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INTRODUCTION





‘Much time is needed to find the oceans of music; still more, to learn how to navigate in them.’


So wrote Berlioz, in the Introduction to his ‘Treatise on Instrumentation’, and the basic truth of this statement is even more valid today than at the time of its writing in the early years of the nineteenth century. In terms of orchestral music alone, the development that has taken place in the last two hundred years has affected not only the structure of the orchestra, in terms of size and instruments, but the very techniques of performance. Nowadays, orchestral playing is a highly specialized and complicated art, and to ‘navigate’ it successfully requires the application of many skills from each and every player. The existence of so many superb professional orchestras, coupled with the proliferation of technically advanced recordings, makes it easy to take for granted the staggering diversity of techniques involved. Nowhere is this highlighted more brutally than when faced with inexperienced orchestras, largely possessed of the individual instrumental techniques but, by necessity, devoid of this additional competence. It is therefore with specific regard to the wide-ranging demands made upon such ensembles that I have approached this discussion.


Apart from within the world’s specialist music colleges, where orchestral playing has long been part of the instrumental curriculum, the existence of the full-scale symphony orchestra composed entirely of young musicians is a comparatively recent phenomenon. Although it is fairly generally accepted that the first example in the United Kingdom was the orchestra formed by Ernest Read in 1926, it is otherwise hard to predate the founding of the National Youth Orchestra of Wales, which first met in 1946. This, and similar orchestras formed independently on both sides of the Atlantic in the following years, were among the first orchestras of young musicians brought together primarily to perform orchestral music and, as such, were marking the first steps on a path that has yet to be fully explored.


Given the enormous emotional and social benefits experienced by the players, it is hardly surprising that the popularity of the youth orchestra increased so rapidly. Yet the vast majority of musicians and public alike still consider it to be a purely educational exercise: an opportunity for young instrumentalists to learn some examples from the great orchestral repertoire from within, and to play under the guidance of experienced professionals. Undoubtedly this is one of the fundamental reasons for their existence, but the widely held belief that this is their sole, or even primary, function must be most fervently questioned. There exists also the possibility to communicate maturing and powerful emotional ideologies through the predetermined structures of the composer, to bring forth an always new and often ignored insight into the works of the orchestral repertoire as seen through the eyes of an emerging generation.


With a typical student orchestra, the task of moulding such divergent instrumental technique and experience into a unit with a performing ability greatly in advance of the average age, without disturbing the wonderful freedom, enthusiasm, direct communication and optimistic colour to be found in the players, is a daunting prospect.


However, contrary to many people’s surmise, an orchestra is not necessarily the sum of its parts, inasmuch as its performing standard is not simply the total of the individual playing standards of its members. Much more influential is the sensitivity, support and awareness of balance and ensemble shown by the players one to another. Indeed, one of the earliest and most difficult lessons to be learned by the professional player when auditioning for an orchestral position is that it is not necessarily the most outstanding player who will eventually fill the post, but the one whose sound and approach are most suited to the orchestra in question. This being so, it is possible to produce a coherent and finely honed young orchestra in the most unlikely circumstances. Certainly in the case of stringed instruments, a section composed of players totally aware of their corporate responsibility will always outshine one where individual technical prowess, however advanced, is not successfully combined. Projected unity forms the basis of orchestral sound and is responsible for the ‘corporate personality’ possessed in some degree by every orchestra once it has achieved any sort of performing identity.


In attempting to examine many of the techniques and requirements that provide the orchestra with its means of musical communication, above and beyond the mere performance of notes, it has not been my intention to provide a work of reference, in which all the possible sounds and techniques available to the instruments of the orchestra are listed, together with a brief résumé of how they might be accomplished. Such information is available in a wide variety of specialized volumes, written by musicians with immense experience of a particular instrument and its capabilities. Neither is it a book of orchestration or any associated craft that may require basic knowledge of orchestral instruments and the limitations imposed upon them. My purpose lies somewhere between the two, being the consideration, in purely practical terms, of how an orchestra may be helped to achieve certain facets of performance and the better understanding of all that orchestral performance involves, be it professional, student or amateur.


The fact that reference has been made to musical examples from the major orchestral repertoire might, at first sight, make it appear that the discussion is relevant to this level of orchestral playing alone. This is most definitely not the case: all the works explored here have been performed under my direction by both professional and student orchestras. The decision to draw from this repertoire was taken for a number of reasons: firstly, that these works provide the clearest examples of each particular aspect; secondly, that there can be no question of their basic orchestration or construction being at fault; and thirdly, that only by illustration of the ultimate goal is it possible to describe the techniques required to attain it. In themselves, however, such techniques and considerations are as necessary to the small school orchestra playing arrangements or specially written works as they are to the professional symphony orchestra who apply so many of them automatically.


Basic instrumental techniques are not covered here except insofar as they affect collaboration. Similarly, I have not touched upon the history and development of instruments where this took place largely outside the area of repertoire most usually associated with the symphony orchestra – the strings may be taken as a case in point. Furthermore, I have at all times considered the instrumentalists themselves within an orchestral context and attempted to put forward the ideal circumstances in which their individual talents may be most readily integrated. Obviously, when dealing with orchestras of differing age and experience, such an approach must be tempered by the confines of individual circumstances. It is important, for example, not to confuse the responsibilities of individual positions in an orchestral section, as set out in each of the opening chapters, with the notion that these must be the exclusive province of one player. Certainly in the case of horns and trumpets it could be detrimental to the technical development of many younger players if required to sustain the rigours of the ‘Principal’ position throughout an entire programme. The desire, in this context, has been solely to set out the requirements of the various positions so that the differing technical and musical responsibilities can be more fully appreciated. The job itself remains the same, whether it is performed by one player or any number in turn.


Finally, by far the most important concept to grasp is the basic difference between working with professional instrumentalists and with those less experienced. With inexperienced players the processes of refinement – clarification or re-articulation of a phrase, alteration in balance, variation of dynamic, subjugation or supremacy of line – will be attempted on almost every occasion without the professional player’s automatic adjustment of technical production that makes it possible. For this reason, the conductor of youth, student or amateur orchestras needs to be able to draw upon a far deeper understanding of the technical solutions to musical problems than would be the case were he or she working solely with professional players (where such explanations would be strongly resented). The fundamental truth of this statement must be fully understood, for it is the essential difference between two otherwise identical media and the reason, so rarely comprehended, why some conductors do not easily transfer from one to the other. Young conductors beware!


The complete understanding of these and many related orchestral demands may be considered vital to the performing capabilities of any orchestral ensemble. The status of the youth or student orchestra as a performing medium in its own right is, to my mind, unquestionable, but how often it is recognized as such or attains its potential is dependent upon many things. Each orchestra’s varying inherent technical limitations and inexperience can hinder and obscure its eventual musical communication, and it is to the discussion, understanding and even possible eradication of many of these obstacles that the following pages are addressed.



















PART I


Fundamental Principles

























1 STRINGS





The string section of the symphony orchestra comprises violins (divided into two groups), violas, cellos and double basses, and this quartet of instruments formed the foundation of the symphony orchestra for a considerable period of time before that with which this discussion is specifically concerned. Today’s orchestra grew through the addition of various instruments to this basic group, but the strings have always remained predominant, in both size and sound. The term ‘orchestra’ almost always implies a string section.


The variety of tone and dynamic range available from this most perfectly balanced of orchestral sections is immense, and the range of pitch no less so. The notes to which the open strings of the four instruments are tuned are as follows, with double basses sounding one octave lower than written:
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EX. 1.1








For practical purposes the highest notes available to each instrument may safely be taken as two octaves above the upper string but, most particularly in the case of violins, notes above this range are frequently demanded. The lowest C of the double basses, shown in parentheses in the above table, is available only on instruments with five strings (where B is often the lowest string, maintaining the overall tuning in fourths) or those fitted with a special extension mechanism protruding over the peg box. In youth and student orchestras, the number of players with instruments capable of supplying this bottom third of the range is likely to be extremely limited, but the ability has been presumed by composers since the time of Beethoven.


With such range and intensity at their disposal the predominance of the string section becomes understandable. The overall sound of any symphony orchestra rests very largely on the tone, flexibility, precision and focus of the complete string section. Without the ability to accompany orchestral solos sensitively or provide an infinite variety of texture, the strings will produce only a mass of individual lines and the orchestra will never perform any work even tolerably well.


Achieving such techniques of orchestral string playing from a group that is not composed of high-class professional players is immensely difficult and, in its most revelatory form, probably only realizable by a conductor who has a thorough working knowledge of string technique and much experience of using it from within an orchestra. Exceptions are rare, although there have been some outstanding conductors from a non-string playing background who have proved themselves able to help and teach a young section, among them the late Maurice Handford, who openly acknowledged his debt in this regard to Sir John Barbirolli. However, his own remarkable sensitivity to string sounds reveals the extent to which a non-string specialist might evoke sounds of rare beauty from the strings of a young orchestra.


Obviously I am not referring here simply to note lengths, dynamic markings and phrasings, which must be the basic trade of all conductors, but to their more subtle partner, colouring, for which reason the larger string sections evolved.


Although many conductors of student orchestras will put their faith in a group of professional string tutors to elicit the sounds for them, in practice this is simply not possible. Apart from many other considerations, when it comes to the actual concert, only the conductor is there with the orchestra: there are no tutors hiding among the strings to encourage and remind them. The conductor becomes totally responsible for the orchestra’s welfare and cannot be expected to provide the ideal framework for their performance without a complete understanding of what the players are trying to do.


There are also issues that even the most persuasive and coherent tutors cannot properly address. Without the relevant instrumentalist, a tutor cannot teach a section to accompany a wind solo, or to adjust to wind intonation. A tutor cannot balance chords across the string group as a whole, or (except in the case of 1st and 2nd violins or cellos and basses working together) find and encourage help in support and sound production from another section. All these things, and many other features of orchestral ensemble, require particular physical techniques and vary so much in degree as to be impossible to teach out of context.


Only the conductor has the opportunity to work on these things and must be able not only to locate what is wrong but also to convey the quickest and most effective way of putting it right – technically. Moreover, he or she must provide the musical design in which such techniques, once mastered, become secondary to their musical necessity and flow easily and logically from the players. Such knowledge and techniques are a basic requirement of the conductor faced with any young orchestra.


It is of no use to attempt to mould performance purely in terms of the final sound required; no young string player will know how to attain it and the most that will be achieved is an uneven, unbalanced and fault-ridden effort that will be as obvious to the discerning listener as it will be detrimental to the precious technical development of the players involved. This delicately shifts the balance of responsibility when working with young instrumentalists as distinct from professional players, who are unlikely to do anything that would damage their own technique. Professionals also know their instruments extremely well, and will probably be the first to discern problems of balance or style which they can rectify almost as quickly as the greatest conductor. Here the task for the conductor becomes largely one of consideration of interpretation and ensemble. Obviously a great deal of sensitivity towards technical difficulty is appreciated and expected but the professional is unlikely to follow an interpretation down a hazardous path. The student orchestra will – the performers in this case being far less likely to see the dangers to either themselves or the works being played.


For string players in particular, orchestral techniques are far removed from those taught in pursuance of day-to-day instrumental development. The method of playing an instrument within a group of ten to eighteen similar instruments playing the same line must necessarily differ in many ways from playing the instrument alone. In many situations, the techniques can be so different as to be perplexing and totally alarming to the inexperienced player, and could well be likened to a learner driver being thrown into a transcontinental rally. If it were possible in such a situation to be swept along by the other vehicles, with no idea of reverse lock cornering or heel and toe control, the panic and bewilderment of the driver would reflect some of the feelings of young string players during their early orchestral experience. Neither is it intrinsically less hazardous, for, although the players are unlikely to be risking life and limb, it is possible to undo many years of patient teaching and put at risk the career of a promising player.


In practical terms, the young orchestral string section presents even the most able conductor with many fascinating and ever-changing problems. But three constant difficulties should be appreciated before a note of music is considered. To begin with, the degree of technical accomplishment of individuals within each section will vary, often to an alarming degree. Secondly, the instruments themselves are not likely to be good and very unlikely to produce anything resembling an even sound, or have enough tonal focus for the individual players to gather more than a general impression of what is actually being produced. Lastly, even after apparently careful consideration, the larger sections will almost certainly be seated wrongly and thus be unable to get help where it is needed.


The first two of these problems are quite impossible to remedy but, happily, very possible to disguise, otherwise this chapter would have no purpose whatsoever! The third point requires a great deal of thought and must inevitably vary from one orchestra to the next, but certain basic guidelines can be suggested and usefully considered.


Forming the Sections


VIOLIN SECTIONS


The biggest difficulty arises in the violins, where the number of players required highlights and widens the diversity of technical skills available. It is of no use drawing up a list of players in order of ability and then placing the sixteen best in the 1st violins and the remainder in the 2nds. This might appear obvious to most musicians, but I have seen it done and even, on one occasion, been expected to work with the result. Amazingly, the exact opposite can also be encountered.


While working with an orchestra in a small town in America I was asked to take a rehearsal of the local community youth orchestra. I arrived to find large gaps in all the string sections but most obviously in the 1st violins, where as many as three seats together were vacant, and the dozen or so players present dispersed over ten desks, so that many appeared only as vague shapes in the distance. Presuming the orchestra to have been struck by an epidemic I suggested that they might like to move up and fill the desks in front of them. However, I was firmly informed by the regular conductor that this was the entire section and the placings deliberate, various players having not yet reached the ‘standard’ required to fill the vacant chairs in front of them. Dating from around this time has been my recurring dream of arriving at a rehearsal to find all the 1st violins seated on top of one another at the third desk!


Extremes of this kind are fortunately rare but illustrate a prevalent misconception in string seating, where the placing may be solely representative of individual playing standard. Most particularly in a student orchestra this should be avoided and beyond the front desks (the seating of which will be discussed) players of differing standards need to be carefully interwoven.


A small number of players will always be recognizably more accomplished than other members of the section and their placing is crucial to orchestral continuity. Ideally, the best five players should be placed on the first three 1st violins and the first two 2nd violins. The personalities necessary for these positions are distinctive and can be recognized in many young players. An illustration of the seating within the two violin sections can be given in considering a student orchestra able to draw on a reasonable number of talented players – the average ‘county’ youth orchestra.


1st Violin no. 1 (Leader/Concert Master)


The instrumental abilities required of a Principal 1st violin are well known and need only be reiterated here for the sake of completeness. An able sight-reader, he or she must possess a facility across the range of the instrument, a strong sense of rhythm, clarity and projection of sound and the ability to perform some of the extremely difficult and unrewarding solos that often appear in the repertoire. (No one in their right mind is going to programme Richard Strauss Ein Heldenleben or Rimsky-Korsakov Scheherazade with a young orchestra except as a vehicle for an exceptionally outstanding player.) There are, however, further considerations which can become deciding factors where there is a choice between two or three players of roughly equal ability.


The unique position of Principal 1st violin in relation to the rest of the orchestra dates from the time when the Leader/Conductor roles were inseparable and this player was responsible for tempi, ensemble, balance and interpretation in rehearsal and performance. Gradually, as works became more complex and more players were involved, it became necessary for the Leader to concentrate entirely on direction rather than playing, and thus the role of conductor evolved as distinct and separate. In the United Kingdom at least, the historic significance of the first player is still recognized through the tradition of separate applause before a concert begins, although nowadays this is often associated with the welcoming of the whole orchestra. However, many chamber ensembles continue to play without a conductor, as well they should, and here the role of Leader/Concert Master fulfils its original duties.


In the professional symphony orchestra, the Leader still retains many responsibilities, in most cases exerting a strong influence upon a range of artistic decisions, from the choice of players to repertoire. Here is the orchestra’s spokesperson, representative and diplomat, the link between the orchestra and all its visiting artists, particularly with guest conductors, where the working relationship is so crucial. The position thus entails rather more than simply requesting an A from the first oboe before rehearsals commence.


