction	
  with	
   cor	
   solo	
   in	
  
Louis-­‐Phillippe’s	
  private	
  orchestra.	
  It	
  was	
  in	
  recognition	
  of	
  his	
  achievements	
  as	
  a	
  musician	
  that	
  he	
  succeeded	
  Dauprat	
  
not	
   only	
   at	
   the	
   Société	
   des	
   Concerts	
   but	
   also	
   as	
   professor	
   at	
   the	
   Conservatoire,	
   two	
   of	
   the	
  most	
   influential	
   posts	
   in	
  
nineteenth-­‐century	
  Paris.	
  	
  In	
  addition	
  to	
  his	
  career	
  as	
  a	
  performer	
  he	
  composed	
  at	
  least	
  sixty	
  compositions	
  for	
  horn	
  and	
  
also	
  wrote	
  a	
  Méthode	
  for	
  the	
  instrument.	
  
	
  
During	
  my	
   studies	
  with	
  Claude	
  Maury	
  he	
   introduced	
  me	
   to	
   the	
  Douze	
  Grand	
  Caprices.	
   	
   This	
   is	
   a	
   collection	
  of	
   twelve	
  
unaccompanied	
  pieces	
  in	
  the	
  vein	
  of	
  the	
  caprices	
  of	
  the	
  violinist	
  Paganini.	
  Gallay’s	
  repertoire	
  for	
  unaccompanied	
  horn	
  
has,	
   in	
  my	
   opinion,	
   been	
   unjustly	
   neglected.	
   This	
   is	
   probably	
   primarily	
   due	
   to	
   the	
   extreme	
   virtuosity	
   and	
   technique	
  
involved	
  which	
  requires	
  much	
  experience	
  on	
  the	
  part	
  of	
  the	
  horn	
  player.	
  Similarly,	
  it	
  could	
  be	
  argued	
  that,	
  as	
  many	
  of	
  
his	
  works	
   are	
  written	
   for	
   a	
   solo	
   unaccompanied	
   instrument,	
   these	
  works	
   require	
   particularly	
   sensitive	
   handling	
   and	
  
often	
  do	
  not	
  find	
  a	
  satisfactory	
  home	
  within	
  many	
  straightforward	
  horn	
  recitals.	
  
	
  
Slowly	
  a	
  plan	
  began	
  to	
  form.	
  	
  What	
  I	
  wished	
  to	
  do	
  was	
  to	
  have	
  the	
  time	
  really	
  to	
  get	
  to	
  know	
  these	
  amazing	
  caprices,	
  the	
  
opportunity	
   to	
   research	
   them	
   and,	
  more	
   broadly,	
   the	
   life	
   and	
  works	
   of	
   Gallay.	
   	
   The	
   caprices	
  were	
  works	
   that	
   I	
   had	
  
continued	
  to	
  come	
  back	
  to	
  over	
  the	
  years	
  and	
  I	
  had	
  often	
  toyed	
  with	
  the	
  idea	
  of	
  performing	
  them	
  as	
  a	
  set.	
  	
  The	
  technical	
  
challenges	
  of	
  the	
  works	
  are	
  huge.	
   	
  One	
  colleague	
  contacted	
  me	
  after	
  receiving	
  an	
  invitation	
  to	
  my	
  first	
  performance	
  of	
  
them	
  querying	
  whether	
   there	
  was	
   not	
   some	
  mistake.	
   	
   "Surely",	
   he	
   asked,	
   "you're	
   not	
   planning	
   on	
   playing	
   the	
  whole	
  
set?".	
  	
  Receiving	
  a	
  Finzi	
  Scholarship	
  gave	
  me	
  the	
  chance	
  to	
  see	
  if	
  this	
  was	
  indeed	
  possible.	
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PREPARATION	
  

	
  
The	
  selection	
  process	
  for	
  the	
  scholarship	
  necessitated	
  a	
  great	
  deal	
  of	
  thought	
  and	
  planning.	
  	
  The	
  information	
  requested	
  
at	
   the	
   various	
   stages	
   encourages	
   applicants	
   to	
   put	
   considerable	
   thought	
   care	
   into	
   their	
   proposals,	
   and	
   by	
   the	
   time	
   I	
  
reached	
   the	
   shortlist	
   it	
   struck	
  me	
   that	
   I	
   was	
   becoming	
   extremely	
   passionate	
   about	
  my	
   proposals.	
   	
   In	
   preparing	
   the	
  
itinerary	
  and	
  supporting	
  material	
  for	
  the	
  interview	
  I	
  hoped	
  that	
  the	
  detail	
  I	
  put	
  into	
  them	
  would	
  impress	
  upon	
  the	
  panel	
  
the	
  importance	
  of	
  this	
  project	
  to	
  me.	
  	
  
	
  
	
  A	
  number	
  of	
  questions	
  raised	
  by	
  the	
  interview	
  panel	
  provided	
  food	
  for	
  thought.	
  For	
  instance,	
  the	
  question	
  "where	
  do	
  
you	
  see	
  yourself	
  in	
  ten	
  years	
  time?"	
  was	
  apt,	
  considering	
  that	
  I	
  was	
  hoping	
  to	
  use	
  this	
  experience	
  as	
  a	
  chance	
  to	
  think	
  
about	
  exactly	
   this	
  question.	
   	
  One	
  question,	
  pointing	
  out	
   the	
  very	
   fully	
   itinerary,	
  proved	
  very	
   thought-­‐provoking.	
   	
  The	
  
interviewer	
  pointed	
  out	
  that	
  there	
  was	
  very	
  little	
  free	
  time,	
  and	
  that	
  there	
  was	
  hardly	
  any	
  time	
  for	
  flexibility	
  that	
  might	
  
be	
  necessary	
  if	
  something	
  went	
  wrong,	
  became	
  more	
  complicated,	
  more	
  time	
  consuming	
  or	
  fell	
  through.	
   	
  My	
  daily	
  life	
  
tends	
  to	
  be	
  this	
  jam-­‐packed	
  and	
  indeed	
  the	
  problem	
  is	
  that	
  there	
  is	
  little	
  space	
  for	
  something	
  to	
  go	
  wrong.	
  	
  This	
  is	
  often	
  
necessitated,	
  as	
  explained	
  earlier,	
  by	
   the	
  need	
   to	
   juggle	
  work,	
   racing	
   from	
  one	
  place	
   to	
  another.	
   	
  Therefore	
  my	
   initial	
  
schedule	
  did	
  not	
  seem	
  to	
  me	
  outrageously	
  busy.	
   	
  But	
  what	
  especially	
  stuck	
  in	
  my	
  mind	
  was	
  the	
  panel	
  saying	
  that	
  they	
  
wanted	
   me	
   to	
   enjoy	
   the	
   experience,	
   and	
   realising	
   that	
   freeing	
   up	
   more	
   space	
   in	
   the	
   schedule	
   would	
   increase	
   my	
  
enjoyment	
  of	
  the	
  experience.	
  	
  In	
  the	
  interview	
  I	
  identified	
  a	
  number	
  of	
  elements	
  of	
  my	
  project	
  that	
  I	
  could	
  complete	
  in	
  
advance	
  (such	
  as	
  working	
  on	
  a	
  translation	
  of	
  Gallay's	
  Méthode	
  and	
  performances	
  of	
  the	
  Caprices),	
  thus	
  freeing	
  up	
  more	
  
time.	
  	
  I	
  feel	
  that	
  as	
  a	
  result	
  I	
  got	
  more	
  out	
  of	
  the	
  project,	
  as	
  I	
  was	
  better	
  prepared	
  in	
  general.	
  
	
  

	
  
	
  
The	
   fantastic	
   news	
   that	
   I	
   had	
   been	
   successful	
   in	
   my	
   application	
   came	
   barely	
   48	
   hours	
   after	
   my	
   interview.	
   	
   I	
   had	
  
mentioned	
  that	
  I	
  was	
  leaving	
  on	
  the	
  Monday	
  for	
  six	
  weeks	
  work	
  with	
  the	
  Australian	
  Chamber	
  Orchestra	
  in	
  the	
  interview	
  
and	
  to	
  receive	
  this	
  news	
  on	
  the	
  day	
  of	
  my	
  departure	
  was	
  a	
  great	
  leaving	
  present.	
  	
  	
  
	
  
The	
  ACO	
  tour	
  was	
  a	
  perfect	
  opportunity	
  to	
  develop	
  my	
  ideas	
  further.	
  	
  I	
  took	
  the	
  caprices	
  plus	
  the	
  unmeasured	
  preludes,	
  
which	
  I	
  knew	
  less	
  well,	
  with	
  me	
  to	
  Australia	
  and	
  set	
  myself	
  the	
  challenge	
  of	
  practicing	
  four	
  of	
  each	
  each	
  week.	
  	
  Touring	
  
life	
  has	
  advantages	
  and	
  disadvantages	
  –	
  one	
  of	
  the	
  former	
  is	
  that	
  you	
  have	
  fewer	
  distractions	
  –	
  there	
  is	
  less	
  opportunity	
  
to	
  "slot"	
  other	
  things	
  in	
  around	
  the	
  work	
  you	
  have.	
  	
  The	
  average	
  period	
  horn	
  player	
  has	
  many	
  instruments	
  and	
  you	
  are	
  
often	
  chopping	
  and	
  changing	
  between	
  them.	
  	
  In	
  Australia	
  I	
  only	
  had	
  one	
  instrument,	
  an	
  early	
  19th	
  century	
  Raoux	
  hand	
  
horn	
  –	
  perfect	
  for	
  Gallay	
  –	
  and	
  many	
  opportunities	
  to	
  work	
  on	
  this	
  repertoire.	
  	
  	
  
	
  
On	
  my	
  arrival	
  in	
  Australia	
  I	
  contacted	
  a	
  friend	
  back	
  in	
  the	
  UK	
  who	
  runs	
  a	
  lunchtime	
  recital	
  series	
  in	
  London.	
  We	
  found	
  a	
  
date	
  in	
  early	
  April	
  on	
  which	
  I	
  could	
  perform,	
  for	
  the	
  first	
  time,	
  the	
  complete	
  set	
  of	
  caprices.	
   	
  This	
  proved	
  to	
  be	
  perfect	
  
timing:	
  I	
  had	
  plenty	
  of	
  opportunity	
  during	
  February	
  and	
  March	
  in	
  Australia	
  to	
  prepare	
  for	
  this	
  performance	
  and	
  then	
  I	
  
had	
  other	
  things	
  to	
  focus	
  on.	
  	
  
	
  
I	
  have	
  often	
  noticed	
  that	
  when	
  I	
  come	
  back	
  to	
  repertoire	
  I	
  had	
  previously	
  spent	
  a	
  lot	
  of	
  time	
  working	
  on	
  that	
  the	
  music	
  
and	
  my	
  ideas	
  have	
  continued	
  to	
  develop	
  subconsciously	
  during	
  the	
  intervening	
  time	
  –	
  a	
  sense	
  of	
  things	
  "bedding	
  down".	
  	
  
The	
  following	
  months	
  were	
  typical	
  of	
  the	
  demands	
  made	
  on	
  musicians.	
  	
  April	
  had	
  performances	
  of	
  Le	
  Nozze	
  di	
  Figaro	
  in	
  
April	
  (using	
  Austrian	
  hand	
  horns);	
  May	
  had	
  two	
  tours	
  of	
  the	
  Bach	
  B	
  minor	
  mass	
  (baroque	
  horns);	
  there	
  was	
  an	
  Opera	
  
Comique	
  residency	
  in	
  June	
  performing	
  Pelléas	
  et	
  Mélisande	
  (French	
  piston	
  horns);	
  and	
  it	
  was	
  back	
  to	
  Bach	
  in	
  July	
  for	
  
the	
   Brandenburg	
   Concertos	
   in	
   the	
   Proms.	
   September	
   and	
   October	
   were	
  mostly	
   taken	
   up	
   with	
   getting	
   to	
   grips	
   with	
  
German	
  rotary	
  horns	
  for	
  a	
  Schumann	
  tour	
  with	
  ORR.	
  But	
  throughout	
  this	
  time	
  I	
  kept	
  coming	
  back	
  to	
  finalising	
  plans	
  for	
  
what	
  became	
  known	
  to	
  me	
  as	
  "The	
  Gallay	
  Project".	
  
	
  

	
  
	
  
During	
  the	
  first	
  half	
  of	
  2010	
  various	
  new	
  ideas	
  occurred	
  to	
  me.	
   	
  I	
  discovered	
  that	
  the	
  annual	
  Association	
  Française	
  du	
  
Cor	
  conference	
  was	
   to	
   take	
  place	
   from	
  the	
  19th	
   to	
   the	
  21st	
  of	
  November	
   in	
  Orléans.	
   	
  This	
  was	
  perfect	
   timing	
  and	
  an	
  
excellent	
  opportunity	
  to	
  have	
  in	
  one	
  place	
  all	
  the	
  most	
  important	
  experts	
  in	
  exactly	
  what	
  I	
  was	
  focusing	
  on.	
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It	
  became	
  more	
  apparent	
  to	
  me	
  that	
  making	
  a	
  recording	
  of	
  these	
  works	
  was	
  vital,	
  because	
  the	
  wonderful	
  opportunity	
  
the	
  Finzi	
  Trust	
  have	
  given	
  me,	
  allowing	
  me	
  to	
  concentrate	
  on	
  these	
  works	
  for	
  such	
  a	
  length	
  of	
  time,	
  was	
  unlikely	
  to	
  arise	
  
again.	
   	
   I	
   was	
   recommended	
   a	
   French	
   recording	
   engineer,	
   Hannelore	
   Guittet,	
   and	
   with	
   her	
   assistance	
   a	
   further	
   plan	
  
emerged	
  –	
  that	
  after	
  the	
  "official"	
  end	
  of	
   the	
  project	
  (my	
  original	
   itinerary	
  had	
  me	
  returning	
  to	
  the	
  UK	
  on	
  the	
  21st	
  of	
  
November)	
  I	
  would	
  stay	
  in	
  France	
  for	
  four	
  days	
  and	
  record	
  the	
  complete	
  caprices	
  at	
  the	
  Musée	
  du	
  Port	
  Royal	
  –	
  the	
  ruins	
  
of	
  an	
  Abbey	
  south-­‐west	
  of	
  Paris.	
  	
  My	
  old	
  professor	
  and	
  friend	
  Claude	
  Maury	
  kindly	
  offered	
  to	
  be	
  the	
  producer.	
  	
  Having	
  
this	
  as	
  the	
  final	
  goal	
  of	
  the	
  project	
  was	
  tremendous;	
  it	
  would	
  be	
  a	
  challenge	
  but	
  also	
  an	
  opportunity	
  to	
  disseminate	
  the	
  
findings	
  of	
  my	
  project	
  to	
  a	
  wider	
  audience.	
  
	
  

	
  
	
  
The	
  choice	
  of	
  instrument	
  was	
  key	
  to	
  this	
  project.	
  	
  I	
  am	
  fortunate	
  to	
  own	
  an	
  early	
  nineteenth-­‐century	
  cor	
  d'orchestre	
  by	
  
Marcel-­‐Auguste	
  Raoux.	
  	
  The	
  three	
  generations	
  of	
  the	
  Raoux	
  family	
  (Joseph	
  Raoux	
  (c.1725–before	
  1800),	
  his	
  son	
  Lucien	
  
Joseph	
   (1753–1821),	
   and	
   grandson	
  Marcel-­‐Auguste	
   (1795–1871)	
   are	
   regarded	
   as	
   some	
   of	
   the	
   finest	
  makers	
   ever	
   of	
  
horns	
  and	
  their	
  handiwork	
  graces	
  many	
  an	
  important	
  instrument	
  collection.	
  	
  	
  
	
  
The	
  two	
  main	
  designs	
  of	
  horns	
  made	
  by	
  the	
  Raouxs	
  were	
  the	
  cor	
  d'orchestre	
  and	
  the	
  cor	
  solo.	
  	
  As	
  the	
  name	
  implies,	
  the	
  
cor	
  d'orchestre	
  was	
  used	
  for	
  orchestral	
  repertoire	
  having	
  the	
  full	
  range	
  of	
  terminal	
  crooks	
  enabling	
  the	
  instrument	
  to	
  
play	
  in	
  all	
  keys	
  between	
  Bb	
  basso	
  and	
  C	
  alto.	
  	
