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INTRODUCTION

Jim Rohn, recognised as one of the world's leatingvational speakers, philosophers and
entrepreneurs claims that, “The greatest step tbwaccess is self-confidence. The greatest builder
of self-confidence is self-esteem, and self-esteemes from doing the daily things you know you
should do.*

On taking this recipe for success at face valueseems that building a successful career as
a professional horn player is easy enough: allsiriag and gifted student has to do to get a good
job in an orchestra and stay there is to build ispsklf-confidence by putting in his daily hours of
practice. However recent research carried outenfigdd of healthy musicianship suggests that life
for a musician is not always this easy. Statistegeal that a proportion of orchestral musicians
throughout the world, be they professional, amat@uundergraduates at music college, run into
health problems of varying degrees at some poiottogr which have a detrimental effect not only on
their physical and mental well-being, but also bait level of performance. Yet even the experts
committed to this particular field of research adthat tangible scientific data is still in its arfcy
and the causes of such illnesses are not entirdywk. Thus lack of confidence and performance-
related ill-health remains a challenging area wéstigation for musicians, medics and musitteges
alike.

One possible thesis, that ill-health is inherenth® artist, has been deemed questionable. Only
a decade ago, in his article “Creativity: is theneorm in the apple?” William A. Frosch maintained,
“It has not yet been shown that pain or diseasessential to the creation of art, or to other ®oh
creativity, nor that the creative product nece$samflects directly the emotional state of its
creator...we need a series of systematic cross-sattiand longitudinal studies of living
exemplars...and look at qualitative as well as quastifindings. We need to understand the
psychological dynamics of the creativities as wasltheir possible diagnoses.”
Frosch draws from the long established discussioong scientists and philosophers, traceable as far
back as Aristotle, concerning a possible link betvereativity and disease. He convincingly argues
that the verdict still remains “not provén’'With regard to players of the French horn, it would
certainly be unfair to render the creative personaf all those who happen to play the horn asg ‘th
stress-ridden, horn-playing neurotic’ bent on carqg one problem after another for his art's sake
(even if the French horn does have a reputatiobeasg the most quirky member of the brass
family!). As Andrew Evans points out, in fact thast majority of musicians lead a happy, untroubled

musical life, despite perhaps having concerns wldohnot affect their confidence or playing

1 J. Rohn 2004 Weekend Event, VIP Lunch, DVD 8, GDTrack 5

2W. A. Frosch “Creativity: is there a worm in thpple?”Journal of the Royal Society of MediciSept 1996 Vol. 89,
p. 508

? ibid



standards adversefyAnd yet, the issue of personality or the “psychatabdynamics® of the horn-
playing artist is worth looking at: while some hoteachers and music psychologists deem
personality to be of pivotal significance in theareing experience, others consider it a mere
misnomer.

Christopher B. Wynn Parry, senior consultant phgsiand trustee to the British Association
for Performing Arts Medicine (BAPAM) puts the undieg picture of statistics into perspective in
rather more rational terms. He states that anycrarscan lead a healthy and pain-free life “prodide
thattechnique is sound, body fit, mind and spirit calrt,® and is fully convinced that, “the majority
of medical problems facing the musician are preafglet” It seems, then, that there is a direct
correlation between a musicians’ potential perfarogarelated ill-health and his playing technique,
physical fitness and mental state. And that theiganust be on prevention rather than cure. It goes
without saying that French horn players are no gtxae.

In order to find ways of preventing illness andtating confidence, we first of all need to
identify those problems which are most common ®&librn. Only then can we develop strategies to
side-step potential dangers. Secondly, we mustelefvhat constitutes a sound technique and
discover methods of reaching the levels of mentdl physical fithess which according to Paarg
vital for healthy music-making. A further area twk at closely linked to developing technique is
practice. For if Jim Rohn is to be believed, thieis ionly through “doing the daily things you know
you should da®*which will lead to true performance confidence. Wtte above goals in mind, then,
this paper endeavours to take the reader on aggutnis a journey already navigated by the aythor
a journey retracing the steps of a horn player whoe lost confidence, her development and
recovery. Or viewed from the journey’s end, herdrt@arediscovery.