With the student orchestra, many of these responsibilities do not arise, although the reason for this is more a lack of opportunity, owing to the orchestra’s limited appearances, rather than to their being consigned elsewhere. However, the Leader is still likely to be the automatic choice to represent the orchestra at a function after a concert, to participate in any interviews or make presentations on the orchestra’s behalf.


These non-musical considerations alone require a well-developed personality and a high degree of self-confidence. It is therefore important that the chosen player be well liked and able to command respect from the orchestra and it is preferable that he or she is at least comparable in age to the oldest member. An error of judgement in selecting the personality for this position can be highly detrimental to both the player and the orchestra, for there is no time in life where personal sensitivity is so acute or pride so easily punctured. It is therefore probably wise, even in the case of an outstanding player, for any doubt to be treated as reason for withholding the appointment until the development of the personality can be more clearly appraised.


Many inexperienced players, even of high technical ability, will mistakenly feel that this position requires them to play louder and more strongly than the rest of the section, shouldering the total responsibility for the section’s sound and vainly trying to provide a clearly audible example of every phrase, passage, rhythm and tempo. This is totally self-defeating, in that the player concerned will be quite unable to hear what the section is doing, and also unacceptable musically – the obtrusive individual tone will prevent the section from projecting a corporate sound, or even hearing itself, and irretrievable problems of ensemble will result.


Such an attitude, most frequently the result of apprehension coupled with the desire to succeed, can only be changed through understanding and experience, by gradually making the player aware of the need and his or her own ability to subtly influence the section’s sound rather than furnish a soloistic example of it. Having said that, many young players who have been through this situation and then adjusted their approach when they have become aware of what the job actually entails, prove to be among the most adept and successful leaders.


1st Violin no. 2 (Sub-Leader/Assistant Concert Master)


The requirements for the no. 2 1st violin are totally different, so much so that the position will probably be filled by a player not under consideration for the first chair. Again a good sight-reader with an obvious command of the instrument is needed, but not necessarily such a strong personality, as the position demands an even temperament, unflappable and utterly reliable in personality and rhythm. The responsibilities of this position are largely those of support and positive assistance, especially in concert circumstances where the degree of influence that this player may have over the Leader’s well-being is critical. A really suitable candidate is not likely to be natural Leader material, nor to become so within the usual membership time of a student orchestra, and so the position is possibly best given to a player in his or her final year.


1st Violin no. 3


If judgement is borne out, no. 3 is the most likely candidate for the next vacancy in the ‘hot seat’, as again one is looking for an accomplished player with a well-developed, flexible technique and strong personality. The second desk is where much of the efficiency and character of the 1st violin section is determined. Bowings and markings from the front, problems and questions from the section can so easily stop here and never see the light of day again. The no. 3 1st violin takes a lot of responsibility for the ‘general note-to-note running’ of the 1st violin section. Even at school-age student level, one comes across players who quite instinctively concern themselves with the entire section from this position and they are truly worth their weight in gold.


There are thus strong arguments, and many professional precedents, for this being the seat of the Co-Leader/2nd Concert Master, although the designation of such a position is probably unnecessary in the student orchestra. However, should the Leader be indisposed at any time it will cause the section far less disturbance if all the outside players move up – most divisi remain unaffected and the players on the edge of the orchestra remain so. It is all too easy to underestimate the difference in playing outside or inside on the exposed line of 1st violins.


2nd Violin no. 1 (Principal)


The third ‘Leader-potential’ player should be at Principal 2nd violin, in the youth orchestra a position from which he or she can gather the necessary experience to move to Leader when the time arises (or, more likely, to no. 3 1st violin, where similar qualities are needed). However, guard against the obvious choice, for there are more qualities needed here than meet the eye.


The pitfall is one of unavoidable terminology, the term ‘2nd’ being readily translated as ‘inferior’ or ‘easier’. Of all things it might be, it is certainly neither of these. Even a cursory glance at any orchestral score will show the different techniques and specialities required from the two sections. The 2nd violins will encounter a lot of low string playing with its inevitable string crossing, themes and melodic accompaniments in the middle, and less easily projected, part of the instrument, and rhythmic figures that require perfectly controlled bow-arm technique and flexibility: in short, a number of techniques that occur infrequently in the solo repertoire and are therefore rarely taught in detail at this stage in a player’s development. Add to these the fact that, at very best, only average quality instruments are likely to be used and one begins to understand the additional problems this whole section is continually expected to surmount.


It follows therefore that the position of Principal 2nd violin must be filled by a player of quality and, as mentioned above, many people will see this position as an opportunity to groom a younger player of leadership potential, but he or she must possess considerable strength of sound in the middle of the instrument. Progression to front-desk 1st violin must not be taken as automatic. Many circumstances, including the development of the player’s personality, may prevent it and all cases must be taken on merit and adjustments made at a time when the orchestra and players concerned are least likely to be upset or damaged.


2nd Violin no. 2


Next to the Principal 2nd is needed another reliable and accomplished player. Generally, it should be one of the top five or six players in order to keep the sound across these front desks even and, above all, sensitive. If this hierarchy is not adhered to, one loses not only the strength of players to direct the sections but also, and far more important, the sensitivity of the front. Sensitivity is a relative term but it requires a great deal of skill to convey it in even small degree from an instrument. The example to the violin sections must start from here, however limited the eventual success.


Other Positions


Throughout the rest of the two sections ability and experience should be spread as evenly as possible, avoiding even one pairing of weaker players at a desk. The influence of one player on another at a string stand is immense and has to be experienced to be truly understood, but it affects confidence, sound, attitude and enjoyment.


A number of stronger players are needed in the middle of the 2nd violin section and to achieve this can require considerable diplomacy and persuasion on the part of the string tutor, orchestral manager or conductor, as it will often involve players who consider themselves to be rightfully placed among the 1st violins, not only on account of their playing ability but also their age. Almost inevitably the average age of the 2nd violins will be younger than that of the 1sts. Except in music colleges or national youth orchestras it is unlikely that younger players will be found with either the technique or confidence to overcome the difficulties of playing high-lying passages and many younger players will, of necessity, spend their early years in the 2nd violins. This is an impossible situation to resolve successfully because conductors find themselves not only bound by fact but also, because of it, perpetuating the myth of the seniority of 1st violin playing!


It is possible at least to weaken this prevailing attitude by paying sufficient attention to the 2nd violins in rehearsal, placing heavy musical demands on them and, wherever possible, entreating them to support, and be responsible for, the 1st violin sound. Apart from being essential to any musical result, this will tend to heighten the 2nd violin involvement and make the whole orchestra aware of the aural necessity for equality of sound across these two sections.


Some strength of sound is needed on the last desks of both violin sections where a degree of anticipation is needed because of the distance from the aural centre of the orchestra: the larger the sections, the more difficult this becomes. The rhythmic accuracy of the back desks is essential for clarity and precise movement and, as will be discussed in some detail later, the spread of string sound is very important. One of the most overlooked reasons for the accidental dominance of horns and brass is that they are so often playing directly across the weaker part of the string sections.


In the 1st violins one other crucial placing must be mentioned: that of the player on the outside of the fourth or fifth desk, where the ‘break’ occurs between the outside and inside line of desks in most rehearsal and concert halls. This last outside position is extremely difficult because it is one of the only two ‘corners’ in an orchestra’s seating (the other being the corresponding placing in the cellos) and, as such, displays idiosyncrasies of aural perception. To any player, whether professional, amateur or student, this position nearly always gives the feeling of playing alone in the middle of a desert but (and this is where it is most dangerous for the unwary) this usually only becomes apparent at the moment the bow touches the string. During bars of rests the orchestra can sound clear and warm and then suddenly, as the individual sound is added, it seems that all other sound disappears and only the personal contribution remains audible, giving the player no idea whether it is with the rest of the section, whether it balances or blends, or is too loud or soft. It takes a strong nerve to contend with this and it can cause distress to the unprepared. For the sake of the player, allocate this position with care and never extend the line of outside desks beyond the orchestra’s normal rehearsal seating. The most that can be tolerated is to cut it down by one desk but, and this can hardly be stressed too heavily, under no circumstances extend it, especially at a pre-concert rehearsal in a new acoustic. At best the newly positioned player will be unable to adapt quickly enough to be of any real use; at worst it can damage the player’s nerve and confidence. If the regular player is indisposed without warning then it is better that the inside player moves across or the one immediately in front moves back, for these two will at least have been playing under similar conditions.


In many student orchestras such numbers of experienced violinists as have been considered here will not always be available and it is then that the character and personality of the individual players in the various positions becomes particularly important if the two sections are to project the required strength and freedom of sound.


VIOLA SECTION


The viola section, not subject to the violins’ division into 1sts and 2nds, is easier to seat, in that a more standard relationship of ability to position can be maintained. It is, of course, still important to keep an even distribution of good players but the numbers required tend to make the possible permutations more limited.


In many student orchestras there still remains the difficulty of the comparative newness of many players to the instrument. Although teaching habits have changed a great deal over the past few years and more students are learning the instrument from an earlier age with specialist viola teachers, instances of up to 50 per cent of a youth orchestra section still struggling with the alto clef are by no means unknown, particularly where the orchestra has an upper age limit of 18, and it is difficult to overcome. In a section of ten players, for example, it is possible that only three or four will be really proficient and their ideal placing becomes a taxing problem. Putting two of these players on the front desk and spreading the others out will throw the entire burden of sound forward. If, on the other hand, these players are grouped together on the first two desks there is likely to be little depth of sound from the section as a whole, and the weaker players will be ‘reading’ notes rather than hearing them – a state of affairs which always causes players to close up their sound and drag rhythmically. A pragmatic approach is essential, and it can sometimes be better to risk a slightly weaker no. 2 and place the four more advanced players on the outside of each of the first four desks. Meanwhile, one must trust that the marked improvement of student viola playing will continue, making more evenly balanced sections a real possibility for all young orchestras.


One advantage experienced by this section is the need to position players in a compressed grouping, as a result of their close proximity to the front row of woodwind and also the amount of space required by the cello section. This spatial restriction will often result in the desks being placed much closer together than in other string sections and automatically affords the players greater opportunity to hear and influence one another.


In passing, it is worth noting that, in student orchestras, a viola section that does not mix freely with the rest of the strings on a social basis can be symptomatic of a sense of inferiority of orchestral contribution (the exact opposite of the same behaviour in 1st violinists or cellists!). This section’s awareness of its corporate responsibility to the strings as a whole, and its importance within the overall string sound, are vital to its morale.


Viola no. 1 & no. 2 (Principal & Sub-Principal)


The Principal of this section can be, and usually is, the best available player, as personality is not so important here, provided that there is a general rapport with the section and that some positive help and encouragement are given. The ability to project a rich sound, however, is probably more vital than obvious agility around the instrument because the orchestral solos for this player will often be of a soft, legato nature and yet set within broad sonorities of accompaniment.


Once more, in order to ensure reliable support for the Principal, the Sub-Principal viola needs to be of a similar personality to his or her counterparts in the two violin sections.


CELLO SECTION


It often happens that the cellos are the most proficient and, in terms of sound, quickest responding section of a young orchestra’s string group, and the fusion of this section can sometimes become apparent deceptively early. This relative ease in blending may be attributed to an amalgamation of many factors.


The balance of the instrument with regard to the relationship of its size to its tonal range is advantageous, the middle register in itself being naturally more efficient in fusing the corporate sounds of a group of players by virtue of the increased overtones apparent. This aspect is enhanced by the freedom of sound the instrument displays due to its having minimum contact with the player’s body and direct contact with the floor, factors which complement its resonance. It is noticeably more difficult for a cello section to attain even blending on tiled, concrete or carpeted flooring.


An even more fundamental reason for the section’s discernible superiority in many young orchestras, however, is that the instrument requires considerable left hand pressure in order to produce a clear note. Young cellists develop a strong and positive finger action very early in life and this produces clarity and depth of sound: a weak left hand will produce virtually nothing on the cello, rather than the vaguely acceptable sound under the ear that deceives many a young violinist. There is no real place of safety on the cello, the wide finger spacing of the lower positions making them equally as dangerous for intonation as the upper. Also the necessary position of the left arm makes the awful habit of flattening the hand along the neck of the instrument (as seen in some young violinists) quite impossible.


Added to this, cellists are not so prone to using the neck of the instrument as a means of support, the regular use of the thumb as the lowest digit in higher positions causing the hand to be freed from the neck entirely. In orchestral playing, this technique of using the thumb should be extended to the lower positions as well, many orchestral passage benefiting from this ‘five digit’ availability in order to avoid awkward and unnecessary string crossing, as here, in a passage from Tchaikovsky Symphony no. 6.
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EX. 1.2








Of all the regular orchestral instruments (that is, excluding piano, harp and tuned percussion) the cello is the one instrument that sounds at all similar both to the player and the listener, and where the player is far enough removed from the source to listen properly to the sound. With the upper string sections one is continually persuading them to project sound and produce it over a distance from the instrument because, with the ear so close and the contact of the facial bone structure so immediate, they are misled into thinking that a sound is being produced that is actually not evident. The playing position of the cello and its immense sound box, coupled with the necessity for powerful finger action and positive contact, give the section a head start.


The intention is not to give the impression that difficulties of sound production do not exist for this section – far from it – but rather to point out that any improvement is more quickly and easily perceived by the players themselves.





Cello no. 1 (Principal)


In recent years, it has not been unusual to find players of outstanding ability in this section, and although, of course, technical standards can still vary widely, this rarely causes such acute problems of coherent sound as it might elsewhere. For this reason it is again possible to seat the section in a more standard order of ability and the Principal, as in the case of the violas, is usually the best available player. However, the orchestral solos that appear for this player are very often of a poignant and gentle nature and require a subtlety of phrasing and touch that can tax the most experienced professional. (Liszt Piano Concerto in A; two bars, twice, in Ronde des Princesses from Stravinsky The Firebird; and, probably the most wonderful use of the solo cello in the whole orchestral repertoire, the two sublime bars towards the end of Mahler Symphony no. 9 come immediately to mind.) No brash, sensation-seeking technician will survive for very long in this seat.


Other Positions


Other positions within the section are essentially similar to those already discussed with regard to violins and violas, but, once again, the particular position of no. 3 needs to be highlighted. The essential flexibility of this player and the second desk in general cannot be over-emphasized, and the larger the section the more vital this position becomes. Many difficulties of ensemble may be directly related to this desk, and careful consideration of the personality required in these seats will be amply rewarded.


One last word of warning with regard to the positioning of cellists: if at all possible, try to avoid placing very young and inexperienced players immediately in front of the double basses. The intonation of any bass section at this level can be suspect and, even in the best circumstances, it is difficult for cellists to hear clearly when the sound of the basses is very close. A weak or insecure player in this position will only get weaker, without really knowing why.


DOUBLE BASS SECTION


Since most student orchestras have difficulty in finding sufficient numbers of double bass players to complement their cello section, problems of placement rarely arise. Also, the opportunity in most halls and rehearsal rooms for placing them up to six in line overcomes many of the inherent problems often encountered in the other strings. Owing to their most regular placement at the extreme outer edge of the orchestra, the basses can maximize the advantage of having equally reflected sound throughout the section, and the only problem (rarely encountered in student orchestras) becomes one of isolation should the line be allowed to extend too far.


Eight players doubled four and four is a very close-knit group and ten can usually be accommodated in a block. With eight or more, however, a little more care must be given to the even spacing of the good players but, in terms of individual personalities, it is easier to achieve here. Firstly, the status of 1st desk is not so apparent to an audience and therefore not of such importance to the players. Secondly, since the technique and character of the instrument are so unlike anything else, the individuals tend to mould more quickly as a section and are thus less concerned with the positions in which they are actually placed. Furthermore, the historic perception of the instrument as one tending towards ensemble rather than solo performance encourages a generosity of attitude from its players at the outset.