  The	
  cor	
  solo	
  was	
  a	
  more	
  specialised	
  instrument	
  and	
  had	
  internal	
  crooks	
  
(built	
  around	
  the	
  tuning	
  slide)	
  for	
  the	
  keys	
  of	
  D,	
  Eb,	
  E,	
  F	
  and	
  G	
  –	
  the	
  "solo"	
  keys.	
  	
  	
  
	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   	
  
	
  

Illustration	
  I	
  	
  
Left:	
  Cor	
  d’orchestre	
  Jahn	
  1830.	
  Centre:	
  Illustration	
  of	
  cor	
  solo	
  from	
  the	
  Gallay	
  Méthode.	
  Right:	
  Raoux	
  Cor	
  Solo	
  1823.	
  

	
  
	
  
My	
  cor	
  d'orchestre	
  dates	
  from	
  the	
  1830s	
  or	
  ’40s.	
  The	
  original	
  owner	
  was	
  Opezzi,	
  who	
  was	
  the	
  cor	
  solo	
  (principal	
  horn)6	
  
of	
  the	
  Opera	
  de	
  Paris	
  and	
  therefore	
  likely	
  to	
  have	
  been	
  a	
  colleague	
  of	
  Gallay.	
  	
  Gallay's	
  own	
  instrument,	
  a	
  cor	
  solo	
  from	
  
1821	
  by	
  Lucien-­‐August	
  Raoux,	
   is	
  housed	
   in	
   the	
  Cité	
  de	
   la	
  Musique	
  collection	
   in	
  Paris.	
   	
  Rather	
  optimistically,	
   in	
   June	
   I	
  
contacted	
  Claude	
  Maury,	
  hand	
  horn	
  professor	
  at	
  the	
  Conservatoire	
  National	
  Supérier	
  de	
  Musique	
  et	
  de	
  Danse	
  de	
  Paris,	
  
to	
  enquire	
  about	
  the	
  possibility	
  of	
  using	
  the	
  Gallay	
  instrument	
  for	
  the	
  recording.	
  	
  I	
  knew	
  that	
  this	
  instrument	
  had	
  been	
  
used	
  for	
  a	
  short	
  audio	
  example	
  that	
  is	
  available	
  to	
  listen	
  to	
  as	
  part	
  of	
  the	
  audio	
  guide	
  to	
  the	
  collection.	
  	
  Appropriately,	
  
the	
  collection	
  had	
  recorded	
  an	
  extract	
  from	
  the	
  Douzième	
  Caprice	
  by	
  Gallay.	
  	
  My	
  suspicions	
  was	
  that,	
  though	
  there	
  was	
  a	
  
precedent	
  for	
  playing	
  the	
  instrument	
  (frequently	
  prohibited	
  in	
  instrumental	
  collections),	
  it	
  would	
  be	
  highly	
  unlikely	
  that	
  
the	
  Cité	
  de	
  la	
  Musique	
  would	
  allow	
  me	
  to	
  borrow	
  the	
  instrument.	
  	
  	
  
	
  
At	
  this	
  stage	
  my	
  view	
  was	
  that	
  I	
  would	
  be	
  very	
  happy	
  to	
  use	
  my	
  own	
  Raoux	
  cor	
  d'orchestre	
  as	
  it	
  is	
  a	
  very	
  appropriate	
  
instrument	
   for	
   the	
  work.	
   	
   However,	
  my	
   plans	
   changed	
  when	
   in	
   August	
   of	
   this	
   year	
   I	
  was	
   invited	
   to	
   participate	
   in	
   a	
  
project	
  run	
  by	
  Birmingham	
  Conservatoire	
  in	
  which	
  a	
  series	
  of	
  podcasts	
  were	
  being	
  made.	
  	
  Each	
  podcast	
  was	
  to	
  centre	
  on	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
6	
  Confusingly	
  the	
  term	
  “cor	
  solo”	
  applies	
  both	
  to	
  the	
  position	
  of	
  principal	
  horn	
  and	
  the	
  design	
  of	
  horn	
  
described	
  above.	
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a	
  different	
  instrument,	
  discussing	
  the	
  history	
  of	
  the	
  instrument	
  and	
  the	
  different	
  techniques	
  used	
  over	
  the	
  centuries.	
  	
  	
  
	
  
The	
  Bate	
  Collection,	
  Oxford,	
  agreed	
  to	
  be	
  part	
  of	
  this	
  project	
  and	
  therefore	
  it	
  was	
  decided	
  to	
  incorporate	
  into	
  the	
  podcast	
  
a	
   series	
  of	
   short	
   films	
  of	
  me	
  playing	
   their	
   instruments.	
   	
  One	
  of	
   the	
  highlights	
  of	
   the	
  Bate	
  Collection	
   is	
   a	
   silver-­‐plated	
  
Marcel-­‐August	
   Raoux	
   cor	
   solo	
   from	
   1823,	
   an	
   almost	
   identical	
   instrument	
   to	
   Gallay's.	
   	
   On	
   playing	
   this	
   instrument	
   I	
  
realised	
  that	
  the	
  advantages	
  of	
  using	
  a	
  cor	
  solo	
  rather	
  than	
  my	
  cor	
  d'orchestre	
  were	
  likely	
  to	
  be	
  considerable.	
  	
  The	
  cor	
  
solo	
  has	
  a	
  greater	
  agility	
  and	
  a	
  lighter,	
  more	
  flexible	
  timbre.	
  	
  In	
  many	
  ways	
  it	
  was	
  less	
  stable	
  than	
  the	
  cor	
  d'orchestre	
  but	
  
that	
   that	
  contributed	
  to	
   its	
  suppleness,	
  an	
  essential	
  element	
   for	
   the	
  virtuosic	
  demands	
  of	
   the	
  caprices.	
   	
   In	
  his	
  method	
  
Gallay	
  states	
  that	
   the	
  top	
  F	
  sharp	
  and	
  top	
  A	
  should	
  be	
  played	
  "stopped",	
   i.e.	
  with	
  the	
  right	
  hand	
  closing	
  the	
  bell.	
   	
   It	
   is	
  
more	
  common	
  to	
  find	
  methods	
  suggesting	
  that	
  these	
  notes	
  should	
  be	
  played	
  with	
  the	
  hand	
  out	
  of	
  the	
  bell.	
  	
  Both	
  options	
  
are	
  notoriously	
  unstable,	
  with	
   the	
  hand	
  out	
  of	
   the	
  bell	
  being	
  marginally	
  preferable	
  as	
   it	
  gives	
  a	
  clearer	
  sound.	
   	
   In	
   the	
  
caprices	
  there	
  are	
  a	
  number	
  of	
  phrases	
  where	
  it	
  is	
  clear	
  Gallay	
  intended	
  all	
  the	
  notes,	
  including	
  the	
  F	
  sharp	
  and	
  A,	
  to	
  be	
  
stopped	
  –	
   this	
  gives	
  a	
  particular	
  colour	
   to	
   the	
  phrase,	
  dusky	
  and	
  distant	
  as	
  heard	
   in	
   the	
  opening	
  to	
   the	
  third	
  Caprice.	
  	
  
Here,	
  with	
  the	
  exception	
  of	
  the	
  first	
  note,	
  the	
  whole	
  of	
  the	
  second	
  line	
  can	
  be	
  played	
  “stopped”	
  (represented	
  by	
  the	
  +)	
  
creating	
  a	
  more	
  covered	
  sound,	
  followed	
  by	
  the	
  brighter,	
  open	
  sounding	
  third	
  line,	
  in	
  which	
  the	
  majority	
  of	
  the	
  notes	
  are	
  
open	
  (represented	
  by	
  O).	
  

	
  
Illustration	
  II	
  

Opening	
  of	
  the	
  3rd	
  Caprice.	
  
	
  

	
  
	
  
On	
  the	
  Bate	
  Collection	
  cor	
  solo	
  the	
  top	
  F	
  sharp	
  and	
  top	
  A	
  were	
  very	
  playable	
  stopped,	
  an	
  essential	
  characteristic,	
  making	
  
performing	
  these	
  sections	
  feasible.	
  
	
  
After	
  my	
   experience	
  with	
   the	
   Raoux	
   cor	
   solo	
   at	
   the	
   Bate	
   Collection	
   I	
  was	
   even	
   keener	
   to	
   play	
   on	
   a	
   cor	
   solo	
   for	
   the	
  
recording.	
  	
  I	
  continued	
  to	
  persevere	
  with	
  the	
  Cité	
  de	
  la	
  Musique,	
  Claude	
  Maury	
  having	
  given	
  me	
  the	
  name	
  of	
  his	
  contact	
  
at	
  the	
  collection,	
  but	
  at	
  this	
  stage	
  I	
  did	
  not	
  hear	
  back.	
  	
  	
  
	
  
The	
  project	
  was	
  going	
  to	
  start	
  immediately	
  after	
  the	
  final	
  concert	
  of	
  a	
  long	
  tour	
  with	
  ORR/Gardiner,	
  for	
  which	
  I	
  needed	
  
to	
  use	
  two	
  horns	
  (my	
  Raoux	
  cor	
  d'orchestre	
  and	
  my	
  Uhlmann	
  rotary	
  horn).	
  	
  I	
  was	
  lending	
  a	
  third	
  horn	
  to	
  a	
  colleague	
  and	
  
needed	
  a	
   fourth	
  (a	
  baroque	
  horn)	
  during	
  my	
  stay	
   in	
  Paris	
   for	
  a	
  brief	
   recording	
  session	
  a	
  colleague	
  had	
   invited	
  me	
   to	
  
participate	
  in.	
  	
  Now	
  I	
  was	
  considering	
  a	
  fifth,	
  the	
  advantages	
  of	
  using	
  a	
  cor	
  solo	
  being	
  so	
  pronounced.	
  	
  Having	
  drawn	
  a	
  
blank	
  with	
  the	
  Cité	
  de	
  la	
  Musique	
  I	
  contacted	
  the	
  Bate	
  Collection	
  who	
  delighted	
  me	
  by	
  agreeing	
  to	
  lend	
  me	
  their	
  Raoux	
  
for	
  the	
  duration	
  of	
  the	
  project.	
  As	
  these	
  instruments	
  are	
  rare	
  I	
  cannot	
  deny	
  that	
  I	
  was	
  aware	
  of	
  the	
  added	
  cachet	
  that	
  
using	
   a	
   cor	
   solo	
   would	
   bring	
   to	
   the	
   project	
   and	
   subsequent	
   recording.	
   	
   The	
   logistics	
   involved	
   in	
   juggling	
   these	
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instruments	
  can	
  be	
  monumental	
  and	
  the	
  feasibility	
  of	
  this	
  was	
  only	
  thanks	
  to	
  the	
  fact	
  that	
  ORR	
  employ	
  a	
  roadie	
  to	
  drive	
  
the	
  larger	
  instruments,	
  thus	
  enabling	
  me	
  to	
  put	
  them	
  all	
  on	
  the	
  truck	
  until	
  I	
  arrived	
  in	
  Paris,	
  and	
  allowing	
  me	
  to	
  send	
  
two	
  instruments	
  home.	
  
	
  

	
  
	
  
Whilst	
  finalising	
  the	
  plans	
  I	
  found	
  performance	
  opportunities	
  in	
  France	
  to	
  be	
  very	
  limited	
  in	
  comparison	
  to	
  the	
  UK.	
  Iin	
  
the	
   UK	
   there	
   are	
  many	
   venues,	
   frequently	
   churches,	
   up	
   and	
   down	
   the	
   country	
   that	
   host	
   lunchtime	
   recital	
   schemes.	
  	
  
These	
  schemes	
  often	
  have	
  little	
  or	
  no	
  budget,	
  some	
  stretch	
  to	
  covering	
  travel	
  costs	
  or	
  a	
  small	
  fee	
  as	
  a	
  gesture.	
  	
  A	
  couple	
  
of	
   these	
  had	
  provided	
  perfect	
  opportunities	
   for	
  me	
   to	
  perform	
  before	
   the	
  project	
   started.	
   	
  The	
   lower	
  profile	
  of	
   these	
  
concerts	
   is	
   attractive	
   when	
   one	
   wishes	
   to	
   have	
   the	
   opportunity	
   to	
   experiment.	
   	
   However,	
   these	
   performance	
  
opportunities	
  seem	
  less	
  common	
  in	
  France.	
  	
  This	
  did	
  not	
  detract	
  from	
  the	
  project	
  though,	
  mainly	
  as	
  I	
  already	
  had	
  given	
  
performances	
  of	
  the	
  complete	
  caprices	
  in	
  the	
  UK,	
  but	
  also	
  because	
  I	
  was	
  to	
  find	
  that	
  it	
  was	
  refreshing	
  to	
  have	
  the	
  space	
  
during	
  my	
  time	
  in	
  Paris	
  not	
  to	
  be	
  distracted	
  by	
  impending	
  performances.	
  

	
  
	
  

	
  
An	
   idea	
   that	
   had	
   occurred	
   between	
   being	
   awarded	
   the	
   scholarship	
   and	
   receiving	
   it	
   was	
   that	
   it	
   would	
   be	
   very	
  	
  
interesting	
  to	
  have	
  a	
  lesson	
  with	
  a	
  violinist	
  who	
  had	
  performed	
  the	
  Paganini	
  Caprices.	
  	
  The	
  Paganini	
  Caprices	
  are	
  an	
  
obvious	
  model	
  for	
  the	
  Gallay	
  Caprices	
  and	
  I	
  was	
  interested	
  in	
  what	
  a	
  violinist’s	
  view	
  on	
  the	
  Gallay	
  works	
  would	
  be.	
  	
  
Having	
   spoken	
   to	
   a	
   number	
   of	
   violinists	
   I	
   was	
   interested	
   in	
   contacting	
   Ivry	
   Gitliss	
  who	
   lives	
   in	
   Paris.	
   	
   However	
  
eventually	
  time	
  was	
  a	
  deciding	
  factor	
  and	
  I	
  decided	
  against	
  it.	
  	
  In	
  	
  July	
  I	
  had	
  a	
  serendipitous	
  discovery	
  on	
  a	
  visit	
  to	
  
the	
   Chopin	
  Museum	
   in	
  Warsaw	
   linking	
   Gallay	
   and	
   Paganini.	
   	
   In	
   the	
   room	
   documenting	
   Chopin’s	
   Parisien	
   was	
   a	
  
Lemercier	
   lithograph	
   from	
   1832.	
   	
   This	
   lithograph	
   featured	
   the	
   eight	
   leading	
   musicians	
   of	
   the	
   time:	
   Friedrich	
  
Wilhelm	
   Kalkbrenner	
   (pianist),	
   Gustave	
   Vogt	
   (oboist),	
   Jean-­‐Louis	
   Tulou	
   (flautist),	
   Nicolas	
   Paganini	
   (violinist),	
  
Frederic	
  Berr	
  (clarinetist),	
  Jacques-­‐François	
  Gallay,	
  Pierre-­‐Marie	
  Baillot	
  (violinist)	
  and	
  Henri	
  Herz	
  (pianist).	
  
	
  	
  	
   	
  

	
  
	
  

My	
  application	
  for	
  the	
  scholarship	
  had	
  included	
  plans	
  to	
  take	
  a	
  French	
  course	
  whilst	
  I	
  was	
  in	
  Paris.	
  	
  I	
  had	
  never	
  formally	
  
learnt	
  French	
  but	
  had	
  picked	
  up	
  a	
  little	
  over	
  the	
  years.	
  	
  When	
  I	
  studied	
  in	
  France	
  rehearsals	
  were	
  taken	
  in	
  French	
  but,	
  as	
  
is	
  common	
  when	
  there	
  are	
  people	
  from	
  a	
  number	
  of	
  different	
  countries,	
  English	
  was	
  the	
  language	
  used	
  for	
  socialising.	
  	
  
My	
   professor	
   spoke	
   excellent	
   English	
   so	
   it	
   was	
   simplest	
   to	
   have	
   my	
   lessons	
   in	
   English.	
   	