Chapter oneEvidence of performance-related ill-health provides us with background
information, and introduces the reader to our @sséntial theme: the concept of autondamd the
validity of personal experience. In the traditioofs postmodernism, feminist literary theory and
continental philosophers such as Merleau-Pontydétgier and Husserl, the case studies presented
here, including that of the author, can be viewsdphenomenological accounts of horn players’
performance-related health problems within the exintof standpoint epistemology and
multidisciplinary research. They set the scene. Melvise set universal knowledge of statistics and

abstract reasoning against the rich, textured kedgé of individual experience. In our case, the

* A. Ewans (2003pecrets of Performing Confidencendon: A & C Black, p. 135

5W. A. Frosch “Creativity: is there a worm in tapple?”Journal of the Royal Society of MedicirBept 1996 Vol. 89,
p. 508

® A. Williamon (2004)Musical Excellence. Strategies and Techniques harre performanc®xford: Oxford University
Press, p.41

" ibid

82004 Weekend Event, VIP Lunch, DVD 8, CD 15, Track

° while acknowledging this vast theoretical fieléré the concept of autonomy applies only in theexdrof perceptual
experience pertaining to the individual when adggimusical skill on his instrument
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general evidence found in conventional researa@nigched by the personal stories of horn players
who embarked on their own journey to regain comfcde

In the field of psychology of music, studies fodngson the musical mind as exemplified by
John A. Slobod¥ in England or Maria ManturzewsKan Poland, incorporate the personal case
study as aeliable source of evidence. The question is whregl@sonal experience has found its
place in the minds of instrumental teachers, musileges and other institutions dedicated to
musicians’ well-being. Moreover, to what extentsih personal accounts provide horn players and
teachers with deeper insight into finding prevaméatsolutions? More to the point, if a reliable
technique is central to having confidence, to wbkatent is personal experience relevant in
developing a sound and healthy playing technique?

Armed with enough background information from thretfchapter, the reader is then ready to
embark on his journey and find his own solutioneafter two,In Search of a Sound Technique
explores the core elements of horn playing in $eafca sound horn technique and introduces the
paradox of personality. Having established whicthpga take by the end, the reader continues his
journey in chapter threéy Sound Technique — On the Easy Roado find the answers. This part
looks at issues lying deeper below the surfacedsclusses a modified, integral approach to horn
technique. Chapter fouRractice Makes Perfect (!) puts theory into practice in the practice room.
Since this section is practical and optimistic ature, it addresses the reader directly using more
upbeat, informal language. The final chapfeiSound Support Systemis dedicated to the field of
healthy musicianship and introduces a number détand techniques horn players around the world
use to help keep themselves healthy in body andl.nfihe author’'s opinions and considerations are
presented in the conclusion which is rounded offiai personal afterword.

Concerning the research methods to this paperatitieor's personal account included in
chapter one is of central significance. It is toviewved as the underlying force and navigationesyst
by which the ensuing paper could evolve. Not onbsvehe guided by the personal journey she
herself had undergone; by virtue of her own persoesearch, she was fortunate enough to gain
access to a wealth of relevant information and @witherwise not necessarily available in
textbooks. Extracts from personal, email and tedeehcommunication are weaved into the text
alongside references from literature, playing méaad scientific research. Thus the paper makes
conscious use of narrative which in other acaderoittexts, particularly in the fields of law and
philosophy, is increasingly recognised as a resjpéetdiscipline in itself. The multi-layered texaur
is in fact highly indebted to the horn lesson eigreres with and generous contributions from the

following players: Julian Baker, Professor at they& College of Music and former Principal horn of

193, Sloboda (200Fxploring the Musical Mind: cognition, emotion, kiyi, functionOxford: Oxford University Press
M. Manturzewska (1991a) “35 Jahre Forschung uriahEnng in der Findung und Férderung musikalis¢hterch-)
Begabung in Polen® In: H. G. Bastian (eblyisikalische Hochbegabung: Findung und Foérderudginz: Schott