Nonetheless, the Principal still needs to be a strong player and, in view of the section’s relative physical isolation, one who will concern him or herself with the production and quality of their sound, be aware of possible technical difficulties, and able to give the help and encouragement needed.


OTHER CONSIDERATIONS


Repertoire that includes long or technically demanding solos for the Principals of these last three mentioned sections should be programmed only when a talented player is available and, preferably, has been the incumbent of the position for some time. Such works include Mahler Symphony no. 1 (bass solo), Richard Strauss Don Quixote (cello solo) and Elgar overture In the South (viola solo).


There are many circumstances in which conductors are unable to involve themselves in the actual positioning of the musicians, especially to the degree discussed above. However, the principles must be thoroughly understood and, if necessary, adjusted in relation to the conductor’s own influence on the sound, so that difficulties can be recognized and ways found to overcome them.


Seating


The position of the sections in relation to one another is an emotive and much discussed subject. Many orchestras in the late nineteenth and early twentieth centuries sat with the 2nd violins immediately opposite the 1sts, on the conductor’s right, as in Fig. 1.1.





[image: ]

Fig. 1.1








Much of the music of the late Romantic era was obviously orchestrated with this positioning in mind, and a number of pieces only convey their true antiphonal instrumentation if performed in this way (the symphonies of Mahler and Elgar are examples).


This arrangement, shown here in its most traditional form, incorporates the awkward positioning of the basses on the opposite side of the orchestra from their woodwind and brass counterparts (bassoons, trombones and tuba). Therefore, as pointed out by Norman Del Mar in his exhaustive study of the orchestra,1 the important variation shown in Fig. 1.2 is more often employed when this antiphonal seating is contemplated.





[image: ]

Fig. 1.2








Nonetheless, unless the string sound is to be sacrificed, to seat anything but a fully professional orchestra in this manner is to court disaster. In student orchestra circumstances, the support given to the 1st violins by the 2nds is of paramount importance and can truthfully be said to make the difference between a good and a mediocre 1st violin sound. There is hardly a piece of music in existence where 2nd violins do not support the 1sts one octave below at some point and this support is critical for projection of sound and intonation. In any octave doubling, the lower line must be stronger than the upper – sometimes considerably so – and when it is in the same instrument it has to be immediately adjacent for the true benefit of sound to be realized.


In practical terms, too, few student orchestras will have strong enough players in the 2nd violins to be able to make a combined and sonorous noise with the instruments facing away from the audience. For them to get any real sound they would tend to force, thereby losing all quality and projection, and the string section would therefore have no balanced middle to the harmony and no possible chance of achieving unification.


In professional circumstances the situation is slightly different, although I know from playing experience that orchestras unused to this layout find it extremely difficult. However, these musicians know exactly what they are doing and it is also rarely more than a few hours since they last played together. They have the technique, the ability and the knowledge to compensate for change in ambient acoustic qualities and, in the last resort, sheer experience will go a long way toward ensuring their balance and ensemble.


Personally I am not completely convinced that this positioning really works in any circumstances, as I feel that something of the overall sound quality has to be sacrificed, if only in particular passages. However it does make a lot of sense of certain antiphonal writing and I have to admit to my own insistent use of it in one lone example – Mahler Symphony no. 9 – where the 2nd violin part is quite exceptional in its individuality and rarely even complements the 1sts. Nonetheless, the programming of this piece can only be contemplated with a student orchestra of such high standard that the difficulties outlined above are possible to overcome. For the other Mahler symphonies, the two Elgars and the many other examples that could be cited, I consider it preferable to retain the seating nowadays most commonly found throughout the world, for the reasons of support and texture already mentioned.
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Fig. 1.3








This familiar layout is shown in Fig. 1.3 and, as can be seen, in placing the 2nd violins in partnership with the 1sts, the cellos have now been turned side on to the audience. The disadvantages of this position have often been given as a subsidiary, although important, reason for the retention of the layout shown in Fig. 1.2 but if this is the prime factor, there is another solution, as shown in Fig. 1.4, with the violas on the outside.
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Fig. 1.4








For sheer quality of sound and ensemble, this is probably preferable to the traditional set-up but again unfortunately it poses possibly insurmountable problems for the student orchestra. The viola section is unlikely to be advanced or numerous enough to cope with this arrangement without compromising their tonal quality. Lack of experience will tend to make them respond to problems of too little sound projection by forcing, and nothing will be gained.


A physical problem affecting the cellos in this layout should also be considered. Even with them on the outside, the ‘wing-span’ of a desk of cellos is always underestimated; it really is at least two metres overall and that sort of space is not always to be found inside an orchestra. In Fig. 1.3 a proportion of this distance is accounted for by non-orchestral space and the room need only be found to the right of the inside players. Comfort is essential to any orchestra’s performance and the sometimes necessary squashing of desks cannot easily be applied to a cello section. The few concert hall stages that will not accommodate cellos within the playing area provide sufficient reason to discount the arrangement. It is one thing for a big professional orchestra to play a desk or two short – the musicians are quite glad of a night off – but no student orchestra should ever make redundant players who have rehearsed the programme.


The positioning of the basses also causes something of a dilemma in this arrangement. If left in their usual position, the depth of their sound will have less effect on the intonation of the back desks of violas than on the cellos, but the first desk, being on the outside, will be divorced from the cello section altogether. This is undesirable for any orchestra but with students it makes the blending of the harmonic bass line very difficult indeed. Simply swapping the two affected desks around is not only unnatural for the players but risks a less confident and experienced player on the exposed edge. To put the basses in a line behind the woodwind – however dramatic the visual effect – is musically indefensible and sheer suicide.


Thus the generally accepted seating plan of Fig. 1.3 seems most advantageous for the student orchestra in terms of promoting satisfactory ensemble, balance and clarity. Actually achieving all or any one of these is another matter.


Divided Strings


There are many occasions in the orchestral repertoire where the string parts divide into two or more separate lines, both within the sections themselves and across the string orchestra as a whole. Such divisi can range from division into two equal parts to quite complicated arrangements involving separation of desks, solo lines and many strands of tutti.


In the simplest instances the outside players of each desk always take the upper line and the inside players the lower. This is musically preferable for almost all divisi a 2, from Barber Adagio for Strings, where the sections remain divided throughout, to the occasional bars in the Brahms symphonies. However, passages of apparently simple two-part division exist where such a system is not necessarily musically or technically the most beneficial. The fugato section in the last movement of Bartók Concerto for Orchestra (bars 265–333) is a case in point, where all the string voices are divided between the subject and its pizzicato accompaniment. It is certainly preferable here that the front three or four desks of each section play the upper line and the remaining desks the lower and it would be normal in a section consisting of an odd number of desks to put the extra one on top: that is, a division of 5 to 4, or 4 to 3. With regard to the 2nd violins, who start this theme, it is quite feasible that this half-section divisi should begin at bar 265 directly, and not influence the division of even the previous six bars; similarly, 1st violins can revert to normal divisi directly at bar 325 if required.


This same variation of two-part division frequently occurs in the cello section, where the lower line can often be a direct octave doubling of the basses, and physical closeness of these two lines is desirable. Examples of this type abound and, especially when preparing a score for a student orchestra (where the rehearsal time is usually sufficient to clarify quick changes of division for the players), it should always be considered, even if later discarded for reasons of practicality or balance.


In more complicated division into three or four parts it is preferable to keep the lines close together wherever possible by extending the principle of the normal division into two. Thus the players divide ‘at the desk’ – each consecutive player taking the next lowest line; rather than ‘by the desk’ – first desk playing the top line, second desk the next, and so on. Even where a composer specifies an alternative method, this can still prove to be advantageous. Both Debussy and Ravel, for example, consign players to particular notes when writing for a small group of the same string instruments, consistently designating the higher line to the front players and the lower line correspondingly further back. The simple three-part divisi of six violins, shown in Ex. 1.3 from Debussy La Mer, places the lower C♯ on the third desk, some considerable distance from the octave above and therefore unable to give any support of sound or intonation.
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EX. 1.3








Similarly, in his Piano Concerto in G, Ravel specifies the following division of eight players, in this case the total 1st violin strength for the work.
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EX. 1.4








However, the priority here seems to be less of physical placing than of ensuring the required number of players on each note, the lowest note in this case being played by the fourth desk. Such divisi need not be the automatic choice of orchestra or conductor and, in both these cases, presuppose considerable intuitive skill from those playing the lower line in regard to balance, since they would be unable to hear the notes above them. Undoubtedly in the student orchestra, a better division, for balance and intonation, would be that shown in Ex. 1.5 (a) and (b).
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EX. 1.5
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EX. 1.6








Another, rather extreme example, again from La Mer, is that of the famous passage for sixteen(!) cellos, shown in Ex. 1.6. Difficulties of balance and intonation are regularly encountered when the four lines are spread across the section in the way suggested by the composer, but become considerably more manageable in the harmonically orientated division of alternate players. A further complication in this example is the almost inevitable re-distribution of parts caused by the rare availability, in even the most ideal circumstances, of a section of sixteen cellists, in which case any even distribution by desk becomes impossible. It is interesting to note in passing that, just after the quoted example, Debussy gives a hint of the overall string size he envisages for this work by writing in the violin part ‘à 8’, followed by ‘à 16’‚ followed by ‘tous’ but at no other point in the work does he intimate the quite colossal string strength needed to obey these directions exactly.


In many cases of specified division, the absence of markings that might point to variations in sound leads to the assumption that the emphasis is on numbers to a part rather than the distance between them. It is thus better in all instances of normal division to keep the chord close together and for each consecutive player to take the next lowest line. As mentioned above, in simple two-part division this system is routinely adopted by most orchestras.


Some exceptions to this pattern arise because of the nature of the printed material. String parts exist where long sections of three-or four-part division are printed on separate staves, with the laudable intention of making them easier to read. If a page turn is required, division by separate players is impossible, the second and fourth lines being non-existent while this task is being accomplished. In these circumstances division by desk becomes unavoidable, often with inherent difficulties of balance and ensemble. Generally speaking, however, the luxury of keeping decisions to reasons of musical priority alone can be indulged.


A notable exception to the divisions already discussed occurs in the third movement of Shostakovich Symphony no. 5, where three distinct sections of violins are intended. This can only be achieved by total division of the 1st and 2nd violins. In an orchestra with 16 1sts and 14 2nds, for example, by far the best arrangement is for the first five desks of 1sts to play Violin 1, the first five of 2nds Violin 2, and the remaining three desks of 1sts and two of 2nds Violin 3, thus keeping the three sections separate from each other but in naturally close groupings. Occasionally, as the opening statement of the movement is entrusted to 3rd violins, conductors will be found who prefer that the arrangement given here with regard to the 2nd and 3rd violins be reversed, so that the opening sounds are nearer the front and ‘safer’. Such lack of confidence in the back of the sections has never, in my experience, been justified.


It is probably true to say that such a clear division of forces is no longer divisi as such but a reconstitution of the string section in whole or part. The Shostakovitch example is a rare instance of its employment in an otherwise standard orchestral layout. In the majority of cases the format will persist throughout the work and necessitate a complete reseating – as, for example, in the numerous works for double string orchestra.


Here the mirror-image placing of two opposing, equal and complete string sections is implied and is often arranged as shown in Fig. 1.5.
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Fig. 1.5








However, the clear aural perception of separation implicit in the employment of two distinct orchestras can become blurred in this arrangement by virtue of the two cello sections being immediately adjacent and their sound combining before it has left the stage. It is thus preferable that both the highest and lowest lines be quite separate, and for this reason the alternative distribution shown in Fig. 1.6 can prove beneficial.





[image: ]

Fig. 1.6








As can be seen, both these examples require considerable depth of staging, and a more practical layout may be considered, provided that the sections are not too large (see Fig. 1.7).


This has the added advantages both of placing the basses nearer their respective cello sections and of totally separating the two orchestral bass lines, thereby highlighting the movement and division of sound between the two ensembles. In any platform arrangement of works for two orchestras, difficulties are always encountered whenever the writing requires a section from each orchestra to play the same line together, especially if this involves basses or cellos, as, for example, in many passages in the Tippett Concerto for Double String Orchestra. There are, unfortunately, no easy solutions to eradicate such awkward problems of ensemble, whatever the configuration.
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Fig. 1.7








Rare examples exist where division into two string orchestras will require unequal forces, as in the case of Vaughan Williams Fantasia on a Theme of Thomas Tallis (Ex. 1.7). Here the second orchestra (a double string quartet plus bass) is to be placed at a considerable distance from the main body of strings, which also includes solos for each of the Principal players, who thus form a third, string quartet, grouping.


At first sight the initial page of this score is most confusing (see Ex. 1.7).


The quartet appears to be separate from both the other orchestras, a circumstance emphatically contradicted by the composer’s note on seating and clarified to some extent on the second page of the score. This opening page must also be unique in showing four solo lines, each commencing with the remarkable direction divisi! Furthermore, in a preface to the score, Vaughan Williams intimates (somewhat benevolently) that the work may be performed without separating the orchestras at all. Thus he suggests that the second orchestra be made up of players from the third desk of each group, whereas in practice it is invariably the second desks which take this line. However, we do see an example of the divisi cellos mentioned earlier, the lower line being an octave doubling of the basses and here clearly marked by the composer to be taken by the players nearest to them (the last desk).


A study of the part writing in this magnificent work provides a deep insight into the many different aspects of balance, blend and sound variation achieved by masterly use of division within string groups of differing size. Unfortunately, even such a perfect model as this cannot help anyone sort out the tangled web of division that exists at the beginning of Wagner Prelude to Act 1 of Lohengrin. Any solutions deduced from the score (hopelessly unclear in itself) are quickly dashed on the rocks of the printed parts where the lines have been almost casually interspersed between 1sts and 2nds. All attempts at solving this particular maze require some degree of re-writing, and what Wagner could possibly have had in mind remains a mystery. Such total confusion is fortunately rare, but the matter of string division should never be taken lightly; even Brahms, in the third movement of his Symphony no. 2, seems to presume his viola players capable of double stops on one string, by marking his divisi five bars after it becomes essential!
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EX. 1.7








One further example where variations in string division might usefully be introduced comes in the following well-known passage at the end of the slow movement of Dvořák Symphony no. 9 ‘From the New World’.
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EX. 1.8








The divisi shown decreases from four players, to two players, to one player per part. The use of the second-and third-desk players in the first of these sections means that the two players in the following section do not have to change their sound from one of integral accompaniment, under the cor anglais solo, to one of soli. In addition, the accompanying string sound for the cor anglais becomes more distant and less tangible in quality. Of course, if the mutes have been removed by all strings in the previous fortissimo section then this principle has to be followed in order to allow the first desk to replace the mutes as marked. But since no score prints senza sordini at any point in this movement, the direction for the two solo instruments can be read as a reiteration, rather than a new direction. It is in no way inconceivable that Dvořák intended a fortissimo passage to be played by muted strings and, if this is followed, many subtle nuances emerge from the use of different players in these two subsequent soli sections.


Passages scored for a small number of string players occur throughout the symphonic repertoire. The first four players of violin, viola and cello and the first two basses will often be called upon to play in some form of small combination, either across the entire strings or confined to one section alone.


The ‘double string quintet’ required by Dvořák from the fifth bar of Ex. 1.8 is very effective, but the sound will always be more centred and soloistic than those pianissimi that comprise the full section. This is partly because of the acoustic qualities of the instruments themselves, but equally because of the natural change in production that will occur when string players find themselves in any sort of solo capacity. The relatively unaccustomed clarity of each individual sound will inevitably cause an automatic response in production technique, honing the sound towards the fiercely independent personalities of each player’s tone and musicianship.