   For	
   me	
   it	
   was	
   extremely	
  
important	
  that	
  I	
  improved	
  my	
  French	
  for	
  and	
  during	
  this	
  project.	
  	
  I	
  was	
  able	
  to	
  make	
  a	
  decent	
  attempt	
  at	
  translating	
  the	
  
Gallay	
  method	
  prior	
  to	
  my	
  departure	
  and	
  worked	
  my	
  way	
  through	
  a	
  couple	
  of	
  "Teach	
  yourself	
  French"	
  books.	
  	
  The	
  Finzi	
  
Trust	
  was	
  not	
  able	
   to	
  cover	
   the	
  cost	
  of	
   the	
  French	
  course	
  but	
   I	
  decided	
   that	
   the	
  opportunity	
  of	
  being	
   in	
  France	
   for	
  a	
  
month	
  and	
  attending	
  regular	
  language	
  lessons	
  was	
  too	
  good	
  to	
  miss,	
  so	
  I	
  decided	
  to	
  cover	
  the	
  cost	
  myself.	
  	
  
	
  

	
  
	
  
As	
   the	
  plans	
  became	
  more	
   advanced	
   I	
   also	
  updated	
  my	
  website	
   (www.annekescott.com)	
   to	
   include	
   a	
  page	
   about	
   the	
  
project	
  with	
   a	
   link	
   to	
   a	
   blog	
   (www.annekescott.blogspot.com)	
  which	
  became	
   an	
   informal	
   diary	
   of	
   the	
  project.	
   	
   I	
   also	
  
contacted	
  a	
  number	
  of	
  organisations	
  and	
  publications	
  that	
  have	
  an	
  interest	
  in	
  such	
  projects	
  such	
  as	
  the	
  Historic	
  Brass	
  
Society,	
  Early	
  Music	
  and	
  the	
  Horn	
  Society,	
  informing	
  them	
  of	
  the	
  project.	
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THE	
  PROJECT	
  
	
  
I	
  woke	
  up	
  on	
  the	
  morning	
  of	
  the	
  23rd	
  of	
  October	
  with	
  a	
  great	
  sense	
  of	
  relief.	
  	
  The	
  three	
  weeks	
  immediately	
  prior	
  to	
  the	
  
beginning	
  of	
  my	
  stay	
   in	
  Paris	
  had	
  been	
   taken	
  up	
  with	
  a	
   tour	
  with	
   the	
  Orchestre	
  Reevolutionnaire	
  et	
  Romantique/Sir	
  
John	
  Eliot	
  Gardiner	
  performing	
  the	
  Schumann	
  Manfred	
  Overture,	
   the	
  Brahms	
  Double	
  Concerto	
  and	
  Schumann's	
  Third	
  
Symphony	
  (The	
  “Rhenish").	
  	
  	
  It	
  had	
  been	
  a	
  typically	
  hard	
  tour	
  combining	
  difficult	
  repertoire	
  with	
  a	
  heavy	
  schedule,	
  and	
  I	
  
was	
  excited,	
  and	
  somewhat	
  daunted,	
  about	
  the	
  month	
  ahead	
  of	
  me.	
  
	
  
In	
  preparing	
  for	
  the	
  project	
  I	
  had	
  been	
  investigating	
  the	
  solo	
  literature	
  of	
  other	
  instruments.	
   	
  Earlier	
  in	
  the	
  year	
  I	
  had	
  
enjoyed	
  reading	
  Eric	
  Siblin’s	
  The	
  Cello	
  Suites:	
  In	
  Search	
  of	
  a	
  Baroque	
  Masterpiece7	
  which	
  helped	
  me	
  identify	
  a	
  number	
  
of	
  works	
  to	
  focus	
  on.	
  	
  Part	
  of	
  the	
  reason	
  for	
  wanting	
  to	
  explore	
  other	
  instruments’	
  solo	
  repertoire	
  was	
  that	
  I	
  felt	
  it	
  would	
  
help	
  me	
  approach	
  the	
  Gallay	
  works	
  with	
  a	
  more	
  open	
  musical	
  mind.	
  	
  
	
  
The	
  term	
  	
  “caprice”	
  is	
  normally	
  used	
  to	
  describe	
  a	
  short,	
  often	
  solo,	
  work	
  in	
  a	
  fantasia,	
  almost	
  improvisatory	
  style.	
  	
  Jean-­‐
Jacques	
  Rousseau	
  defined	
  it	
  as	
  “[a]	
  kind	
  of	
  free	
  music,	
  in	
  which	
  the	
  composer,	
  without	
  subjecting	
  himself	
  to	
  any	
  theme,	
  
gives	
  free	
  rein	
  to	
  his	
  genius,	
  and	
  submits	
  himself	
  to	
  the	
  fire	
  of	
  composition”.	
   	
  I	
  investigated	
  a	
  great	
  range	
  of	
  “caprices”	
  
from	
   the	
   orchestral	
   “cappricio”	
   works	
   of	
   Jan	
   Dismas	
   Zelenka	
   (1679–1745)	
   through	
   to	
   the	
   solo	
   violin	
   Capricci	
   of	
  
Salvatore	
  Sciarrino	
  (b.1947).	
  	
  
	
  
The	
  most	
   notable	
   composer	
   of	
   caprices	
   has	
   to	
   be	
   Paganini	
   and	
   I	
   found	
   listening	
   to	
   various	
   recordings	
   of	
   his	
   set	
   of	
  
caprices	
   was	
   of	
   a	
   great	
   benefit.	
   	
   I	
   found	
   the	
   virtuosity,	
   spontaneity	
   and	
   lyricism	
   of	
   many	
   interpretations	
   greatly	
  
inspiring.	
   	
   One	
   recording	
   I	
   had	
   frequently	
   listened	
   to	
   was	
   the	
   2009	
   recording	
   by	
   Thomas	
   Zehetmair	
   for	
   ECM.	
   	
   By	
  
coincidence,	
  Zehetmair	
  happened	
   to	
  be	
   the	
  violin	
   soloist	
  on	
   the	
  Orchestre	
  Révolutionnaire	
  et	
  Romantique	
   tour,	
  and	
   I	
  
took	
  the	
  opportunity	
  to	
  speak	
  to	
  him	
  about	
  the	
  Paganini	
  caprices	
  and	
  his	
  approach	
  to	
  them.I	
  was	
  particularly	
  curious	
  as	
  
to	
  whether	
  he	
  had	
  had	
  any	
  doubts	
  as	
   to	
   the	
  validity	
  of	
  performing	
   the	
  Paganini	
  works	
  as	
  a	
   set	
   (he	
   is	
   still	
  one	
  of	
   few	
  
performers	
  who	
  is	
  prepared	
  to	
  undertake	
  this	
  feat).	
  	
  There	
  does	
  not	
  seem	
  to	
  be	
  any	
  evidence	
  that	
  Paganini	
  ever	
  played	
  
them	
  as	
  a	
  set,	
   indeed	
   little	
  evidence	
   that	
  he	
  performed	
  them	
  at	
  all.	
   	
  The	
  same	
  may	
  be	
  said	
  of	
  Gallay	
  and	
  his	
  caprices.	
  	
  
Having	
  no	
  “historical”	
  justification	
  for	
  performing	
  them	
  in	
  this	
  way	
  I	
  wondered	
  whether	
  he	
  had	
  considered	
  one	
  hour	
  of	
  
solo	
  works	
   for	
  violin	
  by	
  the	
  same	
  composer	
  too	
  much	
  for	
  an	
  audience	
  to	
  tolerate.	
   	
  Zehetmair’s	
  views	
  on	
  the	
  Paganini	
  
works	
  mirrored	
  my	
  views	
  on	
  the	
  Gallay	
  –	
  the	
  Paganini	
  works	
  were	
  so	
  characterful	
  and	
  varied	
  that	
  they	
  would	
  hold	
  an	
  
audience’s	
  attention	
  easily.	
  
	
  
A	
  quote	
  from	
  the	
  liner	
  notes	
  of	
  Zehtemair’s	
  CD	
  had	
  stood	
  out	
  to	
  me	
  as	
  being	
  very	
  similar	
  to	
  my	
  experience	
  of	
  the	
  Gallay	
  
works	
  and	
  crucial	
   to	
  communicating	
   the	
  music	
   to	
   the	
  audience:	
   “There’s	
  no	
  getting	
  away	
   from	
   it,	
   in	
  Paganini’s	
  music	
  
there	
  has	
  to	
  be	
  something	
  of	
  the	
  circus	
  ring.	
  	
  The	
  Caprices	
  are	
  absolutely	
  wonderful	
  improvisations;	
  they	
  all	
  very	
  much	
  
have	
  a	
  character	
  of	
  their	
  own.	
  	
  But	
  they	
  don’t	
  hit	
  the	
  mark	
  unless	
  there’s	
  also	
  that	
  hint	
  of	
  the	
  circus”.	
  	
  	
  	
  
	
  

	
  
	
  

Very	
  quickly	
  I	
  settled	
  into	
  a	
  routine.	
  	
  The	
  mornings	
  would	
  be	
  spent	
  at	
  the	
  language	
  school,	
  the	
  afternoon	
  practicing	
  or	
  
working	
  at	
  the	
  Bibliothèque	
  Nationale	
  de	
  France	
  where	
  many	
  of	
  the	
  first	
  editions	
  are	
  kept,	
  then	
  the	
  evening	
  would	
  be	
  
for	
  homework	
  from	
  the	
  language	
  school	
  and	
  more	
  research.	
  	
  Being	
  able	
  to	
  focus	
  in	
  this	
  way	
  was	
  wonderful.	
  	
  As	
  each	
  day	
  
passed	
   I	
   felt	
  more	
   and	
  more	
   confident	
   in	
  what	
   I	
  was	
  doing.	
   	
   The	
  Raoux,	
  which	
  had	
  not	
   been	
  played	
   for	
  many	
  years,	
  
began	
  to	
  respond	
  and	
  I	
  began	
  to	
  understand	
  how	
  it	
  needed	
  to	
  be	
  played	
  and	
  what	
  it	
  and	
  I	
  were	
  capable	
  of.	
  	
  In	
  addition	
  to	
  
the	
  caprices	
  I	
  was	
  working	
  on	
  the	
  unmeasured	
  preludes	
  and	
  paired	
  each	
  caprice	
  with	
  an	
  appropriate	
  prelude.	
  	
  Later	
  in	
  
the	
  project	
  I	
  obtained	
  the	
  Gallay	
  22	
  Fantasies	
  Mélodiques	
  Pour	
  Cor	
  Seule,	
  op.	
  58,	
  and	
  started	
  to	
  incorporate	
  that	
  into	
  my	
  
daily	
  practice.	
  
	
  
Gallay	
  does	
  not	
  specify	
  which	
  crooks	
  to	
  use	
  for	
  the	
  caprices,	
  leaving	
  the	
  decision	
  to	
  the	
  musician.	
  	
  Typically	
  composers	
  
would	
  transpose	
  the	
  horn	
  parts	
  to	
  the	
  relevant	
  crooks	
  so	
  the	
  horn	
  player	
  would	
  be	
  reading	
  the	
  music	
  in	
  “C”.	
  	
  This	
  is	
  best	
  
illustrated	
  with	
  the	
  following	
  extracts.	
  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
7	
  Siblin,	
  Eric	
  The	
  Cello	
  Suites:	
  J.S.Bach,	
  Pablo	
  Casals,	
  and	
  the	
  Search	
  of	
  a	
  Baroque	
  Masterpiece	
  (Harvill	
  
Secker	
  2009).	
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Here	
  is	
  an	
  extract	
  from	
  the	
  Overture	
  to	
  Il	
  Barbiere	
  di	
  Siviglia	
  (The	
  Barber	
  of	
  Seville)	
  by	
  Gioacchino	
  Rossini	
   	
  scored	
  for	
  
horn	
  in	
  G.	
  	
  A	
  hand	
  horn	
  player	
  would	
  read	
  this	
  as	
  it	
  is	
  written.	
  	
  The	
  middle	
  C	
  would	
  be	
  the	
  middle	
  C	
  on	
  the	
  instrument	
  
which	
  is	
  always	
  the	
  fourth	
  harmonic	
  of	
  the	
  instrument.	
  	
  If	
  a	
  modern	
  horn	
  player	
  was	
  to	
  play	
  this	
  they	
  would	
  transpose	
  
at	
  sight	
  into	
  F	
  (ie	
  transpose	
  the	
  passage	
  up	
  a	
  tone)	
  and	
  play	
  it	
  as	
  follows.	
  

	
  

	
  
The	
  effect	
  of	
  either	
  way	
  of	
  playing	
  is	
  the	
  following:	
  

	
  

	
  
	
  

A	
  hand	
  horn	
  player	
  would	
  not	
  have	
  been	
  expected	
  to	
  transpose	
  as	
  a	
  modern	
  horn	
  player	
  does	
  today.	
   	
  For	
  the	
  modern	
  
horn	
  player	
  a	
  middle	
  C	
  in	
  G	
  is	
  a	
  different	
  note	
  and	
  a	
  different	
  fingering	
  to	
  a	
  middle	
  C	
  in	
  Eb	
  .	
  	
  For	
  a	
  hand	
  horn	
  player	
  the	
  
two	
  notes	
  of	
  course	
  sound	
  different	
  but	
  they	
  are	
  created	
  with,	
  more	
  or	
  less,	
  the	
  same	
  hand	
  position.	
  
	
  
I	
  decided	
  to	
  limit	
  myself	
  to	
  the	
  crooks	
  of	
  the	
  cor	
  solo;	
  D,	
  Eb,	
  E,	
  F	
  and	
  G.	
  	
  Each	
  of	
  these	
  crooks	
  has	
  a	
  particular	
  timbre	
  or	
  
colour	
  which	
  eighteenth-­‐	
  and	
  nineteenth-­‐century	
  composers	
  knew	
  how	
  to	
  exploit;	
  I	
  felt	
  that	
  I	
  could	
  use	
  the	
  variation	
  of	
  
crook	
  to	
  enhance	
  the	
  idea	
  of	
  the	
  caprices	
  being	
  a	
  unified	
  “set”.	
  	
  	
  
	
  
A	
  concern	
  of	
  mine	
  was	
  how	
  to	
  shape	
  the	
  caprices	
  in	
  a	
  way	
  that	
  would	
  engage	
  the	
  audience.	
  	
  Would	
  an	
  audience	
  be	
  able	
  
to	
  take	
  an	
  hour	
  of	
  solo	
  works	
  by	
  the	
  same	
  composer?	
  	
  For	
  my	
  initial	
  performances	
  in	
  the	
  UK	
  I	
  had	
  devised	
  a	
  harmonic	
  
scheme,	
  working	
  through	
  a	
  circle	
  of	
  fifths,	
  starting	
  in	
  D	
  major	
  and	
  finishing	
  in	
  G	
  major.	
  	
  As	
  mentioned	
  above,	
  we	
  have	
  no	
  
evidence	
  of	
   these	
  pieces	
  being	
  played	
  as	
  a	
   set	
   in	
   the	
   same	
  way	
  as	
   I	
   envisage	
   them	
  –	
  a	
  one-­‐hour	
   concert	
  programme.	
  	
  
Perhaps	
  there	
  is	
  no	
  inherent	
  reason	
  for	
  playing	
  them	
  in	
  the	
  published	
  order?	
  	
  
	
  
I	
  experimented	
  with	
  different	
  versions:	
  
	
  
1.	
   The	
  original	
  order,	
  in	
  one	
  crook	
  all	
  the	
  way	
  through.	
  
2.	
   A	
  different	
  order	
  in	
  one	
  crook	
  all	
  the	
  way	
  through	
  (giving	
  the	
  possibility	
  of	
  creating	
  a	
  tonal	
  scheme	
  but	
  

slightly	
  limited).	
  
3.	
   The	
  original	
  order,	
  in	
  a	
  variety	
  of	
  crooks	
  (the	
  possibility	
  of	
  creating	
  a	
  tonal	
  scheme	
  order	
  but	
  slightly	
  limited).	
  
4.	
   A	
  different	
  order,	
  in	
  a	
  variety	
  of	
  crooks	
  (the	
  widest	
  range	
  of	
  possibilities	
  in	
  creating	
  a	
  tonal	
  scheme).	
  