The Royal Opera House Covent Garden, Dave Clae#isied,horn of the NDR Radio Symphony
Orchestra, Edward Daniecki, Professor at the AcgdeinMusic in Gdansk, Pip Eastop, Professor at
The Royal Academy of Music and Principal horn o ttondon Chamber Orchestra, Andrew Joy,
Principal horn of th&€ologne Radio Symphony Orchestra, Thomas Josteofessor of Horn at the
University of lllinois and assistant Principal/u§il Horn of the NY Phil, Lucinda Lewis, Principal
horn of the New Jersey Symphony Orchestra, Kridiagcher-Turner of the Virtuoso Horn Duo and
former Principal horn of the Flemish Radio Orcheskergus McWilliam, second horn of The Berlin
Philharmonic Orchestra, Jens Pliucker, Principahhadrthe NDR Radio Symphony Orchestra, Katie
Pryce, former Principal horn of the KwaZulu-NatdlilRarmonic Orchestra, Michael Purton, former
Principal horn of the Hallé Orchestra, Fraydis Réekre, Professor of Horn and Chamber Music at
the Norwegian State Academy of Music and formemddpal horn of the Oslo Philharmonic
Orchestra, Georg Schreckenberger, second horn ef Bérlin Philharmonic Orchestra, Helmut
Sprenger, former Principal horn of the GiessenHaihonic Orchestra, Derek Taylor, Professor at
The Royal Academy of Music and former Principalrhof the BBC Symphony Orchestra and Theo
Wiemes, Principal horn of the NDR Radio Philharnco@irchestra. The author would also like to
thank the following coaches and therapists: Erikg&eB Bremen, Cacilia Cartellieri, Hamburg, David
N. Grimshaw, Michigan, Prof. Dr. Hermes Kick, Mamiin, Diana Schurrmann, Munich, and Anne-
Christin Wege-Csef, Wirzburg. The use of italicsotighout the paper has been employed for
emphasis, to express the author’'s personal opiicadvice. And special attention is drawn to the
guotation by Christopher B. Wynn Parry in bold o6 @s the running leitmotif throughout.

In the same way as the author, the reader, hawipgrienced the journey himself in the shoes
of a searching horn player, should be able to dn&vown conclusions. He will have learned to
understand the problems and obstacles a horn ptaggiface if he is lacking confidence or has even
lost it. He will be able to empathise with the aurth personal approach to horn playing, one based o
sound, faith and healthy musicianship, and may ied#dnk the role of the horn teacher both in terms
of his general teaching approach, particularly wiard to sensitive personalities, and in theednt
of assisting a player through crisis. Most impattiamowever, he will decide for himself on the
validity of personal experience. What role does-lsebwledge play in finding a reliable technique
and, as Jim Rohn suggests, knowiwngat to do daily in order to build confidence;take music,

and in our case horn playing especially, a life-eanimg experience?



Chapter 1 EVIDENCE OF PERFORMANCE-RELATED ILL-HEALTH

1.1 Surveys and statistics

In order to create our recipe for self-confidenod before we step out onto the road, we need
to establish which demons lurking around the copuse a potential threat to the mind and body of
the horn player. Are there any health issues knimvapply to horn players as opposed to for instance
harp players? Let us begin by casting an eye ofatidscape of some of today’s most recent surveys.
Interestingly enough, general information conceagnithe physical and mental demands of
performance or the physical and psychological vestip of musicians was thin on tlgeound right
up until the late twentieth century. Not until 198 the first case of a diagnosed medical disorder
among musicians appear in the press, when thespi@sry Graffmatf was reported in the New
York Times to have focal dystonia. This, alongsitie rather earlier (the late nineteen sixties)
promotion of beta-blockers as a means of redudiegohysical effects of anxiety, marked a growing
interest amongst leading medics and music psychsiom the various manifestations of ill-health in
performers. In the United Kingdom alone, specidllstics began to emerge, such as those set up by
the British Association for Performing Arts MedieiBAPAM), the British Performing Arts
Medicine Trust (BPAMT), Arts Psychology Consultat#d®C) and the International Society for the
Study of Tensions in Performance (ISSTIP) clini¢chet London College of Music. The main British
symphony orchestras agreed in the early 1980s wmdpa doctor, one who would be particularly
sensitive to the needs of musicians, assigned eém,thand surveys were carried out to provide
a clearer picture of the correlation between pertorce practice and ill-health.