Such a change in approach will most often be obvious in passages of interweaving solo lines where, particularly in the case of inexperienced players, the individual production can become so soloistic that the resultant phrasing and style may be at odds with the often intended simplicity.


Little can, or indeed should, be done about it. But it must be remembered that a passage like that quoted above, however much it might look like a continuous diminution of sound, will actually produce only a progressive change of timbre, especially when it finally reaches just three solo instruments.


Ex. 1.9 from the second part, Gretchen, of Liszt A Faust Symphony, is typical in this respect, the gentle statement of the theme with its flowing decoration sometimes erring towards an impassioned episode from a concerto for four violins.
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EX. 1.9








It can take a lot of patient work to implant the simplicity of the passage without destroying the confidence of individual sound production.


One final aspect of string soli needs to be addressed, that of two identical instruments performing a single line in unison without support. This is the worst possible combination of instruments in terms of sound, quality, projection and, especially, intonation. It can only work if one player subdues the sound to an unnatural extent and it is generally shunned by players and interpreters alike. Thus, Ex. 1.10, a passage for two cellos from Tchaikovsky Piano  Concerto no. 1, is always performed by one instrumentalist unless the soloist absolutely insists otherwise.
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EX. 1.10








Transposition


As has already been mentioned, parts for double basses are always written one octave higher than sounding in order to avoid use of a large number of ledger lines below the bass clef. Conversely, some high cello parts of the Romantic symphonic era retain the historical custom of transposing down an octave when written in the treble clef, though this convention was neither obligatory nor general, and some confusion can result. Dvořák and Smetana in particular are prone to using both systems, sometimes changing from one to another without warning. Careful reading of the parts will usually make the required octave clear, even if both systems are used within the same work.


In Ex. 1.11 from the third movement of Bruckner Symphony no. 7, the appearance of the cello counter-subject apparently pitched a fourth above the 1st violins is evidence enough.


Any attempt to hear this passage at the written octave will quickly dispel any lingering doubts!
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EX. 1.11








Other than these examples for cello and bass, no transposition exists for string instruments unless one or more of the strings is to be specifically retuned (scordatura, as opposed to the accepted accordatura). Under these circumstances it is usual, though not universal, to write for the instrument as if the strings were tuned normally, in order to maintain the automatic connection between the eye and fingers, as is the case with the famous violin solo in the second movement of Mahler Symphony no. 4 (Ex. 1.12).
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EX. 1.11 (contd.)








Strings of Solo Violin to be tuned, one tone sharp, i.e.:
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EX. 1.12








However, writing at pitch will also be found, most usually when only the lowest string has been retuned. Ex. 1.13, the well-known ‘Sancho Panza’ viola solo from Richard Strauss Don Quixote, is written in this way, the C string needing to be tuned down to B.
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EX. 1.13








Even though the use of the retuned C string is brief in this and the immediately following solo fragments, it is still awkward to read, so automatic is the habit of seeing notes as fingerings.


One small area of occasional confusion with regard to notes written below the normal range of string instruments is when they appear in the parts purely in order to provide an unbroken phrase and are not intended to be played. Perhaps the clearest example of their use is here in Richard Strauss Metamorphosen.
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EX. 1.14








The impossibility of excluding the F♯ from the Violin line in a phrase such as this is self-evident, even though no attempt can be made to play it. As in many other cases, the substitution of a rest would elicit an entirely different musical line. The use of parentheses, as in the above example, is common but not obligatory.


The Marking of Orchestral Parts


This chapter ends with a brief examination of the one remaining indirect aspect of orchestral string technique of particular relevance to the youth orchestra.


The pencilled addition, alteration and removal of bowings, phrasings, slurs and similar markings made by the players during rehearsal can use up much valuable time. Even the simplest adjustment of a dynamic mark can bring things to a halt while players go through the laborious ritual of deciding which desk partner shall mark it, exactly how and where and, far too often, whose pencil to borrow in order to do it. It is the least considered rehearsal technique and, paradoxically, the most regularly performed. No bowing, fingering, passage or style will be repeated as often as this one ill-considered technique and it is essential in determining speed and accuracy in rehearsal, as well as confidence and success in concert. But it does, like so much else, have to be thought out.


It was once remarked that of the three essential objects any musician must carry, only one could possibly be omitted – the instrument! The other two (pencil and eraser) are far too important to the performance. Undeniably preferable is that all three are remembered and kept together at all times (every instrument case has some small space where they can be housed) and it is unfortunate that the design of so many music stands overlooks the provision of a secondary shelf for the retention of these items when not in use.


To the second player on each desk (the inside player if the orchestra sits with all Principals on the side nearest the audience) falls the task of marking the part and turning the pages, the others having responsibility only to play. With the exception of the Principals themselves, who are ultimately responsible for the uniformity of each section’s performance, this is true of all the desks in each of the sections. Much help can and, indeed, must be forthcoming from their ‘outside’ partners with regard to the exact change of bow needed, other passages to which it might apply, isolated notes that remain unclear, etc. Even when the rehearsal has to stop for a major change of bowing it is better that one player marks the part while the other checks it, or quietly demonstrates the necessary changes, it being far easier to remember a bowing physically than visually.


In all circumstances the old bowing should be erased first and not just contradicted by heavier and more insistent marking, and then replaced clearly in soft pencil that will not leave an indelible impression on the page. To arrive at a passage in concert and find two opposite bowings over every note is confusing and can be fatally distracting. It is not necessary to mark every note, only the changes that are not immediately apparent and those where the automatic reaction would be one of opposite direction – up-bow accents for example. Over-marked parts are worse than those with no marks at all and detract from more important symbols of dynamic and style.






1 Anatomy of the Orchestra, Faber and Faber, London, 1981.

























2 WOODWIND





The difficulty in defining which instruments are commonly referred to as ‘woodwind’ was highlighted on one occasion when I was working with a youth orchestra and the normal section was extended to include a trio of saxophones. At the first individual sectional rehearsals, the three young players involved were unsure whether they were expected to attend with the woodwind, the brass or a completely separate tutoring for them alone. Although more experienced players would automatically have considered themselves part of the woodwind groups the necessity to explain the somewhat tenuous family connection to these particular instrumentalists underlined the unquestioning ease with which we accept the term. Woodwind instruments are not all made of wood, neither is their sound produced in all cases by the use of reeds. Perhaps the negative definition put forward by Walter Piston1 is the most accurate: ‘Rather than attempt to justify a  nomenclature accepted by custom let us distinguish the brass as being those whose tones are produced by vibration of the lips held against a cup-shaped  mouthpiece. Other orchestral wind instruments are woodwinds.’


The normal basic requirement for a complete section is two each of flutes, oboes, clarinets and bassoons, although the regular inclusion of piccolo, cor anglais, bass clarinet and contrabassoon in repertoire of the late nineteenth century onwards makes the arrangement of the ‘triple wind’ section an almost obligatory consideration for youth and student orchestras.


Seating


In the symphony orchestra it is now universally accepted that the traditional seating for the woodwind, in a group placed centrally and immediately behind the strings, is the most successful. Major variations on this are very rare, although most have been tried at one time or another. The players’ overall ability to project, blend, balance and hear one another is best served when they are placed in two rows with flutes and oboes in the front, slightly raised above the level of the strings, and clarinets and bassoons preferably raised still further behind them. The addition of the extra related instruments to each section is made on the outside of the lines so that the quartet of 1st players remain as close as possible to one another, with their respective 2nd players always immediately next to them. As will be seen, it is vitally important that this close positioning of the sections of similar instruments is maintained under all circumstances, in order that their balance is most easily accomplished.


A triple wind section will, therefore, be seated in the following manner.





[image: ]

Fig. 2.1








A slight off-set of the back row is necessary for a clear view of the conductor, but the one shown here has a far more important reason: it brings 2nd bassoon – the base of the harmony and tonal anchor of the woodwind section – as near as possible to 1st flute, most often the top, and also allows 1st bassoon to be heard equally clearly by 1st oboe and 1st flute. Much octave doubling between some or all of the four 1st instruments will be found in most scores, and the lowest pitch (bassoon) must be absolutely clear to the other players for accuracy of intonation. As can be seen from Fig. 2.1, were the back row to off-set in the opposite direction, moving 1st bassoon to the other side of 1st oboe, then 1st flute would find itself basing octave intonation on 1st clarinet or 1st oboe; in either case one stage removed from its source.


The off-set of the back row in Fig. 2.1 shows an even amount of space between each player for clarity of the diagram; in practice both the 2nd bassoon and 2nd clarinet may be nearer their respective 1st players, producing a still tighter block. True alternate seating will involve too great a distance between the players to be tolerated.


It is, unfortunately, impossible to continue any consideration of woodwind sections with regard to youth and student orchestras without addressing the thorny problem of augmentation. In ideal circumstances this would not arise. However, since the concept of more than one player to a part is widespread within many young orchestras and, outside of the specialist conservatoires, shows no immediate tendency to decline, it is necessary to discuss the situation here, especially in view of its effect on balance and intonation.


Reasons for its existence need to be examined before any further discussion of individual players may be undertaken or basic concepts of orchestral woodwind playing understood. It is not to be confused with the importation of extra players for musical reasons, sometimes practised by professional orchestras at the insistence of some conductors for particular repertoire. The problem peculiar to the young orchestra is the deliberate invitation of more players than necessary, resulting in what might more truthfully be termed ‘duplication’.


DUPLICATION


Without doubt, limiting numbers in the woodwind section to two or three players of each instrument causes considerable difficulties to those responsible for the allocation of positions and the choosing of personnel for youth and student orchestras. Next to the strings, the woodwind include some of the most popular instruments, and there have always been many more applicants than opportunities, a situation that would seem unlikely to change in the immediate future. However, it must be stated at the outset that there exists in this section no musical reason whatsoever for the provision of players superfluous to those requested by a composer for a particular work. The use of an extra player to take some of the weight of playing from the Principals, a practice often adopted in the horn and brass sections, is unheard of in the woodwind section, and where extra players are available they will never be used for this purpose. And yet it seems that the availability of two or even three players to a part is a regular feature of many youth orchestras and is fast becoming something of a tradition.


The arguments for and against involving a larger number of students than would normally be possible are intense and personal, those in favour ranging from essential experience for younger players to emergency cover in case of illness. All contain certain logical criteria on paper (although why they should be levelled at this section alone is something of a mystery) but none confronts the problem of what to do with the players once they are there. Obviously they cannot be allowed to play every note. The doubling of solo wind lines is not even worth considering in relation to present performing standards. It is possible in a large area of the Romantic and later repertoire to double some of the playing in the louder tutti sections, but only in carefully chosen passages, giving only limited scope to these extra instrumentalists. It cannot be contemplated in anything approaching Classical repertoire, or in any concerto, where the balance and ensemble are too critical to the soloist to put at risk, even in the tutti passages.


The only available alternative is to change the personnel of the section for various pieces within the programme, which almost certainly means performing the major work of the concert with some players not even on stage. For young players this is very disappointing and dispiriting and should be avoided if at all possible. In any case, while one section might have enough quality players to consider alternating the Principal, another may not, and it is invidious to make one section change round while another performs the entire programme. The whole wretched business tends to leave the conductor (or, more likely, the section tutor) the distasteful task of choosing the people to be left out – the very job the organizer so carefully avoided at the auditions!


Clearly, from the point of view of both the music and orchestral morale, neither alternative has a lot to recommend it and the least damaging answer would seem to be a mixture of the two. It is reasonable to assume that the scoring of the major (and therefore probably last) piece of the programme will accommodate some careful doubling, in which case the full quota of players may be used. Elsewhere a cautious exchange of players may be considered, though it is difficult enough to mould one balanced wind section, let alone two or even three within the same rehearsal time. The whole situation is fraught with problems.


It is very unlikely that a group of players will be automatically interchangeable, and it is inadvisable to display a noticeably weaker section in the same concert as a stronger one. It is also dangerous to include one or two Principals who cannot hold their own against the others, especially if there is someone sitting by who can. Furthermore, the apparently more modest demands on particular wind players in some of the smaller-scale repertoire can actually be far higher than those of the symphony or major work of the programme. A miscalculation here can lead to untold strain upon the player concerned and to the possibility of having to rearrange the section after rehearsals have begun – an unnecessarily disheartening experience for young players.


It is not intended to give the impression that the problems of doubling cannot be resolved: they can, and sometimes quite successfully. But if the matter has not been addressed at the auditions, and duplicate players specifically chosen, then it falls to the wind tutors to assess quickly and accurately the standard and potential of each instrumentalist and how the interests of the individual as well as the group might best be served.


The duplicated section is not without inherent difficulties both for the players and the conductor. It can only be considered with regard to the main instruments – flute, oboe, clarinet and bassoon. No doubling of cor anglais, bass clarinet or E♭ clarinet should be contemplated, nor even that of the less soloistic parts sometimes found for piccolo. The contrabassoon, probably the least familiar of all the extra wind (very few players have anything like regular access to an instrument), can sometimes be doubled discreetly by a third bassoon at the octave above, but the balance of chording is likely to be upset unless this is handled very carefully. It takes a lot of skill to play quietly enough not to be obvious, yet firmly enough to be of some help.


The seating of an enlarged section must ensure that no player comes between the instruments of the main section, however large it may be, or impedes their ability to hear one another clearly at all times. For this reason the extra players have to be placed outside the main group, with copies and music stands of their own. Fig 2.2 shows a triple wind section set out in this way, but the same rule applies whatever number of instruments of each family the work requires.
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Fig. 2.2








No alternative seating will give the section the required control of balance, ensemble and intonation. The fact that it makes life slightly more difficult for the extra players has to be accepted, but it does have the advantage of increasing their self-reliance and technique of working in pairs. An awkward situation arises if the additional players comprise an uneven number (or, worse still, if it is just one lone player of a particular instrument), as they will then tend to feel isolated and dissociated from their colleagues, quite apart from the fact that the doubling of a single line is undesirable. In this circumstance it is usually better for everyone if doubling is avoided altogether.


The conductor must address the problem of how to contact, encourage and help the extra players, as their involvement is almost certainly limited to sections of the work where the woodwind are not predominant. It is all too easy to cover a whole series of rehearsals without having made a single comment specifically relevant to any one of them, and a contrived opportunity will certainly be recognized for what it is. While this may not be considered a major drawback to their inclusion, it is important that all members of an orchestra feel their own contribution to be musically necessary.


The most noticeable effect of the duplicated section on the players themselves can be seen immediately following rehearsals where, in my experience, it is much more rare to find players checking intonation or phrasing of their own volition than in sections of one player per part. Such an intimation of attitude will usually divulge far more than can be gleaned by other means.


The question of superfluous woodwind players is most successfully resolved in the national youth orchestras, where many players of a comparable standard are available and (probably the most important aspect) are all aware of the situation long in advance of the first rehearsal. The indefensible practice of rehearsing oversize sections and then cutting them down on, or immediately prior to, the day of the concert having long since vanished.


Reference to the woodwind section from here on may be taken to mean one composed of single players to a part, unless clearly stated otherwise.


Forming the Section


Although a wide choice of players is not always available, some general consideration of the attributes necessary for the main woodwind seats might prove helpful.


FLUTE


In the flutes it is not uncommon to be spoilt for choice as far as dexterity and instrumental facility are concerned, but less often for control, sound and projection. While agility and brilliance are obviously essential, these last three are the determining factors for a 1st flute, the long phrased, legato solo occuring frequently, as in this famous example from the second movement of Tchaikovsky Piano Concerto no. 1 op. 23.2
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EX. 2.1








This first statement of the main theme, accompanied by muted pizzicato strings alone, requires superb control of breath, sound and projection. In common with many apparently simple passages which exploit the lucid tranquillity so natural to this instrument, this phrase conceals a multitude of pitfalls for the inexpert performer.