	
  
In	
   the	
  First	
  Caprice	
  Gallay	
   incorporates	
  a	
  unmeasured	
   introduction,	
  very	
  much	
   in	
   the	
  style	
  of	
  his	
   longer	
  unmeasured	
  
preludes.	
  	
  This	
  improvisatory	
  opening	
  led	
  me	
  to	
  feel	
  that	
  the	
  First	
  Caprice	
  must	
  be	
  the	
  opening	
  to	
  the	
  work,	
  whilst	
  the	
  
theme	
  and	
  variations	
  of	
  the	
  twelfth	
  make	
  it	
  clearly	
  the	
  final	
  work	
  in	
  the	
  sequence.	
   	
  However,	
  to	
  maintain	
  the	
  circle	
  of	
  
fifths	
   it	
   was	
   necessary	
   to	
   alter	
   the	
   order	
   of	
   the	
   other	
   caprices.	
   	
   In	
  my	
   earlier	
   performances	
   I	
   had	
   also	
   grouped	
   the	
  
caprices	
  into	
  short	
  "suites"	
  and	
  spoke	
  to	
  the	
  audience	
  between	
  the	
  suites	
  about	
  Gallay,	
  the	
  hand-­‐horn	
  and	
  the	
  musical	
  
scene	
  in	
  early	
  nineteenth-­‐century	
  Paris,	
  with	
  particular	
  reference	
  to	
  opera.	
  	
  	
  
	
  
My	
  experience	
  of	
  playing	
  the	
  pieces	
  in	
  the	
  UK	
  was	
  that	
  the	
  music	
  is	
  so	
  characterful	
  and	
  gripping	
  that	
  the	
  audience,	
  much	
  
to	
  my	
  relief,	
  remained	
  engaged	
  throughout	
  the	
  whole	
  performance.	
  	
  However,	
  I	
  had	
  disrupted	
  the	
  order	
  of	
  the	
  caprices	
  
to	
  make	
  it	
  fit	
  my	
  circle-­‐of-­‐fifths	
  scheme	
  and	
  I	
  was	
  not	
  entirely	
  happy	
  with	
  that	
  decision.	
  	
  Though	
  there	
  is	
  no	
  reason	
  to	
  
preclude	
  rearranging	
  the	
  order	
  of	
  the	
  caprices	
  I	
  felt	
  that	
  I	
  wanted	
  to	
  maintain	
  the	
  original	
  order.	
  	
  

!Horn in G " # $%& $% $% $% $% $% $% ' $ $ ' $ !& $ $ ! $ $ ! $ $ ! $ $ ! $ $ ! $ '( $ )

!Horn in F " # $%& $% $% $% $% $% $% ' $ $ ' $ !& $ $ ! $ $ ! $ $ ! $ $ ! $ $ ! $ '( $ )

!Concert pitch " #
$%

&
$% $% $% $% $% $% ' $ $ ' $ !& $ $ ! $ $ ! $ $ ! $ $ ! $ $ ! $ '( $ )



	
   11	
  

	
  
For	
  me	
  it	
  was	
  vital	
  to	
  use	
  all	
  the	
  five	
  cor	
  solo	
  crooks	
  as	
  I	
  felt	
  to	
  leave	
  even	
  one	
  out	
  would	
  mean	
  leaving	
  out	
  an	
  important	
  
colour	
  or	
  timbre	
  that	
  the	
  instrument	
  has.	
  	
  Also	
  I	
  felt	
  that	
  the	
  first	
  and	
  last	
  caprices	
  were	
  the	
  first	
  and	
  last	
  for	
  a	
  musical	
  
reason	
  and	
  that	
  the	
  set	
  made	
  sense	
   in	
  the	
  order	
   in	
  which	
   it	
  was	
  written	
  –	
  so	
  why	
  should	
  I	
  disrupt	
   it?	
   	
  This	
   led	
  me	
  to	
  
select	
   the	
   third	
  version	
  –	
   the	
  set,	
   in	
   the	
  correct	
  order,	
  with	
  a	
  variety	
  of	
  crooks.	
   	
  Creating	
  a	
   table	
  of	
   the	
  available	
  keys	
  
made	
  the	
  selection	
  easier.	
  
	
  

	
  
CAPRICE	
   1	
   2	
   3	
   4	
   5	
   6	
   7	
   8	
   9	
   10	
   11	
   12	
  

Original	
  Key	
   C	
  maj	
   g	
  min	
   G	
  maj	
   C	
  maj	
   c	
  min	
   G	
  maj	
   d	
  min	
   C	
  maj	
   e	
  min	
   C	
  maj	
   a	
  min	
   C	
  maj	
  

D	
  crook	
   D	
  maj	
   !"#$%" A	
  maj	
   D	
  maj	
   d	
  min	
   A	
  maj	
   e	
  min	
   &"#!' " f#	
  min	
   D	
  maj	
   ("#$%" D	
  maj	
  

Eb	
  crook	
   Eb	
  maj	
   bb	
  min	
   Bb	
  maj	
   Eb	
  maj	
   eb	
  maj	
   )("#!' " f	
  min	
   Eb	
  maj	
   *"#$%" Eb	
  maj	
   c	
  min	
   Eb	
  maj	
  

E	
  crook	
   +"#!' 	
   b	
  min	
   B	
  maj	
   E	
  maj	
   e	
  min	
   B	
  maj	
   f#	
  min	
   E	
  maj	
   ab	
  min	
   E	
  maj	
   c#	
  min	
  	
  	
   +"#!' "

F	
  crook	
   F	
  maj	
   c	
  min	
   ,"#!' " -"#!' " ."#$%" C	
  maj	
   *"#$%" F	
  maj	
   a	
  min	
   F	
  maj	
   d	
  min	
   F	
  maj	
  

G	
  crook	
   G	
  maj	
   d	
  min	
   D	
  maj	
   G	
  maj	
   g	
  min	
   D	
  maj	
   a	
  min	
   G	
  maj	
   b	
  min	
   /"#!' " e	
  min	
   G	
  maj	
  

	
  
The	
  unshaded	
  boxes	
  represent	
  my	
  final	
  choice	
  of	
  crooks.	
  

	
  
,0123,+4 " 125/2+44356 " 7+84"
1st	
  to	
  2nd	
  	
   Subdominant	
   E	
  major	
  –	
  a	
  minor	
  
2nd	
  to	
  3rd	
   Relative	
  major	
   a	
  minor	
  –	
  C	
  major	
  
3rd	
  to	
  4th	
   Subdominant	
   C	
  major	
  –	
  F	
  major	
  
4th	
  to	
  5th	
  	
   Major	
  –	
  Minor	
   F	
  major	
  –	
  f	
  minor	
  
5th	
  to	
  6th	
   Subdominant	
   f	
  minor	
  –	
  Bb	
  major	
  
6th	
  to	
  7th	
   Relative	
  minor	
   Bb	
  major	
  –	
  g	
  minor	
  
7th	
  to	
  8th	
   Dominant	
   g	
  minor	
  –	
  D	
  major	
  
8th	
  to	
  9th	
  	
   Subdominant	
   D	
  major	
  –	
  g	
  minor	
  
9th	
  to	
  10th	
  	
   Minor	
  –	
  Major	
   g	
  minor	
  –	
  G	
  major	
  
10th	
  to	
  11th	
  	
  	
   Subdominant	
   G	
  major	
  –	
  b	
  minor	
  
11th	
  to	
  12th	
  	
   Subdominant	
   b	
  minor	
  –	
  E	
  major	
  

	
  
	
  
In	
  some	
  cases	
   the	
   final	
  decisions	
  were	
  strongly	
   influenced	
  by	
   the	
   timbre	
  of	
   the	
  crooks.	
   	
  One	
  possible	
  version	
  had	
  the	
  
third	
  Caprice	
  on	
  the	
  G	
  crook.	
  	
  As	
  the	
  Third	
  Caprice	
  is	
  one	
  of	
  the	
  few	
  slow	
  movements,	
  gentle,	
  almost	
  wistful,	
  in	
  style,	
  and	
  
the	
  G	
  crook	
  has	
  a	
  bright,	
  some	
  what	
  strident	
  timbre,	
   this	
  was	
  not	
  an	
   ideal	
  match.	
   	
  However	
  the	
  Tenth	
  Caprice	
   is	
  very	
  
bright,	
  gymnastic,	
  almost	
  fanfare-­‐like,	
  which	
  works	
  very	
  well	
  in	
  G.	
   	
  So	
  a	
  balance	
  between	
  good	
  harmonic	
  progressions	
  
and	
  matching	
  the	
  style	
  of	
  composition	
  to	
  the	
  timbre	
  of	
  the	
  individual	
  crooks	
  dictated	
  my	
  final	
  choices.	
  	
  My	
  preparation	
  
in	
   early	
  months	
   really	
  paid	
  off	
   at	
   this	
   stage	
   as	
   I	
   knew	
   the	
  music	
   very	
  well	
   and	
  needed	
   to	
  make	
   a	
  decision	
   about	
   the	
  
crooks	
  and	
  stick	
  with	
  it	
  in	
  the	
  run	
  up	
  to	
  the	
  recording.	
  
	
  
I	
  had	
  also	
  managed	
  to	
  create	
  a	
  harmonic	
  scheme	
  that	
  put	
  the	
  first	
  and	
  last	
  caprices	
  in	
  the	
  same	
  key.	
  	
  I	
  felt	
  that	
  this	
  gave	
  
the	
  set	
  a	
  sense	
  of	
  completion.	
  	
  The	
  final	
  caprice	
  is	
  based	
  on	
  a	
  theme	
  from	
  Gallay's	
  Huitième	
  Solo	
  (Op.	
  31)	
  and	
  was	
  one	
  of	
  
the	
  works	
  I	
  was	
  hoping	
  to	
  see	
  at	
  the	
  Bibliothèque	
  Nationale.	
  	
  I	
  have	
  held	
  a	
  reader’s	
  card	
  for	
  the	
  British	
  Library	
  for	
  many	
  
years	
   and	
   very	
  much	
   respect	
   this	
   institution,	
   the	
   amazing	
   resources	
   it	
   provides	
   and	
   the	
   –	
   occasionally	
   demanding	
   –	
  
application	
  process	
  to	
  get	
  a	
  reader’s	
  card.	
  	
  I	
  have	
  seen	
  people	
  turned	
  away	
  at	
  the	
  admissions	
  centre	
  mainly	
  because	
  the	
  
British	
  Library	
  is	
  keen	
  to	
  make	
  sure	
  that	
  the	
  researchers	
  they	
  give	
  entry	
  to	
  have	
  exhausted	
  other	
  lines	
  of	
  enquiry	
  first.	
  	
  	
  
	
  
As	
  in	
  the	
  UK	
  with	
  the	
  BL,	
  writers	
  and	
  composers	
  in	
  France	
  are	
  obliged	
  to	
  give	
  a	
  copy	
  of	
  any	
  published	
  work	
  to	
  the	
  BNF	
  
so	
  I	
  was	
  surprised	
  to	
  find	
  hardly	
  any	
  of	
  Gallay’s	
  works	
  on	
  the	
  BNF	
  online	
  catalogue.	
  A	
  conversation	
  with	
  Claude	
  Maury	
  
clarified	
  the	
  situation	
  –	
  that	
  music	
  published	
  before	
  a	
  certain	
  date	
  was	
  still	
  only	
  catalogued	
  using	
  a	
  card	
  index.	
  	
  Claude	
  
provided	
  me	
  with	
  a	
  number	
  of	
  shelf	
  references	
  for	
  some	
  of	
  the	
  Gallay	
  works	
  and	
  I	
  set	
  off	
  with	
  trepidation	
  to	
  apply	
  for	
  a	
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readers	
  card.	
  
	
  
This	
  interview	
  was	
  going	
  to	
  be	
  the	
  first	
  real	
  test	
  of	
  my	
  French.	
  	
  Bar	
  a	
  few	
  stumbles	
  I	
  seemed	
  to	
  make	
  myself	
  understood	
  
and	
  my	
  application	
  was	
  successful.	
  	
  I	
  have	
  noticed	
  before	
  that	
  as	
  a	
  self	
  employed,	
  freelance	
  musician,	
  organisations	
  such	
  
as	
   libraries	
   can	
   view	
   you	
   with	
   suspicion	
   as	
   you	
   are	
   frequently	
   unaffiliated	
   to	
   any	
   institution.	
   	
   The	
   two	
   things	
   that	
  
seemed	
  to	
  smooth	
  my	
  way	
  at	
  the	
  BNF	
  was	
  firstly	
  my	
  ID	
  card	
  for	
  teaching	
  at	
  the	
  Junior	
  Department	
  of	
  Trinity	
  College	
  of	
  
Music	
  and	
  secondly	
  the	
  letter	
  from	
  the	
  Finzi	
  Trust	
  confirming	
  my	
  scholarship.	
  	
  	
  
	
  
Unlike	
   at	
   the	
   BL,	
   you	
   pay	
   for	
   your	
   readers	
   card	
   at	
   the	
   BNF.	
   	
   It	
   is	
   possible	
   either	
   to	
   buy	
   3	
   days	
   or	
   15.	
   	
  When	
   I	
  was	
  
preparing	
   to	
   go	
   to	
   the	
   BNF	
   to	
   apply	
   for	
   admission	
   I	
   read	
   very	
   carefully	
   through	
   the	
   information	
   regarding	
   their	
  
admission	
  policy	
   as	
   I	
   did	
  not	
  want	
   to	
   be	
   turned	
  down	
  due	
   to	
   forgetting	
   some	
  minor	
  piece	
   of	
   information	
  or	
   ID.	
   	
  My	
  
understanding	
  was	
   that	
   the	
   interviewer	
  would	
  determine	
  whether	
   you	
  had	
   a	
   3	
   or	
   15	
  day	
   card	
   so	
  when	
   I	
  was	
   asked	
  
which	
  I	
  would	
  prefer	
  I	
  immediately	
  thought	
  that	
  I	
  should	
  get	
  the	
  15	
  day	
  card.	
  	
  I	
  knew	
  that	
  I	
  needed	
  more	
  than	
  3	
  days,	
  I	
  
knew	
  I	
  would	
  be	
  back	
  in	
  April	
  2011	
  when	
  I	
  could	
  carry	
  on	
  my	
  work	
  and	
  thought	
  that	
  it	
  probably	
  would	
  be	
  more	
  cost	
  
effective.	
  	
  When	
  I	
  said	
  I	
  would	
  prefer	
  a	
  15	
  day	
  card	
  the	
  woman	
  taking	
  the	
  interview	
  did	
  say	
  "Mais,	
  vous	
  connaisez	
  c'est	
  
cher?”.	
  	
  It	
  was	
  only	
  after	
  leaving	
  that	
  I	
  did	
  the	
  maths	
  and	
  realised	
  that	
  it	
  would	
  indeed	
  be	
  cheaper	
  to	
  buy	
  the	
  3	
  day	
  card	
  
five	
  times	
  than	
  the	
  15	
  day	
  card	
  once.	
  	
  To	
  me	
  this	
  seemed	
  very	
  strange	
  but	
  I	
  was	
  beginning	
  to	
  realise	
  that	
  there	
  were	
  a	
  
number	
  of	
  things	
  that	
  one	
  would	
  take	
  for	
  granted	
  in	
  the	
  UK	
  that	
  worked	
  differently	
  in	
  France!	
  
	
  
Having	
  obtained	
  my	
  card,	
  I	
  decided	
  that	
  I	
  needed	
  to	
  recoup	
  my	
  strength	
  and	
  return	
  another	
  day	
  for	
  the	
  serious	
  work.	
  	
  In	
  
the	
   meantime	
   I	
   had	
   been	
   in	
   touch	
   with	
   Dr	
   Mary	
   O'Neil,	
   a	
   lecturer	
   at	
   the	
   University	
   of	
   Birmingham,	
   regarding	
   my	
  
teaching	
  there.	
  	
  I	
  mentioned	
  that	
  I	
  was	
  due	
  to	
  return	
  to	
  the	
  BNF	
  and	
  asked	
  for	
  advice	
  on	
  anything	
  that	
  might	
  be	
  useful	
  to	
  
know	
  first.	
   	