The first large-scale survey of its kind by Fiscinbet al (1988) reported that 76% of 2212
musicians sampled were plagued by at least onecalezbndition which impaired their playing. Two
years later a survey which was carried out by Bi@molener revealed that 19% of 22 000
instrumental teachers suffered from performancateel medical problems. While factors such as
difficult repertory and a demanding lifestyle pldya significant role, the most common cause was
identified to be excess or inappropriate practicdeed a survey by Newmark and Lederman (1987)
of 79 amateur musicians who normally practiseddioe hour a day showed that during a week’s
intensive course, an astounding 72% developed ros@letal symptom¥ The BAMAP
endeavoured toategorise such symptoms in professionals whemitagked in 1992 on an analysis
of 1046 musicians who had visited their clintésThis revealed that a clear-cut medical diagnosis

such as focal dystonia or structural disordersccouly be established in half of those patientsisee

12 A, Williamon (2004)Musical Excellence. Strategies and Techniques amece performancedxford: Oxford
University Press, p. 41

ibid, p. 42

“ibid



The other half suffered from more general, non-gggesymptoms which the musicians themselves
attributed to bad habits and lack of fitness.

The forecast for younger players, too, is hardlyed of roses. The figure of 52% of those
seen at BAMAP who suffered pain and tension duec¢bnical faults rose to an astonishing 70% in
students® The most unsettling statistics overall, howevenegged from what is deemed the most
comprehensive study of orchestral musicians to.dHbte project was carried out in 1997 by the
Fédération Internationale des Musiciens (FIM) amduded 57 professional orchestras from Europe,
North America, Australia and South Africa. Findingsere consistent across the globe irrespective of
nationality. 56% had suffered pain when playingha last year and 34% experienced pain at least
once a week. And in response to the question ashé&ther musicians felt that their training college
or academy had prepared them for the trials aruul&dions of being an orchestral musician,
a remarkable 83% said “nd®. These figures clearly do not bode well for anydstt of today’s
generation preparing for the music profession. Whatore, a study by Warrington in 2002 showed
that 48% of those who suffered from non-specifiases of pain, although technique-related, were
under the age of 28.Rather unsettling evidence in the light of thet fdmt strategies to prevent
injury are thought to become harder for any adaltigarn once they have reached their mid-
twenties'® by which time the average student has alreadyriatic college.

But there is hope on the horizon. Within the lastatle there seems to have been a distinct
change of heart in the decision-makers of musiccation. In 2001, the National Association of
Schools of Music (NASM) in the United States called all institutions of undergraduate and
graduate programmes to “assist students in acguikinowledge from qualified professionals
regarding the prevention of performance injurfé€d which many institutions have responded,
including for instance the University of Michigan thhe Guildhall School of Music and Drama. The
Royal College of Music in London has also takendhallenge on board. In an effort to combat the
traditional tendency in places of music educatiothe UK to turn a blind eye to issues of body care
prevention of injury or psychological wellbeing, stirveyed a group of undergraduate students in
2006. The study was to serve as a foundation $ogribund-breaking curriculum initiative entitled
‘Healthy Body, Healthy Mind, Healthy Musié® The aims of the study were to address the students’

personal experiences of performance-related psggluall stress or physical problems, deduce their

Sibid, p. 49

%ibid, p. 42

7ibid, p. 49

18 ibid

19D. N. Grimshaw, J. A. Palac (2006) “Music Educatamd Performing Arts Medicine: The State of théahice”
Physical Medicine and Rehabilitation Clinics of oAmerica Performing Arts Medicingpl. 17, p.880

20 A, Williamon, S. Thompson (2006) “Awareness anddeace of health problems among conservatoire ststle
Psychology of Musi&4, p. 413
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general level of awareness of physical and mergalth issues in the music profession, and to
establish to whom they were most likely to turnddwice.

Of the 63 students surveyed, 15 constituted thegoay of woodwind/brass instruments, to
which the French horn belongs. Results clearlycaigid that wind and brass players were especially
susceptible to disruptions in the shoulders, nauk back areas, back pain being most prevalent.
Performance anxiety or ‘stage fright’ featured apaaticularly common issue of conceamong
students of all instruments and ranked higher thayrto-day levels of stress. The causes of those
non-specific physical and psychological health pois considered to be within the musician’s
control included lack of mental preparation, la¢Kimess, failure to warm up, inappropriate preeti
regimes, poor technique and bad posture. Withalaudot bad posture was the greatest offender, with
poor playing technique lagging not far behind. Ehdéimdings coincide with those of the 1992
BAMAP survey.