Nonetheless, the most common deficiency to be found in the young or inexperienced flute player will always remain that of powerful articulation. The sheer energy that should characterize every note of Ex. 2.2, the opening of Stravinsky Petrouchka, is fundamental to its performance.
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EX. 2.2








Over and above such instrumental skills the frequent scoring of the instrument on the top of the harmonic line requires a very sensitive ear for intonation and balance, and an ability to listen past the more immediate centre of the chording to the fundamental must be cultivated. It is easy to become accustomed to playing on top of the full woodwind line and expect everyone else to adjust accordingly. Equally, it is very important that the player should be able to produce (and project) a big sound in the lower regions of the instrument, an area much exploited by the late-Romantic composers.
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EX. 2.3








For the 2nd flute, sensitivity to close partnership and, as in all 2nd players, strength and flexibility of supporting sound (especially in the first octave of the instrument) may be added to a solid technique. The creative qualities of soloistic playing are not so necessary here but the ability to recognize them and enhance their quality is vital. This short, often-quoted phrase from Ravel Ma mère l’oye (Ex. 2.3) clearly illustrates this and many other aspects of 2nd flute playing.


The calm simplicity apparent in this phrase when played really well is easily ruined by insensitive movement, balance, phrasing or breathing on the part of the 2nd player. All the confidence of free production that 1st flute requires may be determined here by the ability of the 2nd.


OBOE


Of all orchestral instruments, the oboe is the least able to cover deficiencies in production or to disguise immaturity in sound. Its presence within the texture is always noticeable and the poignancy inherent in much of its solo work is only available through the skilful colouring and control of pure tone. This takes a long time to acquire, and thus variations in type of sound and development between different players can be extremely wide, and the youth orchestra cannot be relied upon to produce with regularity a player of mature and outstanding technique in this respect. Although there have always been some remarkably talented young players, their number will remain severely limited.


Solos such as that which opens the slow movement of Brahms Violin  Concerto op. 77 are quite impossible to contemplate with anything but a mature and musically sensitive instrumentalist capable of extreme control and fluency (a talent essential to every other woodwind player in this particular circumstance). However, in less demanding situations, much can be achieved in a short space of time when the personality and approach of the players permit it and it is incumbent on the conductor and tutors to foster the confidence and soloistic conception of the sound at all times. If there is one player who has the most influence upon the concentration and attitude of the woodwind from within the section, it is the 1st oboe, and the quiet strength of a musically confident personality is of great benefit here. Much of the dynamic control and ensemble of the corporate section centres around the other players’ awareness of, and sensitivity to, this line and even young players can exercise a considerable degree of control.


Quite apart from musical considerations, the two oboes must be of positive help to one another, the idiosyncrasies of their instrument being unlike any other. Reeds dry or suddenly feel uncomfortable; notes can mis-produce or fail altogether at the most inopportune moments; and if the two players are not supportive and sensitive to one another, or the 2nd harbours desires of usurping the 1st position, disaster looms. The 2nd oboe needs fully to appreciate the difficulties of the 1st part, and where musical support is sought and needed. Again, obvious qualities of soloistic potential are not as necessary as secure control and sensitivity.


The 2nd oboe part often incorporates difficulties which, especially on a modern instrument, can severely test a young player. The Czech repertoire in particular not only frequently requires the instrument to play very softly in a low register but also demands more often than not that it enter unobtrusively at this same pitch. Examples abound but the opening of the second movement of Dvořák Symphony no. 7 is notorious.
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EX. 2.4








The lower register of the oboe, unlike the flute, displays a natural increase in sound, and is extremely difficult to control in soft playing, especially where the level and attack are determined by an instrument as flexible as the clarinet. The layout of the chord, almost a full octave below the solo, and the immediate placing of the oboe on the exposed fifth add extra problems soon to be compounded by the pianissimo of the third bar. A superb professional section will immediately focus the listening ear to the clarinet before the fact of its being the solo line is made obvious by the theme, and this will be contrived by the balance, level and quality of the other three instruments. This passage demonstrates one instance of why this particular symphony may not be considered ideal repertoire for the average youth orchestra.


CLARINET


The 1st clarinet will often be among the most extrovert personalities of the woodwind section, the versatility of the instrument and its suitability for many differing styles of music having influenced its initial choice in many cases. Its wide dynamic range throughout all registers and its unique ability to blend in the most unlikely combinations have inspired a rich and varied chamber music repertoire. This, coupled with the availability of the E♭ clarinet, bass clarinet and all the saxophones with little extra tuition, provides clarinettists with a plethora of musical opportunities, and can account for their somewhat soloistically orientated approach to much of their playing.


Most young players pass through a phase of feeling that it is incumbent upon them to ‘do something musical’ with almost every phrase. This tendency usually coincides with the period of their membership of a youth or student orchestra and can be quite disconcerting as it is most often confined to the elongation of long notes, rushing of arpeggios, and a noticeable reluctance to leave the velvet tones of the lower register. (If there were to be a Valhalla for these young players it would surely consist of playing the opening bars of Rossini overture to William Tell transcribed for five clarinets.) But it is the control of inherent rubato that is most often required of the young clarinettist, and this natural tendency, properly applied, is sometimes capable of providing the most illustrative and subtle phrasing of the entire woodwind section.


For both players, the comprehensive dynamic range of the instrument makes sensitivity to changes in balance vital. Much of the time the basic level of the wind group is out of their hands, being dependent upon the positioning of other instruments within the chord and the dynamic limitations these impose. The ability to relate the printed dynamic to the relevant orchestration is essential, and inexperienced clarinettists will find themselves under-playing or over-playing with disturbing regularity, often within the same passage. The situation is made no easier by the frequency with which many composers require the 1st clarinet to change roles, from melodic solo to thematic accompaniment to chordal texture and back again, often in the space of one short phrase. A player equipped solely with a brash technique will be of no use to this position.


A natural 2nd clarinet is even more difficult to find, for much of the 1st player’s earthbound practicality must be influenced from here, and the 2nd player must also be able to move in perfect harmony through the solo duets that exist for the two instruments. This famous example from Mendelssohn Hebrides, where in order to balance successfully, the 2nd player usually finds it necessary to produce a little more sound than the 1st, is never easy:
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EX. 2.5








Many 2nd clarinet parts demand dexterity and tone production equal to that of the 1st player, frequently repeating the same agile phrase or accompanying it with an awkward and fast-moving figuration. There can be no noticeable difference between the two in the clarinet variation from Britten Young Person’s Guide to the Orchestra, for example. No two woodwind instruments are required to be so interchangeable in one aspect and so diverse in another.


BASSOON


The low pitch and relatively limited dynamic range of the bassoon have conspired to divide its orchestral use into two separate and distinct tasks. For much of the time it may be found either providing or doubling the lower line of harmony, or adding inner voices to low strings or horns, blending equally, in chameleon-like fashion, with both. Then it is required to take on almost the entire burden of characterization in pieces where the scenario is set around its unique tonal qualities. Nor is this confined to the comic character so easily associated with the instruments; even the magically empowered broomstick in Dukas L’Apprenti-Sorcier has a malevolent demeanour as it comes back to life. Both the pomposity and the pitiful search for self-respect in Elgar Falstaff and the incredible quality of primeval desolation in the famous opening of Stravinsky The Rite of Spring are hardly available to any other instrument.


That Tchaikovsky first realized the potential of the dark side of the instrument is evident in his elevation of it as his prime weapon of emotional despair. It is entrusted with the opening paragraph of both the tormented Manfred Symphony and the more sinister Sixth, the first statement of the restless theme of the Fifth, and it appears immediately to temper the confident fanfare at the beginning of the apparently optimistic Fourth.


Using the bassoon in this way, whether alone or in pairs, tends to make the solos long and taxing, and even to exaggerate their importance because of their intrinsic relevance to the mood of the piece. Less immediately noticeable is the dexterous playing required of the instrument when complementing the bass line, most particularly in music of the Classical era. Here the speed of tonguing and inordinate length of phrases, with scant opportunity to breathe, can pass almost unnoticed, but is a common aspect of writing in this style. Both players need to have developed a sound overall technique and a solid sense of rhythm to cope with either of these extremes. Of all the wind instruments, the demands made upon the bassoons can be most easily underestimated.


Fast solos also exist for one or both bassoons in more recent repertoire, especially that of the twentieth century, where it is often exposed and characteristic of the lighter style of the instrument. Nonetheless, few players would expect to come across a passage so unforgivingly awkward as the famous example from Ravel Piano Concerto in G more often than rarely.
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EX. 2.6








The position of 2nd bassoon is one of the most responsible in the orchestra, for however unsuited to the role the instrument might be, it provides the basis of intonation for the woodwind section. There is no possibility of the top of the chord being in tune if its base is not and the vagaries of intonation in certain registers of the higher instruments make life extremely difficult for this player. Bassoons, especially in the low register, tend to be pitched a fraction sharp to aid brightness and penetration, but to allow this to influence the bass of the harmony will give disastrous results. Much of the time the bass note must be held down in pitch so that the top of the chord, three or even four octaves above, may sound in tune. A clear and reliable sound on which the other instruments may set their intonation and balance is a prerequisite.


In common with the other 2nd players, musical and personal rapport with the Principal is important, but more crucially, he or she must assume responsibility for the confidence and security of the whole woodwind section.


It has become clear that all the woodwind Principals are finally dependent on the sensitivity and support of their 2nd players. The phrasing and line of solo passages can be implanted effectively in an intelligent instrumentalist, but the less tangible qualities of support and accompaniment are much more difficult to influence. Often the ideal 2nd player would not necessarily make an ideal 1st, and may even be unsuited to the spotlight of sustained solo playing. The young instrumentalist sometimes finds it hard to grasp this fact of orchestral life, the lure of the 1st seat being all important, but an underlying principle must be understood and kept in mind at all times: there is not just a number of examples of each instrument in a woodwind section; there is a specified number of separate and uniquely demanding parts for each instrument.


THE TRIPLE WIND SECTION


In the scores of many twentieth-century composers in particular, the triple wind section might well consist simply of three examples of each of the instruments mentioned above. However, more usually it will comprise two of each standard instrument plus one closely associated relative, and it is these instruments which must now be considered. Although the complete section of twelve instrumentalists does not appear regularly before the latter portion of the nineteenth century, many examples exist of one or more related instruments being added to the Classical section.


The piccolo and contrabassoon appear in isolated instances as early as Mozart. Beethoven uses both in the Fifth and Ninth Symphonies and instances of their use thereafter increase, until the former becomes almost indispensable.  In the Classical writing of the German symphonic tradition both instruments are used mainly as extensions to the range of the woodwind in tutti scoring or wide orchestration of woodwind and brass. The penetration, agility and brilliance of the piccolo, however, quickly took it to a more soloistic and specialist role. The famous solo in the Scherzo of Tchaikovsky Symphony no. 4 for example never fails to get a shuffle of approval from colleagues in the orchestra, as does the far less virtuosic but horrendously difficult sustained solo at the end of the first movement of Shostakovich Symphony no. 10.


Such examples have tended to make the instrument the province of a single designated player, even though most flautists will own a piccolo and be perfectly capable of playing it. Many composers will take its availability for granted, and think nothing of using it as an instrument of convenience, assigning it to whichever player has the most time to take it out of his pocket. Two isolated bars exist in the third movement of Dvořák Symphony no. 7 for example, apparently just to cover a top C, without the instrument being listed or more than three seconds allowed for its preparation.


Although the cor anglais (or English horn) is a direct descendant of instruments used by composers of the Baroque period and even earlier, its addition to the symphony orchestra wind section may be taken from the late 1820s, where it appears as a solo instrument in works such as Rossini William Tell and Berlioz Symphonie Fantastique, where it was not incorporated into the textures of the wind section as a whole. On both these occasions it appears as a doubling instrument for 2nd oboe, but this practice is no longer general and nowadays the official cor anglais is usually the third member of the section, a player who will specialize in all the major solos for the instrument. It was only much later in the century that the position of the cor anglais as an integral part of the oboe section began to be realized and its subtle addition of colour to the woodwind texture fully exploited.


As for the bass clarinet, it is as an infinitely versatile bass to the whole wind section that it comes into its own with its dark, velvet sound and extraordinary dynamic range, coupled with agility throughout the compass. It can perform all the various tasks assigned to it with equal success, from exposed solos to supporting the sound of a large orchestra almost single-handed, though its appearance is probably less frequent than the other three extra woodwinds.


All four of these instruments tend now ideally to be the province of a specialized player. Although the general layout and fingerings are very closely related across the ‘family’ of instruments, the embouchures required, especially with regard to cor anglais and bass clarinet, are quite different, as is the feel of the instrument in terms of its response and fluency in particular registers. Much of the reason for avoiding doubling is so that the lip tension need not be upset. It also allows opportunity to keep the instrument warmed and prepared during periods where it is not actually playing.


In student orchestras the first difficulty caused by the addition of these instruments, with the exception of piccolo, is that of availability, since very few young players have an instrument of their own and are therefore unfamiliar with the idiosyncrasies of the particular example they may be required to use. It is difficult enough to play the cor anglais solo in Berlioz Le Carnaval Romain without having to attempt it on a sub-standard instrument that has passed through the hands of countless other students and has probably only been available for a few days’ practice. Such circumstances place an undesirable burden upon players least able to cope with it. In the case of the cor anglais, bass clarinet and contrabassoon, the instrument should be lent to the player as far in advance of a concert as possible.


Solos apart, the addition both of cor anglais and bass clarinet to the young woodwind section can be helpful to the aural perception of balance and integration for all the players. The most immediate and perceptible change in texture will often be that of a more homogeneous orchestration which provides a compact harmonic layout. This more even distribution of the notes within the harmony can make balance and intonation easier to feel and also less dependent upon the relative timbre of different instruments spaced at wide intervals.


Franck Symphony in D minor, which adds these two instruments alone to a standard double wind section, is instructive in helping a student section to appreciate the need to listen to one another for blend and balance and to become aware of the requirements of the other players around them. Apart from being a very good work in itself, the many examples of inspired woodwind scoring it contains allow the section to hear varied aspects of balance and ensemble in circumstances which they can understand and which are immediately apparent.


In recent years this symphony has received criticism from many quarters for being too overtly chromatic and over-scored. The first opinion is a matter of personal taste – although one that the performing musician should never use as an excuse for neglect – but the second is a thoughtless observation. The confusion of ‘doubling’ with ‘combining different sounds’ is one that is made all too frequently. For this symphony to sound thick and heavy is both unnecessary and indicative of a faulty reading of the score, where the multiple variations of wind writing and the careful blend of instrumentation are quite apparent.





Infrequent Additions to the Woodwind


Many composers will require the addition of one or more less familiar instruments to the woodwind section in order to extend the range or provide particular orchestral colour. In the youth orchestra, the problem of availability usually outweighs that of finding a capable player as, in most cases, the performance techniques are very similar to the related instruments and the fingering almost always the same. Provided that the designated player has access to the instrument for long enough to become familiar with its particular idiosyncrasies, such rarities need not involve the services of a specialist performer.


FLUTE FAMILY: ALTO FLUTE


In the flute family, the gorgeous alto flute (sometimes referred to as the bass flute or flute in G) will occasionally be added, one most notable example being in the second suite of Ravel Daphnis et Chloé. This instrument sounds a fourth lower than the normal flute and, in common with all additional instruments to the woodwind section, is usually placed on the end of the line (there exists little opportunity for any variation in seating in this case as the instrument itself takes up so much lateral space).


The above instance confines the instrument exclusively to one player but many other composers treat it as a doubling instrument. Britten, in the Sin fonia da Requiem for example, requires 3rd flute to double both alto flute and piccolo. In the student orchestra this is neither necessary nor desirable as it provides opportunity for an extra player.