  Each	
  library	
  seems	
  to	
  have	
  its	
  own	
  way	
  of	
  operating	
  and	
  one	
  can	
  feel	
  as	
  if	
  one	
  is	
  supposed	
  to	
  know	
  these	
  
unspoken	
  rules.	
  	
  Dr	
  O'Neil	
  was	
  extremely	
  helpful,	
  explaining	
  the	
  many	
  subtle	
  ways	
  in	
  which	
  the	
  BNF	
  music	
  department	
  
operates,	
  saving	
  me	
  much	
  time	
  and	
  probably	
  much	
  embarrassment.	
  	
  One	
  reason	
  for	
  wanting	
  to	
  make	
  a	
  good	
  impression	
  
when	
  I	
  arrived	
  at	
  the	
  BNF	
  music	
  department	
  was	
  that	
  I	
  had	
  been	
  surprised	
  to	
  learn	
  that	
  you	
  can	
  photograph	
  music	
  in	
  
the	
  collection.	
  	
  It	
  had	
  been	
  explained	
  to	
  me	
  that	
  they	
  are	
  often	
  happy	
  to	
  give	
  permission	
  to	
  researchers	
  to	
  photograph	
  
entire	
  works	
  but	
  this	
  permission	
  is	
  given	
  by	
  whoever	
  is	
  in	
  charge	
  of	
  the	
  room	
  that	
  day	
  and	
  sometimes	
  permission	
  is	
  not	
  
granted	
  for	
  no	
  particular	
  reason.	
  
	
  
The	
  Huitième	
  Solo	
  was	
  one	
  of	
  the	
  first	
  things	
  I	
  asked	
  to	
  see.	
  	
  I	
  was	
  thrilled	
  when	
  I	
  opened	
  it	
  and	
  discovered	
  that	
  Gallay	
  
had	
  written	
  it	
  in	
  E,	
  the	
  exact	
  crook	
  I	
  had	
  independently	
  chosen	
  for	
  the	
  Douzième	
  Caprice	
  which	
  is	
  based	
  on	
  that	
  solo.	
  	
  My	
  
work	
  at	
  the	
  libraries	
  in	
  Paris	
  has	
  gone	
  a	
  long	
  way	
  to	
  compiling	
  a	
  catalogue	
  of	
  Gallay’s	
  works.	
  	
  To	
  date	
  I	
  have	
  catalogued	
  
60	
  opuses.	
  	
  There	
  are	
  only	
  three	
  (Opp.	
  1,	
  35	
  and	
  47)	
  for	
  which	
  I	
  have	
  no	
  details,	
  titles,	
  instrumentation	
  etc.,	
  and	
  eleven	
  
(Opp.	
  8,	
  15,	
  17,	
  20	
  –	
  22,	
  25,	
  28	
  -­‐	
  30	
  and	
  52)	
  which	
  I	
  have	
  details,	
  titles,	
  instrumentation	
  etc.	
  for	
  but	
  have	
  yet	
  to	
  source.	
  	
  
As	
  I	
  plan	
  to	
  continue	
  my	
  research	
  it	
  is	
  my	
  ambition	
  to	
  catalogue	
  fully	
  all	
  of	
  Gallay’s	
  works,	
  and	
  I	
  have	
  been	
  asked	
  by	
  a	
  
French	
  publishing	
  house	
  to	
  collaborate	
  on	
  publishing	
  new	
  editions	
  of	
  much	
  of	
  his	
  music	
  which	
  is	
  not	
  currently	
  available.	
  	
  
(Please	
  see	
  Appendix	
  I	
  for	
  the	
  catalogue	
  to	
  date.)	
  
	
  
	
  

	
  
	
  
Towards	
  the	
  end	
  of	
  my	
  stay	
  in	
  Paris	
  I	
  heard	
  back	
  from	
  Thierry	
  Maniguet	
  at	
  the	
  Cité	
  de	
  la	
  Musique,	
  who	
  kindly	
  made	
  it	
  
possible	
  for	
  me	
  to	
  have	
  access	
  to	
  the	
  Raoux	
  cor	
  solo	
  that	
  had	
  belonged	
  to	
  Gallay.	
  	
  As	
  I	
  had	
  originally	
  suspected	
  the	
  Cité	
  
de	
   la	
  Musique	
  have	
  a	
  policy	
  of	
   generally	
  not	
  allowing	
   their	
   instruments	
   to	
  be	
  played,	
  but	
   they	
  were	
  happy	
   for	
  me	
   to	
  
inspect	
  the	
  instrument	
  and	
  play	
  it	
  for	
  a	
  short	
  time.	
  
	
  
In	
   1895	
   Gallay’s	
   daughter	
   offered	
   the	
   instrument	
   to	
   the	
   Musée	
   du	
   Conservatoire,	
   the	
   forerunner	
   of	
   the	
   Cité	
   de	
   la	
  
Musique,	
  as	
  a	
  “souvenir”	
  of	
  her	
  father	
  and	
  it	
  was	
  officially	
  acquired	
  by	
  the	
  collection	
  the	
  following	
  year.	
  
	
  	
  	
  
Comparing	
  the	
  Gallay	
  cor	
  solo	
  by	
  Lucien-­‐August	
  Raoux	
  (1821)	
  with	
  the	
  Bate	
  Collection	
  cor	
  solo	
  by	
  Marcel-­‐August	
  Raoux	
  
(1823)	
   revealed	
  a	
   close	
   similarity	
  between	
   the	
   two	
   instruments,	
  which	
   seemed	
   to	
  be	
  made	
   to	
   the	
   same	
  design.	
   	
  The	
  
most	
   obvious	
   difference	
   is	
   the	
   later	
   instrument	
   is	
   silver-­‐plated	
   and	
   I	
   had	
   had	
   concerns	
   that	
   this	
   would	
   lead	
   to	
   a	
  
noticeable	
   difference	
   in	
   tone.	
   	
   The	
   Cité	
   de	
   la	
  Musique	
   gave	
  me	
   permission	
   to	
   play	
   their	
   instrument	
   and	
   the	
   absence	
  
silver	
  plating	
  did	
  not	
   seem	
   to	
  make	
  a	
  difference.	
   	
  The	
  crooks	
  belonging	
   to	
   their	
   instrument,	
  however,	
  were	
  different.	
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There	
  appeared	
  to	
  be	
  two	
  different	
  F	
  crooks	
  (one	
  longer	
  than	
  the	
  other)	
  and	
  a	
  E-­‐flat	
  crook.	
  	
  The	
  policy	
  of	
  the	
  Cité	
  de	
  la	
  
Musique	
  is	
  that	
  instruments	
  are	
  kept	
  “clean”	
  so	
  there	
  is	
  no	
  oil	
  or	
  grease	
  on	
  the	
  slides.	
  	
  Though	
  they	
  were	
  happy	
  for	
  me	
  to	
  
change	
  the	
  crooks	
  I	
  felt	
  that	
  there	
  was	
  the	
  risk	
  of	
  the	
  instrument	
  being	
  damaged,	
  which	
  made	
  it	
  hard	
  for	
  me	
  to	
  judge	
  the	
  
crooks.	
  
	
  
Comparing	
   the	
   two	
   convinced	
   me	
   that	
   it	
   was	
   likely	
   that	
   the	
   Bate	
   Collection	
   instrument	
   had	
   at	
   one	
   time	
   had	
   been	
  
adapted	
  so	
  that	
  it	
  could	
  take	
  a	
  piston	
  valve	
  section	
  (known	
  as	
  a	
  sauterelle),	
  as	
  one	
  of	
  the	
  legs	
  of	
  the	
  tuning	
  slides	
  had	
  
been	
  shortened.	
   	
  This	
  had	
  created	
  some	
  further	
  challenges	
  as	
  I	
  had	
  to	
  make	
  sure	
  that	
  the	
  instrument	
  would	
  be	
  at	
  the	
  
same	
  pitch	
  throughout	
  all	
  the	
  crooks.	
  	
  If	
  the	
  tuning	
  slide	
  is	
  shortened	
  there	
  is	
  less	
  manoeuverability	
  on	
  tuning.	
  	
  	
  
	
  
	
  
	
  

	
  
	
  

Illustration	
  III	
  
Left:	
  Lucien-­‐Joseph	
  Raoux	
  Cor	
  Solo	
  (1821)	
  Right:	
  Marcel-­‐August	
  Raoux	
  Cor	
  Solo	
  (1823).	
  

	
  
	
  

	
  
The	
  final	
  weekend	
  of	
  the	
  project	
  coincided	
  with	
  the	
  ACOR	
  conference	
  in	
  Orleans.	
  	
  It	
  has	
  been	
  a	
  very	
  long	
  time	
  since	
  I	
  last	
  
went	
  to	
  a	
  British	
  Horn	
  Society	
  event	
  and	
  I	
  am	
  a	
  little	
  reticent	
  about	
  such	
  events	
  as	
  they	
  can	
  end	
  up	
  being	
  more	
  about	
  
politics	
  and	
  posturing	
  than	
  music.	
  	
  I	
  had	
  first	
  become	
  aware	
  of	
  this	
  event	
  when	
  I	
  received	
  an	
  email	
  from	
  Claude	
  Maury	
  
advertising	
  some	
  amazing	
  new	
  editions	
  of	
  music	
  of	
  previously	
  unpublished	
  works	
  from	
  the	
  BNF	
  collection.	
  	
  I	
  felt	
  that	
  it	
  
would	
  be	
  extremely	
  interesting	
  to	
  go	
  to	
  the	
  ACOR	
  conference,	
  partly	
  because	
  I	
  felt	
  it	
  would	
  be	
  a	
  good	
  goal	
  for	
  my	
  French	
  
language	
  course,	
  to	
  see	
  if	
  I	
  could	
  survive	
  a	
  three	
  day	
  conference,	
  but	
  also	
  because	
  there	
  was	
  to	
  be	
  a	
  wide	
  range	
  of	
  horn	
  
players	
  performing	
  at	
  the	
  conference,	
  many	
  of	
  whom	
  I	
  had	
  heard	
  of	
  but	
  had	
  never	
  heard	
  play.	
  	
  Many	
  of	
  the	
  participants	
  
in	
   the	
   conference	
  had	
  heard	
  about	
   the	
  work	
   I	
  was	
  doing	
  on	
  Gallay	
   and	
   the	
   forthcoming	
   recording,	
   and	
   it	
  was	
  a	
   very	
  
useful	
  opportunity	
   to	
  exchange	
   thoughts	
  and	
   ideas.	
   	
   (Please	
  see	
  Appendix	
   II	
   for	
  a	
  short	
  article	
   I	
  wrote	
   for	
   the	
  British	
  
Horn	
  Society	
  magazine	
  The	
  Horn	
  Player	
  about	
  the	
  conference	
  at	
  Orléans).	
  

	
  
	
  

	
  
	
  
The	
  recording	
  took	
  place	
  at	
  the	
  Salle	
  Gazier	
  at	
  the	
  Musée	
  de	
  Port	
  Royal	
  with	
  Claude	
  Maury	
  as	
  producer	
  and	
  Hannelore	
  
Guittet	
  as	
  sound	
  engineer.	
  	
  The	
  Dutch	
  label	
  Challenge	
  Classics	
  has	
  expressed	
  an	
  interest	
  in	
  releasing	
  the	
  final	
  recording,	
  
depending	
  on	
  how	
  an	
  earlier	
  recording	
  of	
  mine	
  (due	
  to	
  be	
  released	
  in	
  June	
  2011)	
  is	
  received.	
  
	
  
We	
  had	
  three	
  days	
  in	
  which	
  to	
  record	
  the	
  caprices	
  and	
  from	
  the	
  outset	
  I	
  hoped	
  that	
  there	
  might	
  be	
  time	
  to	
  record	
  the	
  
preludes	
   that	
   I	
   had	
   paired	
   with	
   the	
   caprices.	
   If	
   we	
   were	
   really	
   extremely	
   fortunate	
   I	
   hoped	
   to	
   record	
   some	
   of	
   the	
  
fantasies	
  as	
  well.	
  	
  	
  
	
  
In	
  many	
  ways	
  we	
  had	
  an	
  ideal	
  set	
  up	
  as	
  we	
  had	
  the	
  run	
  of	
  the	
  grounds	
  for	
  this	
  time	
  and	
  were	
  living	
  in	
  the	
  nearby	
  house.	
  	
  
This	
  meant	
  that	
  we	
  could	
  set	
  the	
  schedule	
  ourselves,	
  be	
  very	
  flexible	
  with	
  it	
  and	
  would	
  not	
  have	
  the	
  stress	
  of	
  having	
  to	
  
vacate	
  the	
  hall	
  at	
  set	
  times.	
  
	
  
I	
  had	
  come	
  up	
  with	
  a	
  plan	
  of	
  how	
  to	
  combine	
  the	
  Caprices	
  (Op.	
  32),	
  Preludes	
  (Op.	
  27)	
  and	
  Fantasies	
  (Op.	
  58),	
  which	
  was	
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as	
  follows:	
  
	
  

	
   Caprice	
  No.	
  1	
  (in	
  E)	
   Fantasie	
  21	
  (in	
  E)	
  
Prelude	
  32	
  (in	
  D)	
   Caprice	
  No.	
  2	
  (in	
  D)	
   Fantasie	
  12	
  (in	
  D)	
  
Prelude	
  23	
  (in	
  F)	
   Caprice	
  No.	
  3	
  (in	
  F)	
   Fantasie	
  7	
  (in	
  F)	
  
Prelude	
  40	
  (in	
  F)	
   Caprice	
  No.	
  4	
  (in	
  F)	
   Fantasie	
  15	
  (in	
  F)	
  
Prelude	
  30	
  (in	
  F)	
   Caprice	
  No.	
  5	
  (in	
  F)	
   Fantasie	
  14	
  (in	
  F)	
  
Prelude	
  18	
  (in	
  Eb)	
   Caprice	
  No.	
  6	
  (in	
  Eb)	
   Fantasie	
  13	
  (in	
  Eb)	
  
Prelude	
  24	
  (in	
  F)	
   Caprice	
  No.	
  7	
  (in	
  F)	
   Fantasie	
  4	
  (in	
  F)	
  
Prelude	
  31	
  (in	
  D)	
   Caprice	
  No.	
  8	
  (in	
  D)	
   Fantasie	
  5	
  (in	
  D)	
  
Prelude	
  26	
  (in	
  Eb)	
   Caprice	
  No.	
  9	
  (in	
  Eb)	
   Fantasie	
  16	
  (in	
  Eb)	
  
Prelude	
  16	
  (in	
  G)	
   Caprice	
  No.	
  10	
  (in	
  G)	
   Fantasie	
  19	
  (in	
  G)	
  
Prelude	
  28	
  (in	
  D)	
   Caprice	
  No.	
  11	
  (in	
  D)	
   Fantasie	
  18	
  9$%"+:	
  
Prelude	
  25	
  (in	
  E)	
   Caprice	
  No.	
  12	
  (in	
  E)	
   Fantasie	
  3	
  (in	
  E)	
  

	
  
	
  
As	
   time	
   was	
   limited	
   to	
   three	
   days,	
   we	
   started	
   by	
   recording	
   the	
   caprices.	
   	
   Having	
   had	
   the	
   luxury	
   of	
   a	
   month	
   of	
  
preparation	
  really	
  paid	
  off.	
  	
  These	
  pieces	
  are	
  demanding	
  works	
  and	
  one	
  of	
  the	
  major	
  concerns	
  about	
  playing	
  the	
  set	
  in	
  
concert	
  is	
  whether	
  one	
  has	
  the	
  stamina	
  for	
  them.	
  
	
  
I	
  feel	
  that	
  the	
  recording	
  was	
  a	
  success	
  due	
  to	
  a	
  perfect	
  combination	
  of	
  factors.	
  	
  By	
  this	
  stage	
  I	
  was	
  at	
  optimum	
  strength	
  
having	
  had	
  serious	
  preparation	
  time.	
  I	
  knew	
  the	
  pieces	
  extremely	
  well,	
  and	
  this	
  meant	
  I	
  was	
  able	
  to	
  judge	
  well	
  in	
  what	
  
order	
   the	
  works	
   should	
   be	
   recorded.	
   	