As for causes considered to be out of the musitiaastrol such as poor facilities or
instrument transportation and working hours, sttglevere in agreement that they do significantly
contribute to the strain and stress of being agssibnal musician, and that for these, accordingly,
coping strategies must be found. Responses to tlestign as to where students had gained
knowledge about the physical and mental demandbeofprofession revealed that principal study
teachers and personal experience were the mosieinegources. And when asked to whom they
would turn for help if faced with performance-reldtphysical or psychological health issues, again
the principal study teacher was spotlighted.

Instrumental teachers, including horn teachdesrly carry the greatest responsibility and
have a challenge on their hands. However, if ahiabas had no experience of health problems
himself, he may not know how to respond and be éadnof a helping hand. Unfortunately the
surveys of workingprofessional musicians mentioned above do not decla branch specifically
devoted to horn or even brass players, and a cdrapséve study comprising of horn players alone
giving clear-cut evidence upon which a horn teadwend found his teaching approach simply does
not exist. In the BAMAP survey, those sufferingrfranon-specific musculoskeletal problems were
divided up into instrumental groups, but the homwuld account for just a small portion of the 28%
named “other® The only symptoms clearly considered to be horbrass-specific were problems
affecting the embouchure. In the face of this wasté of hard facts it is primary evidence we need
or, as proposed by Mr. Frosch, a “series of systientaoss-sectional and longitudinal studies of
exemplars®? This may not be easy to find judging by the supghyssecretive natuféof musicians

when it comes to health problems, as referred t@/ggn Parry.

2L A, Williamon (2004)Musical Excellence. Strategies and Techniques haere performanceéDxford: Oxford

University Press, p. 43

22\W. Frosch “Creativity: is there a worm in the %3 Journal of the Royal Society of MediciBept 1996 Vol. 89: 508
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1.2 Case studies

Yet there are some exceptions to Wynn Parry’s ggisation, as a number of horn players
have been happy to share their experiences. Tleviog personal accounts begin with the author’s
own story. Only having come full circle and gainmg@osition in a professional orchestra after lgsin
confidence entirely was she confident enough teeshar experiences with others. This in itself led
to the discovery of some personal stories of egpegd horn players. Five of these are related below
in alphabetical order. While the collection mayree@o small to be deemed worthy of meeting the
specific requirements of Mr. Frosch, viewed as anily pieces of primary evidence, the knowledge

shared by each player carries its own value amdfgignce.

1.2.1 The author’s story

Irena M. Rieband Graduate from University of London and Princigarn, Sudecka
Philharmonic Orchestra
We all have a story to tell. Mine is of somebodyowbnce lost, then regained and is still
building confidence. And of a sunny, smiley yound who loved to play the horn. That rich warm
sound | had heard flowing from the female soloisa a&hurch concert when | was five, was to be
indelibly imprinted in my mind’s ear. Luckily for @ there was an old battered French horn up on the
shelf waiting for me at my new school, so | cou&t gtarted at the age of nine. Soon enough | was
thoroughly enjoying an involved musical life at leeal music school every Saturday morning. | had
the best possible opportunities as a young horpepla lessons with Derek Taylor at The Royal
Academy of Music from the age of 14, a scholarghbigo to The Purcell School two years later,
a performance scholarship from University of Londostudy with Julian Baker, and a year’s private
tuition with Fergus McWilliam in Berlin. In thoseags | did not worry too much about horn playing,
| did not think in terms of technique at all, argbues of instrument or mouthpiece just did not
concern me. | certainly never worried about my eanabarre. In fact | could not understand those
players who did! Regular solo performances werée gad parcel of being at school and university,
and | could always play whatever was put in frohtmee in orchestra to everybody’'s satisfaction
— just by listening, breathing and going for it.dAanyway, | simply knew | could always rely on my
sound.
During a rehearsal of Schumann’s third symphonyponcipal horn at the age of 23, and
around the time when | was thinking about embarkincauditions, | was suddenly struck with pain
in my coccyx. My mother had tragically passed avi@y years earlier, and | was living abroad in

Germany at the time. Trying to get on with my lifethe hope that the pain would go away got me

2 A, Williamon (2004)Musical Excellence. Strategies and Techniques haree performanceéDxford, Oxford
University Press, p. 41
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nowhere and very soon | could not sit down, lehalin an orchestra. So | was stuck, and did not
know where to turn for help. First of all | turnemlconventional medicine, but my spine was declared
to be in perfect working order. Visits to orthopmedoctors, radiologists, gynaecologists and

osteopaths proved at best fruitless, and at woeggading. Nothing helped, and | felt lonely and

disorientated, like a character out of a Kafka maavigating an obscure odyssey. As for my horn
playing, | thought | would never pick up the instrent again.