Although the term ‘bass flute’ will generally be found misappropriated to the ‘alto flute in G’, there does also exist a true bass flute in C, sounding one octave below the normal concert instrument, for which both Puccini and Mascagni wrote parts. It would have been helpful if the term had been reserved for this instrument alone, but instances where the name has been mistakenly applied should be obvious by the necessary transposition of the part – even if ‘in G’ has been omitted from the instrumental listing.


OBOE FAMILY: OBOE D’AMORE, BASS OBOE AND HECKELPHONE


Once again it is in the scoring of Ravel that the youth orchestra is most likely to encounter one of the rarest of all visitors – the oboe d’amore. The short passage in Boléro for this ‘alto oboe’, where it also appears in harmony with its two relations, the oboe and cor anglais, is scored as a doubling instrument for the 2nd player and, in this instance, must be so. Not only is the part too small for a separate player to be worthwhile but the harmonic relationship of the part – placed between oboe and cor anglais – makes it impossible for the player to be seated anywhere else. Though this instrument was regularly used in music of the Baroque period, occasions of its re-employment in the symphony orchestra are limited but it is sufficiently similar to the oboe (being pitched only a minor third lower) to be, at least mechanically, of little problem to the player. However, doubling on the instrument cannot be treated casually, as it is notorious for problems of intonation and, as with all related instruments of any group, belies its apparent similarity by virtue of a noticeably different feel and response.


A wonderful part exists for the instrument in Richard Strauss Symphonia Domestica, where inspired variations in the scoring of the accompaniment allow it to sound at its most mellow.


The bass oboe is a development of the heckelphone (see below) and it sounds one octave lower than the standard oboe. The magnetic attraction for British youth orchestras of Holst The Planets makes the instrument more of a familiar figure than would otherwise be the case. In this score it appears as a doubling instrument for 3rd oboe, but it should certainly be considered as an extra part and the player seated on the outside edge of the row. In passages such as Ex. 2.7 this positioning would make more sense of the harmonic context.
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EX. 2.7








The fingering is the same as for the oboe so, once more, it is the slightly changed embouchure and feel of the instrument that pose the main difficulties for doubling. Perhaps also, especially in youth orchestras, availability of the instrument becomes a further consideration in the limitation of its use.


The heckelphone was invented by Wilhelm Heckel in 1904 and was first used orchestrally a year later, by Richard Strauss, in Salome and subsequently in Elektra. It is actually the bass instrument of what was originally conceived as a new family of woodwind instruments but the others, as far as one can determine, were never written for. It is a cross between bass oboe and bassoon, having a vast bore and using a very similar reed to the bassoon. Many parts exist for the instrument – Copland Symphony no. 2 (‘Short Symphony’) and the Henze opera The English Cat both contain notable examples – and nowadays the correct instrument is always used. The heckelphone and the bass oboe are not interchangeable, even though it may appear that the former was a German and the latter an English promotion of roughly corresponding timbres.


CLARINET FAMILY: E♭ CLARINET, C CLARINET, BASSET HORN, CONTRABASS CLARINET AND SAXOPHONES


The clarinet family is unique in that two instruments are in general use, the B♭ and the A, and are freely interchanged by the player. The complete list of clarinets runs to twelve, or possibly even more, and comprises: 3 sopraninos in A♭, E♭, and D; 4 sopranos in C, B, B♭ and A; 1 alto in E♭; 1 tenor (the basset horn) in F; 2 bass in B♭ and A, and one contrabass in B♭. Many of these instruments are now virtually obsolete but the list is included here in order to facilitate understanding of the relationship of pitches and the appearance of so many transpositions in orchestral scores (consideration of this will be made at the end of this section).


Of the sopranino instruments, the E♭ has now almost universally replaced the other two and plays all the parts originally required of them. Indeed, so regular is its inclusion in the modern symphony orchestra that, in normal circumstances, it need no longer be considered an infrequent visitor. However, the instrument requires a little more familiarity and specialization than many family relations. The very cramped finger position of such a small instrument needs practice, as does the change in embouchure occasioned by the small reed and mouthpiece.


Most orchestral uses of the E♭ clarinet exploit the very high register, putting considerable strain upon the player’s embouchure (and temperament) for this is the area of the instrument most likely to break and squeak. An equable, even fatalistic personality is required for this position, because misfortune is forever at hand. Unless the part is extremely small, use of the E♭ as a doubling instrument is to be avoided for the reasons mentioned above; far more considerate to the section is the use of a separate player wherever possible.


Nowadays, the genuine C clarinet is making a welcome return to the orchestra, especially for use in the parts written for it by Rossini, Schubert and Richard Strauss. Modern examples of the instrument are considerably more reliable than their predecessors in terms of intonation, and the slightly ‘thinner’ sound of the instrument is much more appropriate in the orchestration of these works. (It was never scored by accident!) If offered, its availability should be seized upon.


The basset horn (or basset clarinet) is the orchestral version of the alto clarinet and is sometimes referred to as ‘alto clarinet in F’. Its orchestral appearances are rare but, accepting the range of repertoire now encountered by the student orchestra, Mozart’s use of it in his Requiem, the opera The Magic Flute and other works makes its consideration necessary. It mostly appears as a doubling instrument for 1st or 2nd clarinet, depending on the number required, but can also be found as a totally separate part, most notably in Richard Strauss first Sonatina for Wind Instruments where it is referred to by the Italian title ‘corno di bassetto’. Again, performance on the instrument may be undertaken by any competent clarinettist but high quality instruments are rare.


The vision of a contrabass clarinet (pedal clarinet) was at one time restricted almost entirely to performances of Schoenberg Five Orchestral Pieces but has lately appeared in sufficient new scores to warrant inclusion here. Pitched one octave below the bass clarinet, its sound is surprisingly rich and sonorous, and it makes a natural addition to the low woodwind line. It is not difficult for anyone who has had experience of the bass clarinet and instruments can be found, making avoidance of performing works that might include it quite unwarranted.


Strictly speaking, saxophones should be included in a family of their own, so individual is their sound and so distinctive the materials used in their manufacture. However, the use of a single reed suffices to classify them as woodwind instruments, and the similarity of the mouthpiece ensures that many clarinettists will play them. Nonetheless, the situation is not as straightforward as with the genuinely related instruments. In addition to a considerable change of embouchure the saxophone employs a different fingering system from the clarinet, its ‘octave key’ raising the pitch of fingered notes by one octave, rather than the universal twelfth of the clarinet family.


There are four main instruments of the group: the soprano in B♭, alto in E♭, tenor in B♭ and baritone in E♭, although Ravel (once more in Boléro) writes for sopranino in F. This particular part, however, is perfectly possible, and usually performed, on the soprano B♭.


Most orchestral use of the instrument involves the inclusion of just one player, often for a clearly featured solo, as is the case for E♭ alto in Ravel’s orchestration of Mussorgsky Pictures from an Exhibition, or B♭ tenor in Prokofiev Lieutenant Kijé, but a trio comprising alto, tenor and baritone is required in Gershwin An American in Paris, and a most unusual quartet of soprano, alto, baritone and bass in C by Richard Strauss in Symphonia Domestica.


In the context of the youth orchestra it would be heartening to think that such repertoire could give valuable opportunity to a group of instrumentalists who might otherwise never experience playing in an orchestra but in reality this can rarely be done, the young saxophonist who has known no other instrument being usually too inexperienced in even the most basic rigours of ensemble playing. Much more likely is the clarinettist who also plays sax, or someone who considers the two instruments as a joint main study.


Their positioning, either singly or as a group, is to the right of the clarinets, immediately adjoining bass clarinet or whichever instrument is last in line. In the case of more than one, this extreme extension of the line can lead to difficulties of sight-line, most regularly through to the horns, in which case the saxophones may be slightly separated or even lowered in relation to the clarinets with no adverse effect upon their sound. Intonation is always suspect, mainly because of the way the instrument is generally played and the type of vibrato associated with it, but it is rarely used in a situation of direct doubling or chordal support. The last chord of Young Juliet from Prokofiev Romeo and Juliet (Suite no. 2) places it in exactly this position however, and precise intonation between the solo saxophone and one of each clarinet and flute proves extremely difficult to achieve.


There are no members of the bassoon family beyond bassoon and contrabassoon and any orchestral parts designated for the sarrusophone are now universally performed on contra.


Transposition


Based upon personal experience of student conductors and instrumentalists, it would seem unwise to complete any consideration of orchestral woodwind without some reference to the traditional horrors associated with transposition. That it can prove very awkward is undeniable, but the difficulties and misunderstandings it seems to foster in the minds of so many people seem quite disproportionate. It should be appreciated that, for the most part, complications of transposition are confined to the orchestral full score and that the musicians themselves, unless playing the part on the wrong instrument, are not involved.


The instance of clarinets will provide a useful working example. The original clarinet was the one pitched in C, but the increased size and bore of the B♭ and A instruments were found to have such a beneficial effect upon the more mellow quality of the instrument that these became generally preferred by both players and composers. As in the case of natural horns and trumpets, where the basic techniques of sound production were common to various sizes of instrument, the note pertaining to the basic pitch of the instrument was always written as C. Thus the same relative harmonic or fingering could be selected and the length of tube would make the necessary alteration in pitch. Without this method of ‘transposition’ a new fingering system or new lip positions would have to be learnt from scratch, requiring a specialist player for each closely related instrument. The primary consideration for performance on any melodic instrument is the fingering system, without which variations of pitch cannot be produced. This technique becomes second nature, the sight of a particular sign giving rise to a corresponding movement of the fingers. In all the clarinets given above, the fingering system is identical and a player who has learnt one may play any of the others. Thus, if the mental linkage of the sign, for example middle C, to the associated finger movement remains constant, the one player may perform a part on any of the clarinets listed, with the instrument transposing the actual sounds in relation to its size. The score (with some modern exceptions) reproduces the signs that each player has in front of them, a fairly logical state of affairs.


Only when a part is attempted on the wrong instrument does mental transposition become necessary. If a clarinettist chooses to perform a part for clarinet in A on the clarinet in B♭ then actual transposition will have to be employed in order to make the required notes sound – exactly the same process that the score reader encounters when playing a part for clarinet in A (or any other transposing instrument) on the piano in C.


A certain amount of actual transposition for many instrumentalists is unavoidable, some instruments having become obsolete. Thus the E♭ clarinet will have to transpose when playing from parts intended for the D instrument; and the bass clarinet, nowadays always the version pitched in B♭, make similar adjustment for those written for the obsolete A. However, so general have these two transpositions become that many publishers furnish parts both in original notation and in transposition for the instrument most likely to perform them.


Most parts for the bass clarinet are written in the treble clef (sounding a ninth below written pitch). The bass clef (sounding a tone below) is a little less familiar and parts in this clef that were originally intended for the instrument in A can cause great difficulty. The provision of B♭ parts is something of a priority in such cases – Rachmaninov Symphony no. 2 is a notable example.


Apart from clarinets and saxophones, other instruments of the woodwind section written at transposed pitch are:


Flute family:


piccolo, sounding one octave above written pitch


alto flute (in G) sounding a fourth below


bass flute, sounding one octave below written pitch


Oboe family:


oboe d’amore (in A) sounding a minor third below written pitch


cor anglais (in F) sounding a fifth below


bass oboe and heckelphone, both sounding one octave below written pitch


Bassoon family:


contrabassoon, sounding one octave below written pitch


In Conclusion


Many further matters relating to the woodwind, and some consideration of the exploratory demands made upon them in recent years, will be found in the following chapters. The capacity of woodwind, imaginatively used, to provide ever-changing colours of orchestration and varying degrees of dramatic and emotional response is endless. But, for anyone working with them, the overall vulnerability of these solo instrumentalists to any form of musical mishandling becomes a responsibility that must never be forgotten. Especially in student orchestras, where belief in the direction may sometimes be taken to extremes, the conductor’s ability to persuade and support from within an accompanying role is crucial.






1 Orchestration, Gollancz, London, 1973, p. 114.







2 The third note (F♮) of this phrase differs in all scores from that of the answering statement by the solo piano, where it appears as B♭. Some soloists will request that it be changed to correspond.

























3 HORNS





Separating horns from the rest of the brass for purposes of reference is common practice and indeed perfectly correct, for the varying requirements of their involvement is without parallel in the orchestra. To any woodwind instrumentalist the horns are an indispensable part of the woodwind section, while a brass player would fervently dispute this and consider the horns to be, unquestionably, part of the brass section. The horn players themselves, however, would brook neither argument – to them their position is irrefutable. Individual, absolute and uncompromising, they are the horn section and their contribution is as multifarious as it is unique.


Along with oboes, the addition of a pair of horns to the basic string orchestra became a regular feature of early symphonic orchestral scoring, and the instrument’s ability to hold long, sustained lines of harmony unobtrusively was exploited from the first.


Fundamental Principles


After the initial use of hunting horns (Cors de Chasse) by Baroque composers (mainly as obbligato instruments), the first horns used orchestrally were also ‘natural’ horns, with rather larger bells than their predecessors, but whose range was still confined to the harmonic series. Notes, most especially those of the middle and upper register, could be adjusted to varying degrees only by sometimes virtuosic flexibility of the player’s lips.


For completeness, the notes theoretically available to an instrument pitched in 12-foot F (i.e. 12 feet long) are given here at written pitch – sounding a perfect fifth below.1
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EX. 3.1








The overall length of tubing could be altered by the insertion of ‘crooks’ of various sizes, which changed the fundamental pitch of the instrument and the ‘open’ notes available to it. Thus, theoretically, there existed a wide range of pitch within a single sound colour, produced by making, in effect, a whole family of instruments available to each and every horn player. However, in practice this somewhat cumbersome adjustment took time, and a considerable period of rest had to be allowed for such a change of pitch to be negotiated, a basic drawback that very often caused the instruments to be unavailable for passages of harmonic transition or restatement in a different key (this situation applied equally to the use of trumpets).


It is generally accepted that no real advancement towards filling the chromatic gaps in the instrument took place until 1754, when a Dresden horn player, Anton Joseph Hampel, while searching for a way of muting the sound of the instrument, quite accidentally discovered a method of altering the pitch of individual notes by inserting the hand in the bell (although it seems unlikely that some experimentation along similar lines had not taken place previously). This improvement was only possible by virtue of a refinement to the method of inserting crooks into the instrument which had also been developed by the same player. The addition of differently coiled crooks into the main body of the instrument meant that the relative position of mouthpiece to bell remained constant. It was therefore possible to lower the playing position of the instrument from the more upright hunting horn position to one more similar to that used by present-day players, where the right hand may be inserted into the bell and ‘hand-stopping’ becomes feasible.


Even with the obvious chromatic advancement of the ‘hand’ horns, the situation remained somewhat unsatisfactory when compared to the total chromatic flexibility available to the orchestral woodwind for example, because it relied on an individual player’s ability to alter notes accurately and with minimum change of sound quality. Until pistons or valves, which could be used to open or close various lengths of tubing, were permanently incorporated in the instrument, the practice of pitching the horn in fundamental keys which would facilitate the use of the maximum number of ‘open’ notes remained common, and great demands upon hand technique are not generally found until the famous passages of Beethoven some fifty years later.


However, frustrated composers began to employ an altogether more simple method of increasing the availability of horn sound by adding two more players with instruments crooked in a different key. This could alleviate much of the problem of horns being unavailable for certain passages, and the careful choice of new crooks by the composer, for substitution by the resting players, would extend the availability still further.