   Claude	
  Maury,	
   in	
   addition	
   to	
   being	
   a	
   very	
   experienced	
   producer,	
   is	
   also	
   is	
   an	
  
expert	
  on	
  the	
  works	
  we	
  were	
  recording.	
   	
  The	
  recording	
  engineer,	
  Hannelore	
  Guittet,	
  who	
  had	
  been	
  instrumental	
  in	
  us	
  
finding	
  the	
  location	
  for	
  the	
  recording,	
  seemed	
  to	
  find	
  the	
  perfect	
  set	
  up	
  very	
  quickly,	
  so	
  we	
  did	
  not	
  have	
  to	
  spend	
  hours	
  
trying	
  to	
  find	
  the	
  right	
  placement	
  of	
  microphones	
  for	
  a	
  good	
  sound.	
  
	
  
The	
  sessions	
  passed	
  quickly.	
  	
  By	
  lunch	
  of	
  the	
  second	
  day	
  we	
  had	
  recorded	
  all	
  of	
  the	
  caprices.	
  	
  By	
  lunch	
  of	
  the	
  third	
  day	
  
we	
  had,	
  amazingly,	
  recorded	
  the	
  preludes	
  too.	
  	
  I	
  had	
  said	
  that	
  the	
  fantasies	
  would	
  be	
  a	
  bonus,	
  and	
  at	
  this	
  point	
  I	
  knew	
  it	
  
was	
  going	
   to	
  be	
   close.	
   	
  We	
  would	
  either	
  get	
   them	
  recorded	
  or	
  be	
   close	
   to	
   completion	
  and	
  have	
   to	
   stop	
  due	
   to	
  either	
  
running	
  out	
  of	
  time	
  or,	
  more	
  likely,	
  due	
  to	
  exhaustion	
  on	
  my	
  part.	
  	
  But	
  the	
  patience,	
  enthusiasm	
  and	
  guidance	
  of	
  Claude	
  
and	
  Hannelore	
  meant	
  that	
  we	
  completed	
  the	
  fantasies	
  as	
  well.	
  	
  A	
  quite	
  extraordinary	
  feat.	
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REFLECTIONS	
  
	
  
I	
  returned	
  to	
  the	
  UK	
  at	
  the	
  end	
  of	
  November	
  just	
  in	
  time,	
  it	
  seemed,	
  for	
  the	
  British	
  winter	
  to	
  hit	
  with	
  all	
   its	
  force.	
   	
  My	
  
work	
   frequently	
   takes	
   me	
   away	
   from	
   home	
   for	
   long	
   spells	
   so	
   in	
   many	
   ways	
   this	
   was	
   just	
   another	
   return	
   from	
   an	
  
extended	
  period	
  abroad.	
   	
  However	
   I	
  was	
  very	
  much	
  aware	
  that	
   I	
   really	
  had	
  a	
  sense	
  of	
  achievement	
  at	
   the	
  end	
  of	
   this	
  
project,	
   that	
   this	
  project	
  had	
  given	
  me	
   the	
  opportunity	
   to	
  accomplish	
  something	
  quite	
  unique.	
   	
  A	
  major	
  part	
  of	
   this,	
   I	
  
believe,	
  was	
  adding	
  the	
  recording	
  after	
  the	
  "official"	
  end	
  of	
  the	
  project.	
  	
  This	
  meant	
  I	
  had	
  something	
  concrete	
  with	
  which	
  
to	
  conclude	
  the	
  project,	
  something	
  that	
  could	
  not	
  have	
  happened	
  without	
  the	
  month	
  of	
  research,	
  practice	
  and	
  planning	
  
before.	
  	
  	
  
	
  
But	
  in	
  the	
  days	
  immediately	
  following	
  my	
  return	
  there	
  were	
  many	
  other	
  "Gallay	
  Project	
  Effects"	
  that	
  I	
  began	
  to	
  notice.	
  	
  
The	
  Saturday	
  after	
  my	
  return	
  I	
  was	
  booked	
  to	
  perform	
  Bach's	
  Christmas	
  Oratorio,	
  a	
  challenge	
  for	
  horn	
  players	
  with	
  its	
  
particularly	
  high	
  tessitura.	
  	
  Though	
  this	
  is	
  a	
  piece	
  that	
  I	
  love	
  and	
  play	
  frequently	
  it	
  is	
  always	
  something	
  that	
  looms	
  in	
  the	
  
diary	
  somewhat.	
   	
   I	
  was	
  slightly	
  concerned	
  as	
  having	
   focused	
  so	
  much	
  on	
  early	
  nineteenth-­‐century	
  hand	
  horn	
  playing	
  
swopping	
   to	
  early	
  eighteenth-­‐century	
  baroque	
  horn	
  playing	
   (also	
  calling	
   for	
  a	
  very	
  specific	
   range	
  on	
   the	
   instrument)	
  
was	
  a	
  concern.	
  But	
  as	
  it	
  turned	
  out	
  I	
  felt	
  stronger	
  and	
  more	
  flexible	
  than	
  I	
  think	
  I	
  have	
  ever	
  been	
  in	
  playing	
  this	
  concert,	
  
the	
  only	
  explanation	
  for	
  this	
  being	
  that	
  I	
  was	
  benefiting	
  from	
  the	
  hours	
  I	
  was	
  able	
  to	
  put	
  in	
  on	
  the	
  Gallay.	
  
	
  
A	
  few	
  days	
  later	
  I	
  started	
  to	
  focus	
  on	
  preparing	
  for	
  a	
  performance	
  of	
  the	
  Michael	
  Haydn	
  Concertino	
  for	
  Horn.	
  	
  This	
  is	
  a	
  
beautiful	
  work,	
  seldom	
  heard	
  due	
  to	
  the	
  dominance	
  of	
  the	
  Mozart	
  and	
  Joseph	
  Haydn	
  concerti.	
   	
  I	
  must	
  admit	
  that	
  I	
  had	
  
neglected	
  this	
  work	
  because	
  of	
  my	
  focus	
  on	
  Gallay	
  but	
  I	
  had	
  made	
  sure	
  that	
  there	
  was	
  time	
  to	
  prepare	
  fully.	
  	
  One	
  of	
  my	
  
first	
   discoveries	
   on	
   sitting	
  down	
   to	
  practise	
   it	
  was	
   that	
   there	
  were	
   two	
   cadenzas	
   I	
   needed	
   to	
   think	
   about.	
   	
   A	
   second	
  
discovery,	
   thanks	
   to	
   Peter	
   Holman	
   sending	
  me	
   a	
  more	
   up-­‐to-­‐date	
   edition	
   of	
   the	
   orchestral	
   score,	
   was	
   that	
   the	
   only	
  
available	
   edition	
   of	
   the	
   horn	
   part	
   is	
   extremely	
   heavily	
   edited.	
   	
   This	
   edition	
   is	
   by	
  Barry	
  Tuckwell	
   and	
  dates	
   from	
   the	
  
1970s.	
   	
   The	
   frontispiece	
   has	
   Barry	
   Tuckwell's	
   name	
   in	
   a	
   much	
   larger	
   font	
   than	
   either	
   the	
   title	
   of	
   the	
   piece	
   or	
   the	
  
composer!	
  	
  There	
  are	
  many	
  sections	
  in	
  this	
  edition	
  where	
  Tuckwell	
  has	
  extensively	
  realised	
  the	
  original	
  skeleton	
  part.	
  	
  
Because	
   Tuckwell	
   actually	
   has	
   done	
   a	
   very	
   stylistically	
   appropriate	
   job	
   in	
   his	
   edition,	
   it	
   is	
   impossible	
   to	
   see	
   where	
  
Haydn	
  ends	
  and	
  Tuckwell	
  begins.	
  	
  I	
  have	
  never	
  felt	
  daunted	
  in	
  constructing	
  cadenzas	
  or	
  ornamenting	
  sections	
  that	
  need	
  
realisation	
  but	
  I	
  was	
  struck	
  by	
  how	
  much	
  more	
  flexible,	
  free,	
  inventive	
  and	
  quick	
  I	
  was.	
  	
  I	
  am	
  certain	
  that	
  this	
  is	
  thanks	
  
to	
  having	
  been	
  immersed	
  for	
  such	
  a	
  long	
  time	
  in	
  the	
  fantasia	
  style	
  that	
  Gallay	
  uses.	
  
	
  
I	
  think	
  that	
  the	
  main	
  motivation	
  in	
  applying	
  for	
  this	
  scholarship	
  was	
  that	
  I	
  felt	
  I	
  needed	
  some	
  time	
  to	
  think	
  and	
  reflect	
  on	
  
my	
  life	
  and	
  career.	
  	
  Whilst	
  I	
  do	
  not	
  feel	
  I	
  have	
  discovered	
  the	
  key	
  to	
  either	
  I	
  have	
  had	
  the	
  chance	
  to	
  observe	
  the	
  way	
  I	
  
work	
  over	
  the	
  last	
  month.	
  	
  I	
  was	
  reminded	
  of	
  my	
  capacity	
  for	
  hard	
  work	
  and	
  the	
  enjoyment	
  I	
  get	
  from	
  research,	
  from	
  the	
  
discoveries	
  I	
  was	
  making	
  both	
  in	
  the	
  libraries	
  and	
  in	
  the	
  practice	
  room.	
  I	
  felt	
  refreshed	
  and	
  engaged	
  with	
  my	
  work	
  and	
  
very	
  inspired	
  by	
  what	
  I	
  had	
  achieved.	
  
	
  
In	
  reply	
  to	
  the	
  question	
  I	
  was	
  asked	
  in	
  interview	
  for	
  the	
  scholarship	
  as	
  to	
  where	
  I	
  would	
  like	
  to	
  be	
  in	
  ten	
  years	
  time,	
  my	
  
answer	
   had	
   been	
   that	
   I	
   would	
   like	
   to	
   be	
   in	
   a	
   more	
   secure	
   position	
   and	
   able	
   to	
   be	
   more	
   selective	
   as	
   to	
   the	
   work	
   I	
  
undertook.	
  	
  I	
  was	
  already	
  aware	
  of	
  the	
  hectic	
  lifestyle	
  I	
  had	
  had	
  before	
  the	
  project,	
  and	
  have	
  always	
  considered	
  it	
  almost	
  
a	
  necessary	
  evil	
  that	
  comes	
  with	
  this	
  career.	
  	
  However,	
  now	
  I	
  am	
  now	
  feeling	
  that	
  it	
  is	
  crucial	
  for	
  me	
  to	
  have	
  something	
  
of	
  the	
  space	
  to	
  think	
  and	
  create	
  that	
  the	
  scholarship	
  gave	
  me,	
  and	
  I	
  need	
  to	
  think	
  further	
  about	
  how	
  it	
  might	
  be	
  possible	
  
to	
  achieve	
  this.	
  	
  	
  
	
  
The	
   Gallay	
   Project	
   is	
   ongoing.	
   	
   Another	
   performance	
   of	
   the	
   set	
   took	
   place	
   on	
   Tuesday	
   the	
   7th	
   of	
   December,	
   which	
  
offered	
   the	
   opportunity	
   to	
   see	
   how	
   the	
   preparation	
   and	
   recording	
   has	
   affected	
   these	
   pieces	
   in	
   live	
   performance.	
   As	
  
already	
  mentioned,	
   I	
   have	
   an	
   invitation	
   to	
   collaborate	
  with	
   a	
   French	
   publishing	
   house	
   on	
   new	
   editions	
   of	
   currently	
  
unpublished	
  Gallay	
  works,	
  and	
  I	
  have	
  been	
  invited	
  to	
  perform	
  the	
  caprices	
  at	
  a	
  conference	
  on	
  nineteenth-­‐century	
  music	
  
to	
  be	
  held	
  in	
  Bern	
  in	
  2012.	
  	
  Having	
  managed	
  to	
  record	
  a	
  disc	
  of	
  Gallay’s	
  solo	
  repertoire	
  I’m	
  hoping	
  to	
  record	
  a	
  disc	
  of	
  his	
  
chamber	
  music	
  in	
  April	
  2011	
  with	
  the	
  horn	
  section	
  of	
  Orchestre	
  Révolutionnaire	
  et	
  Romantique	
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Op	
  1	
   Unknown	
   Unknown	
   pre	
  1820	
   Pacini	
  
Op	
  2	
   Trois	
  Recreations	
   Horn	
  &	
  Bass	
   pre	
  1820	
   Pacini	
  
Op	
  3	
   Douze	
  Nocturnes	
  Brilliantes	
  et	
  Faciles	
   2	
  horns	
   pre	
  1820	
   Pacini	
  
Op	
  4	
   Fantasie	
   Horn	
  &	
  piano	
   pre	
  1820	
   Pacini	
  
Op	
  5	
   1er	
  Solo	
  

A	
  copy	
  is	
  held	
  at	
  Bib.	
  Guiseppe	
  Verdi	
  Milano.	
  
Horn	
  &	
  piano	
   pre	
  1820	
   Zetter/	
  

Colombier	
  
Op	
  6	
   Rondo	
  Pastoral	
   Horn	
  &	
  orch.	
   pre	
  1820	
   Zetter	
  
Op	
  7	
   2eme	
  Solo	
  

A	
  copy	
  is	
  held	
  at	
  Bib.	
  Guiseppe	
  Verdi	
  Milano.	
  
Horn	
  &	
  piano	
   pre	
  1820	
   Zetter/	
  

Colombier	
  
Op	
  8	
   Romance	
  Favorite	
  de	
  M.	
  Romagnesi	
  	
  

“Depuis	
  Longtemps	
  J’Amais	
  Adele”	
  Variee	
  
Horn	
  &	
  piano	
   pre	
  1820	
   	
  

Op	
  9	
   3eme	
  Solo	
  
A	
  copy	
  is	
  held	
  at	
  Bib.	
  Guiseppe	
  Verdi	
  Milano.	
  

Horn	
  &	
  piano	
   pre	
  1820	
   Zetter/	
  
Colombier	
  

Op	
  10	
   12	
  Duos	
   2	
  horns	
   pre	
  1820	
   Zetter	
  
Op	
  11	
   4eme	
  Solo	
  

A	
  copy	
  is	
  held	
  at	
  Bib.	
  Guiseppe	
  Verdi	
  Milano.	
  
Horn	
  &	
  piano	
   pre	
  1820	
   Zetter/	
  

Colombier	
  
Op	
  12	
   5eme	
  Solo	
  

A	
  copy	
  is	
  held	
  at	
  Bib.	
  Guiseppe	
  Verdi	
  Milano.	
  
Horn	
  &	
  piano	
   pre	
  1820	
   Zetter/	
  

Colombier	
  
Op	
  13	
   30	
  Etudes	
  

A	
  copy	
  is	
  held	
  at	
  the	
  British	
  Library.	
  
Horn	
   pre	
  1820	
   Zetter	
  

Op	
  14	
   12	
  Duos	
   2	
  horns	
   pre	
  1820	
   Zetter	
  
Op	
  15	
   Fantasie	
  Sur	
  Une	
  Romance	
  De	
  M.	
  Glangihi	
   Horn	
  &	
  piano	
   pre	
  1820	
   Janet	
  &	
  	
  

Cotelle	
  
Op	
  16	
   24	
  Duos	
   2	
  horns	
   pre	
  1820	
   Zetter	
  
Op	
  17	
  
	
  

Fantasie	
  Sur	
  Une	
  Romance	
  De	
  M.	
  Paer	
  
(Le	
  Veuvre	
  Grecque)	
  

Horn	
  &	
  piano	
   pre	
  1820	
   Hec?	
  Heo?	
  

Op	
  18	
   Concerto	
  in	
  F	
   Horn	
  &	
  orch.	
   pre	
  1820	
   Zetter	
  
Op	
  19	
   6eme	
  Solo	
  

A	
  copy	
  is	
  held	
  at	
  Bib.	
  Guiseppe	
  Verdi	
  Milano.	
  