When | finally did, seven years later after undargoprolonged therapy and working as
an university lecturer, in marketing and in orchastmhanagement, | found myself perplexed and
frustrated. Never before had | thought about thea@anechanics of playing, yet now | was being
confronted with an entire array of issues withitterument | had not even realised existed.

My whole body was wrought with ever-changing tensiol could not rediscover my own
breathing method nor hold onto my previously cdhefourtured sound. And sometimes | did not
even know where to look. | tried out one technigfter another but each time came up against what
| perceived to be a barrier, reacting emotionalyeachers’ advice and inevitably experiencing @cut
performance anxiety, all of which | had never eigrased before. | was in a dilemma, because | was
seeking help on the outside yet unable inside Hovibany advice | was given. While | believed in
myself as a musician inside, | could not expreas tiusicality on the outside. Above all, | just ktbu
not understand why horn playing was suddenly dicdlf when | already knew from experience that
it was in fact easy. In short, | had lost all cdefice in myself, both as a person, a woman and as
a player.

Looking at the bigger picture certainly helped. M@ayers and horn teachers come in all
shapes and sizes. As do all musicians. Or all hubeings for that matter. Each has his own
technique, his own way of breathing, his own embowe, even his own way of holding the
instrument. Each is embedded in his own emotioretarup and life experiences. | began to realise
that although many players appear to just stanstage and do the job fully unscathed, each has his
own personal threshold for coping. While some nexgrerience any setbacks in their careers, others
are not so lucky. A small proportion of playerswthbich | belonged, apparently run into problems at
some point or other, in one way or another, benxiety, bodily tension or stage fright, which can
sometimes even lead to total crisis and collapgews, the small proportiomeed to fend for
ourselves.l believe this to be the crux of the matter. Hgviexperimented with a variety of
techniques, breathing, mental and physical exescisarm-ups and breathing gadgets, | was still
searching. They all helped to some degree. Buag mot until | had fully understood the validity of
my own subjective experience in finding what waghtifor me, that the technical problems | had
been fighting suddenly began to dissolve. | am riappy to be working professionally in an
orchestra on principal horn, to be enjoying my pigyagain, and most importantly appreciate the

quality of Life.
13



1.2.2 Further case studies

Julian Baker Professor at Royal College of Music and formenétgal horn of The Royal

Opera House Covent Garden and the Hallé Orchestra

Julian admits to having been an anxious performamnfan early age. He grew up within
a musical family and speculates that the ensuirgsgure and being encouraged to become
a perfectionist was a major contributor to his ahxi Or perhaps he did not play in public often
enough as a child, maybe he simply wasn’t praisezigh early on. Julian’s performance anxiety
began to manifest itself in the form of being plgdly sick before any challenge, whether musical or
sporting or of a social nature (meeting peoplédtierfirst time for example). This first emanateselt
when he was 17 and continued until he was 24. # ew&ing this period, at the age of twenty-one,
that he made his concerto debut with a professiorgdiestra. Only four or five minutes before going
on stage, he was vomiting- something to the averayeert goer not normally associated with
Mozart. As he freely admits, the auspices for dthga&areer were not good.

Feelings of nausea became normal for him beforeygwerformance, until without medical
help, his confidence in his ability to deal withshproblem led to a reduction in the physical
symptoms of his anxiety. Whereas before he hadyswi@ubted the genuineness of others’ praise
and encouragement, he learned slowly to believe bdseficial use of enhancing his next
performance. He also learned successfully to coyehis ‘problem’ and overcome performance
anxiety using various technigues. He always prestsdow, deep breathing before a performance and
is always aware of his learned breathing skillslevplaying. While being aware of their limitations
he began to use suitable beta-blockers, to helgaladhe physical symptoms of his stage-fright. He
knows that for some people they take something dveeny the performance, in terms of spontaneity,
and can spoil some players’ concentration. He arghat the fact that one is fully aware of these
dangers should suffice in not allowing oneself ¢calffected adversely by them, and that the freedom
they allow is sufficient to encourage the confidertbat says “Yes, | can do it!". If surgeons
themselves have been known to employ them, he sdnysshould one not try them out in a different
kind of theatre? It is also important not only seuthem sparingly and only when one judges them to
be absolutely necessary, but also that they asubstitute for practice.