Thus, by the late Classical and early Romantic era, we find an increasing number of works requiring four horn players considered as two plus two. In his glorious G minor Symphony no. 39 Haydn uses two pairs of horns pitched in different keys throughout the three movements in which they play. Mozart’s early symphony in the same key (no. 25) composed some five years later, also uses the same device, cunningly arranging the parts to suit his needs while still retaining shape for individual players. A remarkable instance is this complete appearance of the main theme in the last movement.
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EX. 3.2








A further example may illustrate the technique even more clearly. In the last movement of his later G minor symphony (no. 40), Mozart scores for just two horns, one of which is pitched in B♭ alto and one in G. Ex. 3.3 shows the horn parts together with the woodwind line to which they correspond and provide support.
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EX. 3.3








Written out with both horn parts in actual pitch we perceive the following:
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EX. 3.4








which nowadays, when the work is performed on modern instruments, could easily be divided thus, since valve instruments have all notes available.
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EX. 3.5








Comparison of Exx. 3.3, 3.4 and 3.5 amply demonstrates Mozart’s versatile orchestration technique as well as the problems faced by the Classical composer wishing to add horns to even as simple a figure as that played by the woodwind in Ex. 3.3. However, here the solution lies in the woodwind orchestration, which persuades the ear to hear the original distribution of the horn lines as if they were written as in Ex. 3.5 anyway.


The use of two pairs of horns was continued by Beethoven, especially in the overtures, where they appear both for purposes of utilizing different pitches (as in Egmont, The Ruins of Athens, King Stephen, Leonora nos 1 and 2) and purely for increase of texture (as in Fidelio, Namensfeier, Consecration of the House) when all four are pitched in the same key.


In the overture Leonora no. 3 both considerations exist side by side, the second pair of horns commencing the work pitched in E, a factor largely dictated by their requirement in two isolated passages of harmony in the introduction and the following solo passage in the main Allegro.
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EX. 3.6








For the last half of the work they join the first pair (in C) whom they double throughout the entire final Presto. It is interesting to note that Beethoven gives them one hundred and ninety bars to facilitate the necessary change of crook!


The technique of ‘hand-stopping’, which had undoubtedly become more versatile and reliable by the early nineteenth century, requires considerable skill in combination of hand and embouchure control, so that the quality of sound remains as consistent as possible and the aural difference between the ‘stopped’ and the ‘open’ note is minimal. As well as enriching the harmony by doubling the number of players (which retained the limitations of the natural horn), Beethoven’s wish to exploit the horn sound melodically led to ever more demanding examples of technical difficulty, from the first movement of the Third Symphony, to the Trio of the Eighth to the almost unbelievable 4th horn solo in the slow movement of the Ninth.


A clear aural perception of the difficulties involved will be gained by looking at the first phrase of Schubert ‘Great’ C major Symphony, where the most accomplished technique of the hand horn is required from the outset. Very few players in Schubert’s time would have been able to execute this passage with anything approaching an even sound.
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EX. 3.7








Reference to Ex. 3.1 will show that the first two notes of the second bar (A and B) as well as the first note of the third bar (F) lie outside the range of the open series for a horn in C. These notes could only be obtained by degrees of closure of the bell by the hand and some flexibility of the lip within the mouthpiece. The A, for example, could be obtained by half stopping from the ‘open’ B♭ a semitone above, and the B similarly obtained from the C, albeit using a little more hand.


This partial stopping of the tube will have the effect of lowering the note produced, the intonation being variable and dependent upon degree – most easily referred to as ¼, ½ or ¾, but never quite as accurate as such fractions might imply. Full-stopping, however, will raise the chosen fundamental by approximately half a tone (a result which needs to be remembered whenever hand-stopping is required for colouristic effect).


The example above is remarkable. Two years earlier Weber had opened his opera Oberon with a similar rising pattern of three notes scored for one solo horn, but never before had the instrument been required to state a long, totally exposed melodic passage at the outset of so major an orchestral work – and this not for one horn, but two in unison!


There was never a necessity for composers to indicate hand-stopped notes in their scores (such technical niceties being left to the player) but by the later nineteenth century some composers who retained at least the nominal use of hand horns marked certain notes for purposes of purely colouristic effect and tonal variation. There is an interesting and rare example of gestopft being marked for horns in E at the beginning of the second movement of Brahms Symphony no. 1, to obtain a slight ‘closing’ of the sound in order to complement the pianissimo in the strings (see Ex. 3.8).


Professional horn players give different and often conflicting reasons for the origin of this marking, some maintaining that it was intended for when the part was played on a valve horn (an increasingly common practice in Brahms’ time) and thus does not specifically refer to the horn in E. However, most modern players, including 2nd players with the low octave, will observe it, hand-stopping the written F⋕ from the G and then closing it a little further to produce a stopped sound.





[image: ]

EX. 3.8








Seating


The increasing regularity with which such influential composers as Berlioz, Brahms and Tchaikovsky orchestrated for four horns had, by the late nineteenth century, established this as standard symphonic practice, which persists to this day. However, the traditional consideration of two plus two, whether or not pitched in the same key, has also remained, and one still finds the majority of horn scoring placed in descending order of 1st, 3rd, 2nd, 4th – the second pair interlocking with the first pair. This unusual situation may be said to amount to two Principal players within a single instrumental section.


The horn is the only instrument whose true sound is perceived not directly but by reflection, the instrument being designed to be played with the bell facing away from the listener. It is therefore important that the sound be allowed to escape freely, neither impeded by the body of another player nor distorted by the proximity of a reflective surface.


Because of these unique facets of development and projection, the placing of the horns, both relative to one another and to the rest of the orchestra, must be carefully considered. In the United Kingdom, the universally accepted position for the horn section is to the left of the woodwind when viewed by the audience or conductor, as shown in Fig. 3.1.
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Fig. 3.1








Rather than the straight line shown here, a slight arcing is preferable, making the players equidistant from the conductor and resulting in 4th being placed somewhat nearer the front of the orchestra than 1st. Apart from the obvious improvement in the sight-line, this arrangement allows a little more room for the sound to escape from the instrument unobstructed. Placing 1st on the right hand end of the line brings that player into closest possible contact with the centre of the orchestra and the woodwind Principals, but gives 2nd horn the disadvantage of hearing only the immediate sound of the Principal and not the ‘true’ reflected sound. For this reason, some Principals used to insist upon an exact transposition of the line (i.e. with 1st player on the far left) but the practice has long since lapsed.


It is also possible, especially if space is limited, to arrange the section in a block with horns 3 and 4 behind.
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Fig. 3.2








This arrangement is preferred by some sections as it adheres more closely to the traditional ‘two plus two’ layout of the parts, and has the added advantage that 3rd horn can clearly hear 1st, and 2nd 4th, thus facilitating the improvement of ensemble and intonation.


With a section of four players, the advantages of transportation to the other side of the woodwind are dubious, although this is often encountered, especially in European orchestras outside the United Kingdom. For student orchestras the disadvantages seem too numerous to be successfully overcome. Firstly, it is impossible to play without directing the instrument’s bell towards the bodies of other players. Secondly, the presence of trumpets, trombones and tuba means that the only available position is much too far forward to achieve balance with the woodwind. And thirdly, and probably most importantly, the woodwind receive a totally false impression of the horn sound, as they are engulfed by the extraordinary timbre emanating directly from the bell. It must also be mentioned that, as soon as six or eight horns are required, one usually finds the whole section transported across to the unfamiliar territory of the other side of the orchestra simply because of lack of space! The resultant replacing of the timpani and percussion, who will have got used to filling the wide open spaces next to the flutes and clarinets, totally disrupts the orchestra’s habitual balance and causes untold problems of adjustment.


As far as is humanly possible the seating of every section of the orchestra should take into account the largest instrumentation that is likely to be required of it, however rare such an occurrence might be, so that the players’ ability to maintain balance is only ever minimally disturbed. It is worth mentioning here that the seating of the entire orchestra should be considered as one compact unit and not as a sprawling conglomeration of players making use of every inch of available space. The smallest practical performance area should ideally be the regular set-up for every orchestra, regardless of how much extra space might sometimes present itself. It must never be forgotten that there are delicately scored passages within even the most lavish orchestral scores.


The final possibility to consider is placing the horns in a line immediately behind the woodwind, as shown in Fig. 3.3.
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Fig. 3.3








Unless there are limitations of space (for instance, when large string and percussion sections have to be accommodated in concert halls with a small stage area or fixed risers), it is best avoided wherever possible as the horns can cause problems of intonation in the lower woodwind instruments seated immediately in front of them. In the case of inexperienced orchestras, the players are unlikely to overcome this problem unless sufficient space is allowed between the horns and the woodwind. In such a situation the advantage to 1st horn is that of being closer to the brass and woodwind Principals, but it is often impractical in the smaller concert halls. It also places the horns too far away from the main body of strings and separates the tonal centre of the orchestral sound.


Thus it becomes clear that to place the horns on the clarinet side of the woodwind causes fewest problems and, for student orchestras, this position, whether in a single line or the two pair blocking shown in Fig. 3.2, is undoubtedly preferable.


If the line of clarinets is particularly long, it is just possible to move the horns back a row, as shown in Fig. 3.4, but the overlap should be kept to a minimum.
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Fig. 3.4








DUPLICATION


Although, as with the woodwind, the unnecessary duplication of instruments should be avoided, nowadays the professional horn section is almost always increased by the addition of at least one player. The duties of this extra instrumentalist, who will be placed next to the 1st horn on the side away from the rest of the section, are to relieve the 1st horn of some of the tutti playing, especially before an important solo, so that the Principal is sufficiently fresh and rested. In the United Kingdom and some other European countries this player is referred to as the ‘bumper’, whereas in Canada and the United States he or she often rejoices in the somewhat dubious title of ‘Bull horn’. In Germany however, two Principals quite commonly appear together. The only practical difference in this subtle refinement is that the work load, both solos and tutti, is shared equally by both players, which is not the case where one finds a bumper. In professional sections, where and when the bumper plays is determined solely by the Principal, though the conductor may ask the extra player to ‘double’ a line of tutti where the Principal is already playing. In student orchestras however, it is more likely that the experienced section tutor will have decided the passages to be taken.


In these circumstances it is not uncommon to find a bumper provided for 3rd horn as well, especially in the main piece of the programme, but this usually has more to do with providing playing opportunities for a less experienced player than with musical or physical necessity. However, the age and experience of the available players will sometimes cause a specialist horn tutor to request that six players be provided, especially if all the works on the programme involve four parts. The amount of playing required from each performer can be heavy even in the most innocent-looking programme, and to be able to change players from one work to another, even if keeping to no more than four at a time, is often essential.


It is difficult to determine the real weight of playing required unless a great deal of experience has been gained within a section. Quite apart from the obvious ‘horn pieces’ of Richard Strauss, Mahler and other exponents of the Grosse Orchester, there exist many works where the general layout of the parts makes them extremely demanding and may well put them beyond the reach of a young or very inexperienced section. The degree of involvement of this section requires particular thought when compiling programmes and every conductor must heed the advice of the specialist tutor. It is not within the nature of horn-writing to present many opportunities for a section to fudge their way through and it is the least possible of all sections to rebalance or disguise with other textures.


The exact positions of these one or two extra players, relative to their Principals, is here incorporated into the two primary seating positions considered earlier.
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Fig. 3.5








As can be seen, the addition of a bumper for 3rd horn reinforces the consideration of the section as two plus two. A separate stand is never required for these extra players.


Forming the Section


Notwithstanding the ever-increasing similarity of all horn parts in terms of range and exposure and the lack of differentiation made by many composers in recent years, the majority of orchestral horn parts lie in a higher register for 1st and 3rd players than they do for 2nd and 4th. The major part of the late Classical and Romantic repertoire conforms quite rigidly to this rule and therefore, with regard to youth and student orchestras, it is the more experienced and fluent players who will usually be given the odd-numbered seats. Not that this should be taken to imply that playing for 2nd or 4th is easier; indeed many contradictory examples could be quoted, but the 1st and 3rd parts will, generally, be more likely to contain exposed solos and sustain longer periods of high playing.





1ST HORN (PRINCIPAL)


Of all the orchestral Principals the 1st horn needs to be blessed with a clear head and an equable temperament, for the horn is a perilous instrument in the higher registers, the harmonics being so close together that the pitching of notes becomes a very exact science. Obviously the player requires a fluent technique across the range of the instrument, but this must include the ability to play softly without loss of tone or projection. The greater portion of orchestral horn playing is spent in support of other lines or textures and at a dynamic of mezzo forte or below, so the 1st player must not only be able to control the section’s level of sound with his or her own but also provide the prime example. In an instrument so easily associated with dramatic character and glowing solos, such apparently mundane playing can be easily overlooked, but it is very much the section’s basic responsibility and without it the orchestra stands little chance of blending within itself.
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EX. 3.9








A subtlety of approach is a prerequisite in a 1st horn, but this must be complemented, rather than subjugated, by boldness and confidence. The roundness of tone associated with the great horn solos of the orchestral repertoire is the hallmark of the truly distinguished player, but to achieve this the overall mental approach to the instrument and the personal appraisal of its character are paramount. With an instrument whose sound emanates directly from the player’s lips with no intervening reed, this assessment will largely determine the players’ limitations or otherwise. Thus a player who favours and nurtures the louder, more forceful, side of the instrument exclusively would be unable to provide in Ex. 3.9, the most famous of all horn solos from Tchaikovsky Symphony no. 5, the necessary serenity in the sound, even if the phrasing, dynamic variation, line and endless other factors were to be fully understood.


Undoubtedly this would be true of other instruments, but the unique qualities of sound production on the horn, coupled with the changes of timbre that exist across its large dynamic range, make the basic quality of tone production that much more persistent.


When choosing a Principal, any tendency to sacrifice purity of tone for other technical aspects of playing should be noted at the audition stage (few experienced professionals would miss it) for it will be magnified once the player is surrounded by orchestral sound. Though the ability to project a well-centred and cleanly articulated sound is important, the musical sensitivity of the player must be the prime qualification, a fact which many ‘managers’ of young orchestras seem unable to appreciate (although, in their defence, the available choice is unlikely to be vast and seniority of tenure becomes an almost inescapable factor).


Beyond the performance of exposed solos, the 1st horn has a responsibility to his or her section similar to that of the string Principals. The player must foster care in intonation and awareness of ensemble and articulation, especially with regard to the ending of notes and their length, undertake to contact the brass and woodwind Principals to establish the finer points of phrasing and balance, and be continually aware, without causing antagonism, of what the other members of the section are doing and how they are playing. In short, it is a position of immense responsibility and pressure – heading a section which is second only to the strings in its ability to mould and vary an orchestra’s personality and sound.


3RD HORN (PRINCIPAL)


The 3rd horn probably occupies the most rewarding seat in the section. The player is not only involved with the centre of the harmony but also has the opportunity to play many solos. In the repertoire of the late nineteenth and early twentieth centuries, the position covers much the same range as the 1st horn, and receives almost as many solos. Moreover, during the mid-nineteenth century, when valved instruments were beginning to be used in the orchestra, composers such as Mendelssohn and Saint-Saëns wrote for 1st and 2nd horns using natural instruments and 3rd and 4th horns using valved (both composers’ third symphonies, for example), a practice that meant 3rd horn parts were sometimes more chromatic and exposed than those of 1st or 2nd, and often more important. Similarly, some 3rd horn parts of Brahms are higher than those written for the 1st player. Consequently the player must have all-round   ability and musical sensitivity, and be able to produce the most refined sound while remaining aware of the surrounding harmonic structure.


In the rare instances of a three-horn section, the role of the 3rd horn varies. In Beethoven Symphony no. 3 (the first and still the most famous example) the position remains much the same as it would be in the larger group, the first movement using 3rd as an alternate Principal while 1st is allowed time to change crooks – 41 bars to change to F and 89 bars to change back to E♭. The subtle changes in scoring and rhythm for horns and trumpets in the middle of the recapitulation (bars 472 to 490) are worthy of note. These are unlikely to have been solely because of the 1st horn’s unavailability, as Beethoven could certainly have used the player again by this point, 51 bars after the part in F finishes.