Horn	
  &	
  piano	
   pre	
  1830	
   Zetter/	
  

Colombier	
  
Op	
  20	
   Souvernir	
  D’Otello,	
  Fantasie	
   Horn	
  &	
  piano	
   pre	
  1835	
   Zetter	
  
Op	
  21	
  
	
  

Melodie	
  Sur	
  L’Air	
  De	
  Montano	
  et	
  Stephanie	
   Horn	
  &	
  piano	
   pre	
  1835	
   Janet	
  &	
  
Cotelle	
  

Op	
  22	
   Trois	
  Recreations	
  Pour	
  Le	
  Cor	
  
Referred	
  to	
  in	
  Fetis	
  Biographie	
  Universelle	
  Vol	
  8	
  

Horn	
  &	
  bass	
   pre	
  1835	
   Zetter	
  
	
  

Op	
  23	
   7eme	
  Solo	
  
A	
  copy	
  is	
  held	
  at	
  Bib.	
  Guiseppe	
  Verdi	
  Milano.	
  

Horn	
  &	
  piano	
   pre	
  1835	
   Zetter/	
  
Colombier	
  

Op	
  24	
   9	
  Grand	
  Trios	
   3	
  horns	
   pre	
  1835	
   Gambaro	
  
Op	
  25	
  
	
  

2eme	
  Melodie	
  	
  
Sur	
  Une	
  Cavatine	
  D’Anna	
  Bolena	
  

Horn	
  &	
  piano	
   pre	
  1835	
   A.	
  Petit	
  

Op	
  26	
   Grand	
  Quartet	
   4	
  horns	
   pre	
  1835	
   Colombier	
  
Op	
  27	
   Preludes	
  Mesures	
   Horn	
   pre	
  1835	
   Unknown	
  
Op	
  28	
  
	
  

3eme	
  Melodie	
  
Sur	
  Une	
  Cavatine	
  De	
  La	
  Somnambula	
  

Horn	
  &	
  piano	
   pre	
  1835	
   A.	
  Petit	
  

Op	
  29	
   Souvenirs	
  Du	
  Pirate	
  De	
  Bellini,	
  Fantasie	
   Horn	
  &	
  piano	
   pre	
  1835	
   A.	
  Petit	
  
Op	
  30	
  
	
  

Fantasie	
  Brilliante	
  	
  
Sur	
  La	
  Straniera	
  De	
  Bellini	
  

Horn	
  &	
  piano	
   pre	
  1835	
   Unknown	
  

Op	
  31	
   8eme	
  Solo	
   Horn	
  &	
  piano	
   pre	
  1835	
   Zetter/	
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A	
  copy	
  is	
  held	
  at	
  Bib.	
  Guiseppe	
  Verdi	
  Milano.	
   Colombier	
  
Op	
  32	
   12	
  Grand	
  Caprices	
   Horn	
   1835	
   A.	
  Petit	
  

	
  
Op	
  33	
   20	
  Melodies	
  Gracieuse	
  De	
  Adam,	
  Bellini,	
  

Rossini	
  et	
  Weber.	
  
Horn	
   1835-­‐7	
   Colombier	
  

Op	
  34	
   Fantasie	
  Sur	
  La	
  Romance	
  “Ma	
  Normandie”	
  
de	
  Frederic	
  Bérat	
  

Horn	
  &	
  piano	
   1835-­‐7	
   Unknown	
  

Op	
  35	
   UNKNOWN	
   UNKNOWN	
   	
   UNKNOWN	
  
Op	
  36	
   Nocturne	
   Horn	
  &	
  piano	
   1835-­‐7	
   	
  
Op	
  37	
   22	
  OR	
  24	
  Exercises	
   Horn	
   1835-­‐7	
   Unknown	
  
Op	
  38	
   3	
  Grand	
  Duos	
   2	
  horns	
   1837	
   Schoenberger	
  
Op	
  39	
   9eme	
  Solo	
   Horn	
  &	
  piano	
   1837	
   	
  
Op	
  40	
   Fantasie	
  Brillante	
  

Sur	
  une	
  Motif	
  de	
  Norma	
  de	
  Bellini	
  
Horn	
  &	
  piano	
   1837-­‐8	
   	
  

Op	
  41	
   6	
  Duos	
  Faciles	
   2	
  horns	
   1838	
   Lemoine	
  
Op	
  42	
   Fantasie	
  Sur	
  Une	
  Cavatine	
  de	
  Belisario	
  

De	
  Donizetti	
  
Horn	
  &	
  piano	
   1838-­‐9	
   Schoenberger	
  

Op	
  43	
   12	
  Etudes	
  Brilliantes	
   Horn	
   1838-­‐9	
   Schoenberger	
  
Op	
  44	
   Recreations	
  Musicales	
  Sur	
  Des	
  	
  

Motifs	
  Italiens	
  
Horn	
   1839	
   Schoenberger	
  

Op	
  45	
   10eme	
  Solo	
   Horn	
  &	
  piano	
   1839-­‐41	
   	
  
Op	
  46	
   Fantasie	
  Sur	
  L’Elisire	
  D’Amore	
  De	
  

Donizetti	
  
Horn	
  &	
  piano	
   1839-­‐41	
   	
  

Op	
  47	
   UNKNOWN	
   UNKNOWN	
   	
   UNKNOWN	
  
Op	
  48	
   3	
  Melodies	
  Favorites	
  de	
  H.	
  Proch	
   Horn	
  &	
  piano	
   1839-­‐41	
   Schoenberger	
  
Op	
  49	
   Fantasie	
  Brilliante	
  De	
  Belisar	
   Horn	
  &	
  piano	
   1839-­‐41	
   Schoenberger	
  
Op	
  50	
   12	
  Duos	
  Faciles	
   2	
  horns	
   1841	
   Schoenberger	
  
Op	
  51	
   6	
  Melodies	
  Favorites	
  (after	
  Schubert)	
   Horn	
  &	
  piano	
   1842	
   Schoenberger	
  
Op	
  52	
   11eme	
  Solo	
   Horn	
  &	
  piano	
   1842-­‐45	
   	
  
Op	
  53	
   18	
  Etudies	
   Horn	
   1842-­‐45	
   	
  
Op	
  54	
   Methode	
   Horn	
  (tutor)	
   1845	
   Schoenberger	
  
Op	
  55	
   12eme	
  Solo	
   Horn	
  &	
  piano	
   1845-­‐47	
   Schoenberger	
  
Op	
  56	
   Souvenirs	
  et	
  Regrets	
   Horn	
  &	
  piano	
   1845-­‐47	
   Schoenberger	
  
Op	
  57	
   12	
  Etudies	
  pour	
  2eme	
  Cor	
   Horn	
   1847	
   	
  
Op	
  58	
   22	
  Fantasies	
  Melodique	
  	
   Horn	
   1850	
   Schoenberger	
  
Op	
  59	
   Les	
  Echos	
  –	
  3	
  Petites	
  Fantasies	
  

“Le	
  Cor	
  des	
  Alpes”,	
  “Les	
  Combats	
  du	
  Coeur”,	
  
“Je	
  Pense	
  a	
  Toi”.	
  

Horn	
  &	
  piano	
   1855	
   Schoenberger	
  

Op	
  60	
   3	
  Caprices	
  	
  
“Le	
  Cor”,	
  “Les	
  Zephir”,	
  “Te	
  Dire	
  Adieu”	
  

Horn	
  &	
  piano	
   1855	
  +	
   Schoenberger	
  

	
   	
  
	
  	
  	
   Works	
  shaded	
  in	
  grey	
  represent	
  works	
  that	
  have	
  not	
  been	
  traced.	
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Deux	
  morceau	
  pour	
  chant	
  et	
  cor	
  	
  
i)	
  Une	
  Larme	
  Furtive	
  	
  
(from	
  L’Elisire	
  d’Amore	
  –	
  Donizetti)	
  
ii)	
  Fuis	
  Laisse	
  Moi.	
  
(from	
  Robert	
  Devereux	
  –	
  Donizetti)	
  

Horn,	
  voice	
  	
  
(soprano)	
  &	
  
piano.	
  

?	
  1839	
   Schoenberger	
  

L’appel	
  du	
  cor	
  (Mercadante)	
   Horn,	
  voice	
  
(soprano)	
  &	
  	
  
piano.	
  

??	
   Schoenberger	
  

Canon	
  A	
  L’Octave	
   ??	
   ??	
   MMS	
  
La	
  St	
  Hubert	
  6	
  Fanfares	
  en	
  Trio	
   3	
  horns	
   1841	
   	
  

"
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A	
  German,	
  a	
  Belgian,	
  a	
  Spaniard,	
  a	
  Swiss	
  man	
  and	
  an	
  English	
  woman	
  walk	
  in	
  to	
  a	
  bar…	
  	
  This	
  might	
  sound	
  like	
  the	
  
beginning	
  of	
  a	
  very	
  bad	
  joke	
  but	
  it	
  was	
  the	
  scene	
  at	
  the	
  start	
  of	
  a	
  cold	
  weekend	
  in	
  Orleans	
  in	
  November	
  2010.	
  	
  This	
  
motley	
  crew	
  were	
  in	
  France	
  to	
  attend	
  the	
  annual	
  Association	
  Française	
  du	
  Cor	
  Congrès,	
  the	
  French	
  version	
  of	
  the	
  
BHS	
  festival,	
  a	
  three	
  day	
  event	
  bringing	
  a	
  star	
  studded	
  cast	
  of	
  French	
  horn	
  players	
  together	
  to	
  this	
  beautiful	
  French	
  
town.	
  	
  	
  
	
  
For	
  many	
  non-­‐members	
  of	
   the	
  Association	
  word	
  of	
   the	
   event	
  had	
   spread	
   thanks	
   to	
   an	
   imaginative	
   fund	
   raising	
  
idea.	
   	
  The	
  congress	
  was	
  organized	
  by	
  L’Association	
  ACor,	
  a	
  group	
  created	
  by	
  Claude	
  Maury,	
  Professor	
  of	
  Horn	
  at	
  
the	
  Conservatoire	
  d’Orléans,	
   and	
  his	
   class.	
   	
  They	
  had	
  come	
  up	
  with	
   the	
   innovative	
   idea	
  of	
   funding	
   the	
  event	
  by	
  
raiding	
  their	
  archives	
  and	
  publishing	
  a	
  number	
  of	
  works	
  for	
  horn.	
  	
  These	
  elegant	
  editions,	
  including	
  rare	
  works	
  by	
  
Dauprat,	
   Meifred,	
   Gallay,	
   Domnich,	
   Mengal,	
   Javault,	
   Gounod,	
   Saint-­‐Saens	
   and	
   arrangements	
   for	
   horn	
   ensemble,	
  
were	
  published	
  purely	
  for	
  the	
  congress	
  on	
  a	
  limited	
  basis.	
  

	
  
Not	
  only	
  was	
  this	
  a	
  great	
  way	
  of	
  raising	
  money	
  for	
  the	
  event	
  but	
  also	
  it	
  alerted	
  a	
  wider	
  group	
  of	
  horn	
  players	
  to	
  
what	
  would	
  normally	
  be	
  a	
  more	
  provincial	
  event	
  hence	
  our	
  group	
  of	
   foreigners	
  turning	
  up.	
   	
   It	
  was	
  a	
   fascinating	
  
experience.	
   	
  Being	
   an	
   "outsider"	
   had	
   its	
   advantages	
   and	
   I	
   enjoyed	
   greatly	
   noticing	
   both	
   the	
   things	
   we	
   have	
   in	
  
common	
  as	
  well	
  as	
  our	
  differences.	
  	
  And	
  what	
  a	
  weekend	
  it	
  turned	
  out	
  to	
  be!	
  

	
  
The	
  opening	
  evening	
  concert	
  was	
  preluded	
  by	
  a	
  group	
  of	
  local	
  trompes	
  de	
  chasse	
  players	
  who	
  performed,	
  backs	
  
and	
  bells	
  to	
  us,	
  from	
  a	
  corner	
  of	
  the	
  square	
  opposite	
  the	
  imposing	
  gothic	
  cathedral.	
   	
  Dressed	
  in	
  full	
  hunting	
  garb	
  
this	
  sextet	
  played	
  with	
  such	
  exuberance.	
  	
  The	
  distinctive	
  style	
  of	
  playing	
  might	
  not	
  be	
  to	
  everyone’s	
  taste	
  however	
  
I	
   loved	
   it	
   and	
   felt	
   it	
   put	
   the	
   following	
   concert	
   of	
   eighteenth	
   century	
  music	
  performed	
  on	
  period	
   instruments	
   in	
  
context.	
   	
  A	
  “greatest	
  hits”	
  of	
  eighteenth-­‐century	
  chamber	
  music	
  for	
  horn	
  it	
  featured	
  Gille	
  Rambach	
  (Mozart	
  Horn	
  
Quintet),	
   Jean-­‐Pierre	
   Dassonville	
   (a	
   stylish	
   Haydn	
   Divertimento	
   a	
   tre),	
   Matthieu	
   Siegrist	
   with	
   Camille	
   Leroy	
  
(Beethoven	
  Sextet	
  Op.81b)	
   and	
  Michel	
  Garcin-­‐Marrou	
  with	
  François	
  Mérand	
   (Mozart	
  Musical	
   Joke).	
   	
   The	
  young	
  
Marianne	
  Tilquin	
  gave	
  a	
  particularly	
  assured	
  performance	
  of	
  a	
  Punto	
  quartet	
  and	
  Francis	
  Orval	
  wowed	
  everyone	
  
his	
  performance	
  of	
  the	
  Michael	
  Haydn	
  Romance.	
  
	
  
The	
  following	
  day	
  included	
  a	
  marathon	
  of	
  concerts	
  –	
  three	
  in	
  all.	
  	
  The	
  first,	
  “Le	
  jazz	
  et	
  le	
  cor”,	
  was	
  perhaps	
  the	
  least	
  
successful	
   of	
   all	
   the	
   concerts.	
   	
   Again	
   Francis	
   Orval’s	
   understated	
   approach	
   was	
   breathtaking,	
   firstly	
   in	
   his	
  
performance	
  of	
  extracts	
  from	
  the	
  Alec	
  Wilder	
  Suite	
  and	
  then	
  in	
  Orval’s	
  own	
  arrangement	
  of	
  the	
  Stayhorn	
  classic	
  
“Lush	
  Life”.	
  	
  The	
  unusual	
  titled	
  “Mallet-­‐Horn	
  Jazz	
  Band”	
  (twelve	
  horn	
  players,	
  5	
  marimbas	
  and	
  kit	
  drum)	
  provided	
  
a	
  rousing	
  finale	
  to	
  the	
  concert	
  with	
  arrangements	
  of	
  Woody	
  Herman,	
  Duke	
  Ellington	
  and	
  Maynard	
  Fergusson	
  (by	
  
way	
  of	
  our	
  very	
  own	
  Richard	
  Bissill).	
  
	
  
The	
  gloom	
  of	
   the	
  Cathédral	
  Sainte-­‐Croix	
  provided	
  a	
  surprisingly	
   intimate	
  venue	
   for	
   the	
  concert	
   “Cors	
  et	
  orgue”.	
  	
  
Benoit	
   Garnier	
   provided	
   further	
   inimitable	
   trompe	
   de	
   chasse	
   interpretations	
   of	
   the	
   Jeremiah	
   Clarke	
   “Trumpet	
  
Tune”	
   and	
   Franz	
   Schubert	
   “Ave	
   Maria”	
   with	
   the	
   grand	
   organ.	
   	
   The	
   concert	
   included	
   Gilles	
   Rambach’s	
   utterly	
  
beautiful	
  performances	
  of	
  the	
  Saint-­‐Saens	
  “Offertoire”	
  and	
  “Adagio	
  et	
  Andante”	
  for	
  horn	
  and	
  organ	
  (the	
  extensive	
  
festival	
   programme	
   included	
   a	
   indepth	
   essay	
   on	
   the	
   subject	
   of	
   Saint-­‐Saens,	
   he	
   horn	
   and	
   the	
   realisation	
   of	
  
incomplete	
  works).	
  	
  	
  
	
  
The	
  evening	
  concert	
  was	
  proudly	
  French.	
   	
  Entitled	
  “Un	
  Siècle	
  de	
  musique	
  pour	
  le	
  cor	
  en	
  France:	
  1797	
  à	
  1887”	
  it	
  
featured	
  a	
  selection	
  of	
  well	
  known	
  and	
  more	
  unusual	
  works	
  written	
  in	
  France	
  or	
  for	
  French	
  musicians	
  during	
  this	
  
era.	
   	