Julian always takes time, away from others, befoeeformances to ‘psych’ himself up
mentally and tell himself he can do it, a processctv can last anything from a few minutes to over
an hour on occasion. He also actively plans inteinge, often with a book, to divert the mind from
performing. Although he was no longer vomiting, tabit of arriving on stage at the very last minute
remained throughout his entire playing career. Amgl reasons behind this remained his ‘secret’,
much to the perplexed and not always favourabletiss of his colleagues and some conductors.

14



Having jumped into the deep end of the profess®oa &rincipal horn in the Hallé Orchestra,
at the age of 20, Julian had not had any guidarwa & good teacher on any of these issues. He is
more or less self-taught, which is one of the reasehy he was and still is highly dedicated to
teaching. Julian does not talk about anxiety muclessons so as not to draw attention to it and giv
grounds for concern unnecessarily, as he belidagperformance anxiety can be a self-perpetuating
phenomenon. He maintains that it is far betteretxh in such a way that the problem never arises.
He believes in the necessity of encouraging a ipesmindset in his students at all times. Howeifer,
needed, Julian will give some practical hints tanbating the ‘nerves’ and “treat it as what it is,
a fact of life.” He also focuses on the importané@ractising good, relaxed breathing because this
is what suffers most when the ‘nerves’ kick in. &y, he tries to helgtudents recognise that one is
allowed to make mistakes. He hates the expressfam are only as good as your last performance”.
“How about all the other performances going backrgethat were very good?” he argues. Not
having to be perfect was a fact he himself onlyred to accept towards the end of his career of
playing Principal horn.

Julian is critical of orchestral management in gahdéde believes that “there is a scandalous
lack of understanding of performance nerves andemption of the work musicians do, particularly
among those responsible for the musicians whosaggposedly, under their care.” He comments that
the symptoms of anxiety are usually manifestechimsacial behaviour and often alcohol related, thus
sufferers are often stigmatised as being ‘charsicteks he points out, many musicians are
‘characters’ anyway!

Julian is well-informed about recent medical reskain the area of anxiety and healthy
musicianship, and the access that musicians hatve tmedical profession. In retrospect, he suspects
that he developed a mild form of focal dystoniag ttuembouchure overuse (too many “Swan Lakes”
and “Sleeping Beauties”) and a lack of sufficientidlays. This manifested itself in uncontrollable
shaking, and perpetual tiredness in the lip, evethé mornings, or after a day or more away from
playing. This naturally created more and more agxidqulian points out that there are programmes in
place for stage fright, and contract orchestras haedical experts on hand. He encourages anyone
who needs help to put his faith in those who aaénéd to give it. And most important of all, he
advises any horn player to take a holiday every aod then. He advises alwagsactising and
reminding oneself of the fundamentals of horn pigywhich are style, sound and stamina. Never to
practise too much or incorrectly, and find otheblhies in life which are a source of enjoyment and

pleasuré?

24 . Baker, email (abridged) 12.5.07
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Katie Pryce Graduate from Royal Academy of Music, former Pipat horn KwaZulu-Natal

Philharmonic Orchestra, currently free-lance in dom

Katie had no problems with confidence or perforneanoxiety in the early years. She had
supportive parents who were not at all pushy, abaayoyed playing and had quite a solo career as
a girl. But when she went to The Royal Academy aisM, people had already heard her name,
which was surprising to her, and she found hefsetélly bowled over by the pressure”. At the age
of 17 Katie suddenly felt she had to live up toestheople’s expectations. She relates, “The nerves
crept in at some point when | was at music collagye had performance classes, which started
getting to me - all those people just waiting fouyto go wrong. If | split a note it would spirabim
there.” Katie suffered from symptoms such as shgkireart-racing, sweating and what she calls
“going through the motions”, just getting throughthe end of the piece. For the first time in lifer |
she was not enjoying playing, she experienced d&mimg motivation, thus did increasingly less
practice and became caught up in a vicious circle.