The three-horn group of the Dvořák Cello Concerto uses 3rd both as an independent solo voice and – for nearly all of its comparatively rare appearances in the third movement – as an integrated line in three-part chording. All the solos occur when pitched in a different crook from the other two, and the use of 3rd, in this respect, was a matter of convenience. In practical terms it would be interesting to discover at what stage of the work’s inception Dvořák decided that the texture precluded the use of a 4th; it is all too easy to accept him writing ‘Concerto for Violoncello’ on the top of a blank piece of manuscript paper and then ‘Three Horns’ halfway down the page!


Prokofiev, however, probably did just that when he came to score Peter and the Wolf. Here the three horns only appear together (as the Wolf) and always in three-part chording or unison. However, in line with classical practice, 3rd is always placed between 1st and 2nd.


In respect of student orchestras such varying orchestrations become quite important considerations for, in the last example, a less ‘soloistically orientated’ player could play 3rd, whereas this is not the case in the other two works.


2ND HORN


Life for the 2nd horn player is similarly divided, albeit mostly within a lower register and largely bereft of melodic solos. The use of only two horns in the orchestra is surprisingly commonplace, since many of the apparently larger works do not require four. Beethoven Symphonies nos 5 and 7, Schubert Symphony no. 9, Schumann Symphony no. 2, Vaughan Williams Symphonies nos 5 and 8 are prime examples. In such cases, the role of 2nd is very similar to that of the woodwind sub-Principals and requires the player to provide octave support and careful balancing of sound and intonation, often in the most exposed and difficult circumstances – who, for instance, would envy either horn the sustained B♭ that links the second and third movements of Beethoven Piano Concerto no. 5?


However, in twentieth-century works for smaller orchestra (a desperately important repertoire for conservatoire and university orchestras) the 2nd horn has to undertake a very different role. Works such as Stravinsky Dumbarton Oaks and Schoenberg Second Chamber Symphony are uncompromising for the 2nd player, while Nicholas Maw in his wonderful Sinfonia makes virtually no distinction between the two parts.


In the four-horn repertoire the part for 2nd tends to lie between that of 3rd and 4th, most closely allied to that of the Principal (1st) but often doubling a line with 4th. In common with all 2nd players, this instrumentalist is often allotted a solo line in an awkward and less easily projected register immediately before the 1st player reiterates it in a more flattering one. This short passage, from Chausson Poème for violin and orchestra, is by no means easy for the players to combine successfully.
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EX. 3.10








Here 2nd appears from within the texture of a brass chord and actually starts the phrase pitched below all three trombones. To make the phrase sound as legato and inevitable as the one that immediately follows requires very fine playing indeed.


This one example demonstrates that the 2nd horn position is no place to hide and that its role is extremely specialized and demanding. It is common, for example, for the sound of an inexperienced 2nd horn to swamp that of 1st, even if only pitched a fourth or fifth below, owing to the relatively fuller quality of sound compared to that of the higher register.


In student orchestras, where a wide choice of players is not always available, the demands of any programme should be carefully considered before automatically consigning a less experienced player to this seat. The part will require a technique as versatile and confident as that of the 1st horn and comparable stamina.





4TH HORN


Much that has been said with regard to 2nd horn applies here also, though the parts will frequently be even lower-lying. In student orchestras a difficulty arises for the low players in all instruments. The register required of them in the orchestral repertoire is not likely to be so regularly encountered in the works they will play elsewhere. Therefore, one is dealing with unpractised players as much as anything else and this one fact lies at the root of many problems of orchestral balance and intonation.


For the 4th horn in particular, propping up the entire section in terms of tonality is a daunting task. In this register a young player is unlikely to possess either the roundness of sound necessary to match the other three, or the means of projecting it fluently. Clear projection of the bass notes is as crucial in this section as elsewhere, and the distortion of harmonic balance frequently encountered in inexperienced horn sections is not always the fault of an over-enthusiastic 1st.


The 4th horn is best-placed to perceive and comment on the balance, intonation and quality of the section as a whole, and thus needs to be a musician of sensitivity and diplomacy. Such a role is not normally required from the 4th horn of a student orchestra but, nonetheless, this additional responsibility should be taught and nurtured.


Solos do come the 4th horn’s way and the player must be equipped to deal with them. They are generally of the short, unrewarding variety, which makes them all the more difficult in performance, as in the unaccompanied example with which Franck actually opens his symphonic poem Le Chasseur Maudit.
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EX. 3.11








At least Franck sets this solo in a reasonably comfortable, resonant part of the instrument and not, as is so often the case, pitched somewhere below the player’s boot straps! In fact it would be hard to accuse the composer of being unreasonable in this instance for, just eight bars further on, he repeats the passage (with triplets replacing the single crotchets of Ex. 3.11) for 2nd and 1st – perhaps the ultimate example of even distribution among the horn section.


Solos of a more melodic nature do exist, however, of which the most famous is undoubtedly that from the 3rd movement of Beethoven Symphony no. 9 mentioned earlier. (The apparent missing ligature between the seventh and eighth bars of Ex. 3.12 – the low G’s – corresponds to a page turn in the autograph. It is usually included in performance.)
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EX. 3.12








Whatever the historical reasons for its original scoring might have been (on which subject much has been written), it is now an unquestionable part of the 4th horn repertoire and should not be routinely re-allocated to any other player, even though 3rd horn at least (whose part for this movement starts with 119 bars rest) is tantalizingly redundant. It need hardly be remarked that this work is monumentally difficult for all concerned – not least the conductor – and can only be performed by an orchestra of quite outstanding technical ability.


Other occasions where fluency across the full range of the instrument will be required from 4th horn are often encountered when the section is increased in size.


The Enlarged Section


The addition of extra players to the standard section of four horns occurs increasingly in orchestral music from the beginning of the twentieth century and much of the repertoire essential to music college and conservatoire orchestras requires six players or even more. In most circumstances the section will be increased by pairs and the standard format of ‘high’ and ‘low’ adhered to in principle at least. However, in a six-horn section, a combination of three + three is by no means rare and both combinations may be found within the same works, for example in Hoist The Planets.


Throughout Mars, the first movement of this work, the configuration is of two groups of three, and 4th is placed in the somewhat unaccustomed position of leading the second group while 3rd maintains the lowest line of the other three. In Venus Holst returns to the more frequent grouping of three pairs, 5th horn now taking an upper part, along with 1st and 3rd, while 4th reverts to a more accustomed role. Apart from Mercury and Neptune, where only four horns are used, this division is continued. The exceptional amount of six-horn unison encountered in Jupiter (and to a lesser extent in Uranus) underlines the remarkable originality of this score and the versatility required from all six players. Perhaps one last example of the meticulous care in orchestration that this work demonstrates is worthy of quotation.
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EX. 3.13








Here in Saturn a passage which is obviously three + three is divided by pairs in order to conform to the layout of the rest of the movement, but, of all the possible alternatives, Hoist chooses the one that keeps the standard four-horn group in their most natural division.


The use of six horns allows no alternative seating to one straight line, neither two rows of three nor a grouping of four and two catering for all the variations of their ensemble. Many further examples of six-horn orchestration will be found, most notably in works by Mahler, Richard Strauss, Stravinsky, Schoenberg and Berg. Even Webern, that most concise of all composers, uses six in the original version of the Six Pieces for Orchestra (1909) but dispenses with two of them in the later, somewhat less effective, reduced orchestration of the same work (1928).


Eight players, the complete doubled section, occurs less often but is by no means rare. Mahler demands it in three of the symphonies (nos 3, 6 and 8) as do Richard Strauss (Ein Heldenleben), Prokofiev (Scythian Suite) and Wagner (The Ring). Many of the idiosyncrasies of horn balance and blend can be gleaned from close scrutiny of these scores and comparison with those for a smaller section by the same composers, but the prime example of apparent effortless use of eight players must surely come from Stravinsky in The Rite of Spring. In overall concept the scoring is for four pairs of instrumentalists, although much dramatic use is made of the interplay of four against four. However, the careful division of the parts and the sheer inevitability of every line are wrought with deceptive ease. One of the most remarkable things about this work is the feeling of indispensable involvement it engenders for every single player in the orchestra – the ultimate example of chamber music expanded to massive numbers.


Larger forces than eight horns will only be found in isolated instances for special effect. The ten players required for Mahler Symphony no. 2 are in two separate sections (six + four) with the smaller group, who only play in the last movement, off stage until they join the main group to reinforce the climax. Such clearly defined separation is also true of the even greater numbers sometimes required by Richard Strauss and Wagner.


The rare instances of the horn section comprising an odd number of players have been referred to above with regard to the three-horn sections of Beethoven, Dvořák and Prokofiev. For larger odd-numbered sections one must turn to Mahler who provides examples of both five horns (the Scherzo of Symphony no. 5) and seven (throughout Symphony no. 1).


In the case of the Scherzo of the Fifth Symphony, the six-horn section required for the rest of the work is reduced by one player, and Mahler makes his intentions very clear by demanding a normal section of four players plus an obbligato horn whose part remains quite separate throughout the movement – a fascinating concept and one that works superbly well. However, the well-meaning attentions of various editors have meant that the printed orchestral material provides a slight discrepancy worthy of consideration. As might be considered logical, the corno obbligato part has been assigned to 1st. The original 3rd horn, Principal of the second ‘pair’, therefore takes over the 1st part of the four-horn group, and 5th (the Principal of the third ‘pair’), the 3rd. So far, so good. But now a small, thoughtless piece of over-simplification provides an unnecessary problem of balance. In the printed orchestral parts, 2nd and 4th retain their line and it is 6th horn who becomes redundant, which immediately sets the lower player of each pair on the wrong side of his or her corresponding Principals, as in Fig. 3.6 (a).
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Fig. 3.6








If, however, player 4 takes the 2nd horn part and player 6 the 4th, then the far superior positioning of Fig. 3.6 (b) results, with the added bonus of distancing the obbligato horn from the quite separate quartet. Such a situation may be achieved simply by passing the copies along the line, but it would be preferable either to provide extra 2nd and 4th parts or, even better, to redistribute the parts in the original material.


The seven-horn section scored throughout the First Symphony requires the extra player to add weight to the lower parts, doubling 2nd or 4th as the occasion arises or, more rarely, supplying the lowest line of the group.


Transposition


Because of the inventive methods of pitching horns mentioned in the first part of this chapter, horn parts may be found in every conceivable key, notwithstanding the fact that some may be encountered very rarely. In all cases (except performance on period instruments) these will nowadays be performed on the orchestral single horn in F, or, more frequently, the double horn in F and B♭, requiring the player to transpose many of the parts at sight. The player will automatically transpose them directly into F and not into concert pitch first (this also applies to passages played on the B♭ side of the double instrument). For this reason it is best for the conductor always to refer to notes in written pitch. Surprising confusion, particularly with regard to chromatic passages, can otherwise result.


In the treble clef all horn parts, in whatever key, transpose downwards, the only exception being the rarely encountered ‘horn in C alto’ which is notated at pitch. In the bass clef, however, two opposing systems are to be found – which can lead to complications, especially when both are to be found in the same work (Elgar ‘Enigma’ Variations, for example).


Originally, bass clef notation reversed the procedure by writing at the lower octave, requiring transposition upwards. Thus, for horn in F, both the following notations would provide the same sounding note.
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EX. 3.14








This is sometimes referred to as ‘old notation’, the later variation being to retain the downward transposition applicable to the treble clef, known as ‘new notation’. In this case, the two written notes shown above would sound an octave apart, as their written pitch implies.


On most occasions the intended pitch will be clear from the score but, except in the case of very low notes, it will not always be so from the parts, and some questions might arise.


Infrequent Additions


WAGNER TUBA


The sudden mention of tubas in a chapter dealing solely with horns might appear confusing but these particular instruments are the province of horn players for many reasons. It is the name that is somewhat misleading for these are not really tubas at all but considerably modified horns.


Wagner’s intentions and experiments in this area are well documented but, in brief, the original desire was to provide a new sound colour in the orchestra which would be strong enough to complement trombones and trumpets but close enough to the horns in timbre to bridge the gap between them and the brass. What evolved were what he called the ‘tenor tuba’ in B♭ and the ‘bass tuba’ in F (not to be confused with the real tubas of the same name), each of slightly larger bore than the horn but corresponding exactly in length of tube to their similarly pitched cousins, and retaining the conical bore and an identical mouthpiece. In outward appearance they are considerably different; the bells point upward and the coiling of the tube is elliptical rather than circular. There are four valves, three directly corresponding to those of the horn and the fourth making available an extra downward interval of a perfect fourth. This valve may also be used to adjust intonation, especially in the lower register.


Much has been written about the unfortunate misunderstandings that these instruments have caused, through their misleading name and their inventor’s regrettable decision to change the method of notation in mid stream. For student orchestras, who are unlikely to perform The Ring, it is probably sufficient to say that these are the instruments required by Bruckner (in the Symphonies nos 7, 8 and 9), Stravinsky (The Rite of Spring) and Bartók (The Miraculous Mandarin); but are not the instrument required by Holst (The Planets), Janáček (Sinfonietta) or Richard Strauss (Don Quixote), where the real tenor tuba must be used.


A full account of the problems relating to these intruments appear in Norman Del Mar’s Anatomy of the Orchestra and elsewhere, but they should also be mentioned here. Some inexplicable variations in notation were unfortunately perpetuated by Bruckner in the late symphonies (where the student orchestra most frequently encounters these instruments). Although he retained B♭ and F as the transposing notation, he became very confused by the octave. In the Seventh Symphony, at the beginning of the Adagio, the tenor tubas in B♭ sound a major ninth below written pitch and the bass tubas in F one octave and a fifth below.
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EX. 3.15








In the Eighth Symphony the B♭ tubas continue in the same written pitch but always with the addition of 8vo basso in the score. The F tubas are now, much more logically, assigned to the bass clef, but sound a perfect fourth above.


This method of notation for F tubas is retained in the Ninth Symphony. However, the B♭ tubas are here written at the lower octave (sounding a major second below) until a horrendous mistake occurs in the score (see Ex. 3.16).


Here, at rehearsal letter Q, Bruckner has suddenly reverted to habit and, in the score, the B♭ tubas are written one octave too high. As far as I know, this is not followed in any set of orchestral parts, where the right octave is always maintained. However, if nothing else, this example illustrates the dangers of blindly believing any printed score.
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EX. 3.16








Seating


Since Wagner tubas most often appear as doubling instruments for horn players, their position becomes enforced rather than ideal. When just two are required they will be played by the last two players of the section (horns 5 and 6 or 7 and 8) but a quartet is more common, played by horns 5–8. Only in works where no doubling is required (for example, Bruckner Symphony no. 7) is it possible to consider a position close to the orchestral tuba, with whom their ensemble is regularly linked. In this rare instance it is feasible to consider placing them immediately behind trombones, or in a block (two + two) to the left of the tuba player, although few platform areas will allow it. A further possibility in this circumstance, which works well if the orchestral tuba can be persuaded to move to the ‘wrong’ side of the trombone section, is to extend the line across the back of the orchestra, between woodwind and timpani.





[image: ]

Fig. 3.7








In this arrangement, trumpets will be placed in front of trombones and horns will move a little nearer the centre of the orchestra, so that none of the sections are too far apart.


Elsewhere, when doubling is essential and the horn section must remain in the normal position, an arrangement of two banks of four rather than eight in a line will, again if space permits, improve matters slightly. These two variations are shown as (a) and (b) in Fig. 3.8.
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Fig. 3.8








The various arrangements outlined above, each with its own problems of ensemble and collaboration, illustrate one of the salient differences between live performance and recording. In the studio re-seating can be effected every bar if desired, and the manufactured results stitched together later.






1 Classical instruments were considered to be most effective in F or similar tube-lengths (E or E♭). The modern ‘double’ instrument is pitched in F and B♭ – the latter to facilitate easier use of the higher register.
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