  Again	
   it	
  proved	
  a	
  great	
  opportunity	
   to	
  hear	
   some	
  of	
   the	
  biggest	
  names	
  on	
   the	
  French	
  scene.	
   	
  The	
  younger	
  
generation	
   was	
   admirably	
   represented.	
   	
   David	
   Guerrier	
   gave	
   an	
   accomplished	
   performance	
   of	
   the	
   Rossini	
  
“Prelude,	
  Theme	
  and	
  Variations”,	
  Joël	
  Lasry	
  performed	
  the	
  Reicha	
  Solo	
  for	
  horn	
  and	
  orchestra	
  (in	
  a	
  arrangement	
  
for	
  horn	
  and	
  piano)	
  with	
  astounding	
  technique.	
  	
  This	
  concert	
  also	
  gave	
  us	
  the	
  now	
  rare	
  opportunity	
  to	
  hear	
  Daniel	
  
Bourgue	
   (described	
   by	
   John	
  Humphries	
   as	
   “the	
   last	
   representative	
   of	
   the	
   old	
   school	
   of	
   French	
   playing")	
   in	
   the	
  
Saint-­‐Saens	
  Romance	
  Op.36.	
  
	
  



	
   21	
  

The	
   final	
   concert	
   “Le	
   cor	
   dans	
   tous	
   ses	
   états”	
   included	
   a	
   number	
   of	
   new	
  works	
  with	
   André	
   Cazlet	
   performing	
  
Nicholas	
   Bacri’s	
   “Musica	
   Concertante”	
  with	
   the	
   excellent	
   Orchestre	
   d’harmonie	
   de	
   la	
   région	
   centre,	
   and	
   Daniel	
  
Catalonotti	
  with	
  Julien	
  Guenebaut	
  (piano)	
  and	
  Bernard	
  Liénard	
  (tuba)	
  performing	
  Jean-­‐Jacques	
  Werner’s	
  Trio	
  for	
  
horn,	
   tuba	
   and	
   piano.	
   	
   However	
   the	
   highlight	
   of	
   this	
   concert	
   for	
  me	
   by	
   far	
   was	
   the	
   “half	
   time	
   entertainment”.	
  	
  
Spat’sonore	
   (Philippe	
   Bord,	
   Nicholas	
   Chedmail	
   and	
   Olivier	
   Germain-­‐Noureux).	
   	
   This	
   entrancing	
   ensemble	
  
improvised	
  for	
  almost	
  twenty	
  minutes	
  on	
  their	
  many	
  tentacled	
  instrument	
  which	
  they	
  call	
  a	
  “spat”.	
  	
  The	
  “spat”	
  is	
  
“a	
  sprawling,	
  acoustic	
  instrument	
  from	
  the	
  brass	
  family.	
  	
  Imagine	
  a	
  room,	
  or	
  an	
  apartment	
  filled	
  with	
  bells	
  (up	
  to	
  
thirty,	
   in	
   the	
   flower	
   pots,	
   on	
   the	
  TV,	
   hanging	
   from	
   the	
   ceiling)	
   into	
  which	
  we	
  direct	
   our	
  weird	
   sounds	
   and	
   our	
  
unique	
  music”.	
  	
  	
  
	
  
In	
   addition	
   to	
   the	
   five	
   concerts	
   the	
   congrès	
   included	
   a	
   number	
   of	
  masterclasses	
   (with	
  Daniel	
   Bourgue,	
   Francis	
  
Orval,	
  André	
  Cazlet,	
  Michel	
  Garcin-­‐Marrou)	
  and	
  conferences.	
  	
  The	
  annual	
  competition	
  for	
  young	
  horn	
  players	
  was	
  
won	
  by	
  Léo	
  Potier,	
  with	
  Clément	
  Got	
   and	
   Irène	
  Leborgne	
   taking	
   second	
  and	
   third	
  prize	
   respectively.	
   	
   The	
  very	
  
youngest	
  of	
  horn	
  players	
  were	
  also	
  represented	
   in	
  a	
  open	
  platform	
  concert	
  –	
   the	
  wonderfully	
  enthusiastic	
   local	
  
teacher	
  Cyrille	
  Imbrosciano	
  and	
  his	
  class	
  were	
  most	
  notable.	
  	
  
	
  

	
  
At	
  the	
  congrès	
  it	
  was	
  announced	
  that	
  Claude	
  Maury	
  has	
  been	
  appointed	
  president	
  of	
  the	
  Association	
  Française	
  du	
  
Cor.	
   	
  One	
  of	
  his	
  ambitions	
  is	
  to	
  foster	
  relations	
  with	
  other	
  similar	
  organizations.	
   	
  For	
  me	
  this	
  was	
  the	
  first	
  time	
  I	
  
had	
  attended	
  a	
  “foreign”	
  event	
  and	
  probably	
  would	
  have	
  never	
  considered	
  seeking	
  out	
  such	
  an	
  event.	
   	
   It	
  was	
  an	
  
opportunity	
   for	
  hearing	
  a	
  wide	
   range	
  of	
   amazing	
  musicians	
   that	
   I	
  would	
  not	
  normally	
   get	
   to	
  hear	
  and,	
   from	
  an	
  
almost	
  anthropological	
  angle,	
   it	
  was	
  hugely	
   interesting	
  to	
  see	
  a	
  showcase	
  for	
  the	
  “French”	
  horn	
  scene.	
   	
  The	
  BHS	
  
website	
   (www.british-­‐horn.org)	
   contains	
   links	
   to	
   a	
  number	
  of	
   foreign	
  horn	
   societies	
   and	
  maybe	
  perusing	
   these	
  
sites	
  might	
  inspire	
  jaunts	
  abroad	
  for	
  more	
  of	
  us?	
  
	
  
L’Association	
  A	
  Cor	
  –	
  www.a-­‐cor.fr	
  (includes	
  the	
  limited	
  editions	
  of	
  music).	
  
Association	
  Française	
  du	
  Cor	
  –	
  www.a-­‐f-­‐c.info.	
  
	
  

ANNEKE	
  SCOTT	
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   is	
   “rapidly	
   emerging	
   as	
   one	
   of	
   the	
   outstanding	
   younger	
  
exponents	
   of	
   the	
   natural	
   horn”.	
   Having	
   begun	
   her	
   studies	
   at	
   The	
   Royal	
  
Academy	
  of	
  Music,	
  London	
  she	
  was	
  awarded	
  prestigious	
  scholarships	
  to	
  
further	
  her	
  study	
  in	
  France	
  and	
  Holland	
  where	
  she	
  concentrated	
  on	
  the	
  
various	
  aspects	
  of	
  period	
  horns	
  
	
  
Since	
  her	
  graduation	
  from	
  The	
  Royal	
  Academy	
  of	
  Music	
  in	
  2000	
  she	
  has	
  
been	
  in	
  demand	
  with	
  ensembles	
  in	
  the	
  UK	
  and	
  continental	
  Europe.	
  She	
  is	
  
principal	
  horn	
  of	
  Sir	
   John	
  Eliot	
  Gardiner’s	
  Orchestre	
  Récolutionnaire	
  et	
  
Romantique	
   and	
  his	
  English	
  Baroque	
   Soloists,	
  Harry	
  Christopher’s	
  The	
  
Orchestra	
   of	
   the	
   Sixteen,	
   Dunedin	
   Players,	
   Europa	
   Galante	
   and	
   The	
  
Avison	
  Ensemble.	
  She	
  has	
  frequently	
  guested	
  as	
  principal	
  horn	
  with	
  The	
  
Australian	
  Chamber	
  Orchestra,	
   The	
  English	
  Concert,	
   Freiburg	
  Baroque,	
  
The	
  Early	
  Opera	
  Company,	
  Concerto	
  Caledonia	
  and	
  The	
  Mahler	
  Chamber	
  
Orchestra.	
  

	
  
For	
  many	
  years	
  she	
  has	
  had	
  a	
  keen	
  interest	
  in	
  chamber	
  music	
  which	
  led	
  to	
  her	
  becoming	
  a	
  founder	
  
member	
  of	
  The	
  Etesian	
  Ensemble	
  (www.etesianensemble.com).	
  Through	
  this	
  ensemble	
  she	
  met	
  the	
  
fortepianist	
   Kathryn	
   Cok	
   with	
   whom	
   she	
   formed	
   a	
   duo	
   specialising	
   in	
   classical	
   and	
   romantic	
  
repertoire	
   for	
   horn	
   and	
   fortepiano.	
   Kathryn	
   and	
   Anneke	
   were	
   selected	
   as	
   two	
   of	
   Makng	
   Music’s	
  
Concert	
   Promoters	
   Network	
   Artists	
   for	
   2008/2009	
   and	
   toured	
   Holland	
   in	
   2009	
   as	
   part	
   of	
   the	
  
Organisatie	
  Oudemuziek	
  Netwerk.	
  	
  In	
  June	
  2011	
  their	
  first	
  album,	
  a	
  disc	
  of	
  virtuosic	
  Viennese	
  works	
  
for	
  fortepiano	
  and	
  horn	
  including	
  compositions	
  by	
  Beethoven,	
  Haydn,	
  Krufft	
  and	
  Leidesdorf	
  will	
  be	
  
released	
   by	
   Challenge	
   Classics.	
   	
   She	
   is	
   also	
   a	
   founder	
   member	
   and	
   director	
   of	
   ensembleF2	
  
(www.ensemblef2.com).	
  
	
  
An	
   integral	
   element	
   of	
  Anneke	
   Scott’s	
   career	
  has	
  been	
   research.	
  During	
  2005-­‐2006	
   she	
  undertook	
  
research	
  at	
  the	
  University	
  of	
  Birmingham’s	
  Centre	
  for	
  Early	
  Music	
  Performance	
  where	
  she	
  currently	
  
teaches	
  period	
  horns.	
  In	
  2005	
  she	
  received	
  the	
  great	
  privilege	
  of	
  being	
  invited	
  by	
  The	
  Bate	
  Collection,	
  
Oxford	
  to	
  perform	
  in	
  concert	
  on	
  one	
  of	
   their	
  magnificent	
  original	
  Hofmaster	
  horns	
  dating	
   from	
  the	
  
mid	
  18th	
  century	
  and	
  in	
  2006	
  was	
  interviewed	
  by	
  BBC	
  TV	
  for	
  the	
  BBC2	
  series	
  The	
  People’s	
  Museum	
  
discussing	
  the	
  Hofmaster	
  horns	
  housed	
  at	
  Edinburgh	
  University.	
  	
  In	
  2010	
  Anneke	
  was	
  a	
  recipient	
  of	
  
the	
  Gerard	
   Finzi	
   Travel	
   Scholarship	
   enabling	
   her	
   to	
   undertake	
   research	
   into	
   the	
   life	
   and	
  works	
   of	
  
Jacques-­‐François	
  Gallay	
  in	
  preparation	
  for	
  a	
  recording	
  of	
  his	
  solo	
  works	
  for	
  horn.	
  
	
  
At	
   the	
   other	
   end	
   of	
   the	
   spectrum	
   she	
   has	
   performed	
   with	
   the	
   specialist	
   contemporary	
   music	
  
ensemble	
  The	
  London	
  Sinfonietta	
  and	
  can	
  be	
  heard	
  on	
  two	
  albums	
  with	
  The	
  Nigel	
  Waddington	
  Big	
  
Band.	
  
	
  
In	
  2007	
  Anneke	
  was	
  elected	
  an	
  Associate	
  of	
  the	
  Royal	
  Academy	
  of	
  Music,	
  an	
  honour	
  awarded	
  to	
  past	
  
students	
   of	
   the	
   Academy	
  who	
   have	
   distinguished	
   themselves	
   in	
   the	
  music	
   profession	
   and	
  made	
   a	
  
significant	
  contribution	
  to	
  their	
  field.	
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CONCERT	
  REVIEW	
  
Tuesday	
  7th	
  of	
  December,	
  2010-­‐12-­‐22	
  
Farnham	
  United	
  Reformed	
  Church.	
  
	
  
	
  
Anneke	
   Scott	
   is	
   an	
   outstanding	
   young	
   player	
   of	
   that	
   wonderful	
   and	
   elusive	
  
instrument,	
   the	
   horn:	
   not	
   the	
  modern	
   horn	
  with	
   valves,	
   but	
   the	
   old	
   natural	
   horn.	
  
Anneke	
   was	
   the	
   performer	
   at	
   the	
   lunchtime	
   concert	
   given	
   at	
   Farnham	
   United	
  
Reformed	
  Church	
  on	
  Tuesday	
  7th	
  December	
  2010	
   as	
   part	
   of	
   the	
   regular	
  Music	
   at	
  
Lunchtime	
  series	
  of	
  concerts.	
  Her	
  programme	
  was	
  devoted	
   to	
   the	
  compositions	
  of	
  
the	
   French	
   horn	
   player	
   and	
   composer	
   Jacques-­‐François	
   Gallay.	
   In	
   January	
   2010	
  
Anneke	
   was	
   awarded	
   a	
   prestigious	
   Gerald	
   Finzi	
   Scholarship	
   to	
   undertake	
  
performance-­‐based	
  research	
  into	
  Gallay’s	
  works,	
  and	
  she	
  has	
  just	
  returned	
  from	
  an	
  
intensive	
  time	
  in	
  Paris	
  which	
  was	
  part	
  of	
  that	
  research.	
  
	
  
Gallay	
  lived	
  in	
  an	
  amazingly	
  virtuosic	
  environment	
  in	
  Paris	
  at	
  a	
  most	
  creative	
  time	
  
(the	
  mid	
  1800s).	
  He	
  became	
  principal	
  horn	
  player	
  of	
  both	
   the	
  Théatre	
   Italien	
  and	
  
Louis-­‐Phillippe’s	
   private	
   orchestra,	
   later	
   becoming	
   professor	
   at	
   the	
   Paris	
  
Conservatoire.	
  While	
   in	
  Paris	
  Gallay	
  will	
  have	
  become	
  acquainted	
  with	
  very	
  many	
  
other	
  famous	
  musicians	
  such	
  as	
  Rossini	
  and	
  Paganini,	
  and	
  Gallay’s	
  caprices	
  for	
  horn	
  
are	
  in	
  some	
  ways	
  modelled	
  on	
  Paganini’s	
  for	
  violin	
  solo.	
  	
  
	
  
The	
  audience	
  were	
  privileged	
  to	
  be	
  the	
  first	
  to	
  hear	
  Anneke	
  play	
  her	
  programme	
  of	
  
Gallay’s	
  caprices,	
  arranged	
  by	
  her	
  into	
  five	
  short	
  suites.	
  	
  Individual	
  movements	
  have	
  
marked	
   characters	
   and	
   can	
   be	
   visualised	
   as	
   operatic	
   scenes	
   —	
   soldiers’	
   chorus,	
  
tranquil	
   landscape,	
   tenor	
   soloist’s	
   showpiece	
  and	
   so	
  on	
  —	
  and	
   this,	
   together	
  with	
  
the	
  different	
  tone-­‐quality	
  of	
  individual	
  crooks	
  (for	
  instance,	
  mellow,	
  bright,	
  earthy),	
  
made	
   for	
   a	
   varied	
   and	
   attractive	
   programme.	
   Features	
   that	
   were	
   particularly	
  
welcome	
  were	
  Anneke’s	
  introduction	
  to	
  the	
  music	
  and	
  the	
  history	
  of	
  Gallay	
  and	
  her	
  
description	
  of	
  the	
  horn	
  and	
  the	
  way	
  in	
  which	
  the	
  crooks	
  are	
  used.	
  	
  	
  
	
  
It	
  was	
  a	
  most	
  attractive	
  concert	
  and	
  I	
  am	
  convinced	
  that	
  we	
  shall	
  hear	
  a	
  great	
  more	
  
of	
  Anneke	
  Scott	
  in	
  the	
  future.	
  
	
  
The	
   next	
   concert	
   in	
   the	
   Music	
   at	
   Lunchtime	
   series	
   will	
   be	
   given	
   at	
   1.10	
   pm	
   on	
  
Tuesday	
  1st	
  February	
  by	
  music	
  students	
  from	
  Frensham	
  Heights	
  School.	
  
	
  

JOHN	
  MANSFIELD	
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