Katie went to see a doctor because she could r#ratand what was happening to her, and
wondered if she was suffering from depressionh8ught there was something wrong with me!” she
exclaims. The doctor simply diagnosed a case dbpeance anxiety and prescribed beta-blockers.
Katie was not prepared to take tablets at thatoegause psychologically she could not accept taking
what she considered to be a heavy drug in ordptatyr Katie explains, “I spent over a year feeling
helpless, not knowing what to do. | relied on basaa lot, which is apparently a natural beta-blacke
And because the first thing that goes when you Istage fright is your breathing due to the rush of
adrenalin, | started doing lots of breathing exssi And started talking to people. It was all
breathing and sorting my head out.” Katie emphastbe importance of having such supportive
parents who helped to take the pressure off, ameiirthird year at the Academy she began to regain
her confidence. She comments. “| realised it wdkwious putting all that pressure on myself and
just thought f*** you! Knowing | am a good playeras a big step.”

When playing concertos nowadays she usually focoisd®lding a piece of paper on the wall
with the breath, and advises that it is good toedwow focus one’s attention away from the nerves.
According to Katie, “we get it into our heads thia¢ world will come to an end if we mess it up,
which isn’t true”. She practises Alexander Techeichecause it helps get her mind into “a more
analytical mode”, started going to the gym a fewargeago, and pays attention to nutrition. “Getting
fit is very important,” she maintains; “on daysp#rformances | don't have any caffeine. But that's
probably just a psychological thing.”

Katie admits to having tried beta-blockers someagydater, but found the performances very
dull. She relates, “Even experimenting with betackbrs made me realise that | can play the horn.

But for me, beta-blockers are not the answer becafisund that then | didn’t care about the split
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notes or the musical performance at all.” She dosist however that there is nothing wrong at all
with other players who take them if that is whaties them through. For her the solution is, “tdfi

a medium between getting all nervous because @wasplit notes and taking some heavy drugs
where we don’t care.”

Katie emphasises that she did have wonderful teachie The Royal Academy of Music,
however suggests that the music college environicembe perceived as elitist and suffocating, thus
students are not always able to blossom. She heesgkts having lost 2 years of her playing life
“thinking others were thinking bad things about wigen in fact the majority are really nice people.”

Katie concludes that she now perceives performampeéety as “a very selfish act”. Her
bottom line is, “Who cares if the first horn pastd bit pearly? We are there to contribute andeto b
a filter for the composer. It's not just about phaythe horn, but about personality. Being a good

entertainer.”?®

Michael Purton Former Principal horn of the Hallé Orchestra

Mike was diagnosed in 1989 to have a very unusasg of focal dystonia. Looking back on
his career as a Principal horn, he sees himself'asnsitive person” who was thus faced with figdin
ways of getting round nerves. It wasn't until wielio his career on first horn that he began toesuff
from a balance disorder. His head started tippiagktvards and the problem gradually worsened
until it got to the point where he just could naek the mouthpiece in position. He saw the top
specialist in London at the time who said the canfshis condition was unknown and that it can
sometimes sort itself out. Having tried out a \grigf therapies and therapists in an attempt teesol
the problem including homeopathy, hypnosis and ateler Technique, he could not find an
immediate cure and decided to change careers.tiospect he puts it down to a weakness in the
sense of balance, which was then exaggerated hticadd factors such as occupational stress and
bereavement. Mike also admits that he did not abwalge care of himself in those days. He stresses
the need for any horn player to “lead a healthy-dfyle”, i.e. get enough sleep, keep fit, havedgoo
food, and learn to cope with factors in the jobnelte such as stress, mobbing and high pressure as
well as “get rid of any niggling technical diffidids.” Because as he points out, the job of a horn
player does have its greatly inspirational and relimg sides which need to be enjoyed.

According to Mike though, one generally has to khifit doesn't matter if | cock it up- there
are other things | can do in life." Mike takes algophical view and believes that sometimes our
inner consciousness is telling us what is rightu®rIn his case, it was to start something newdayo

he is Principal of The Bromley Youth Music Trusdagioes not regret it at all. He jokes that theee ar

% author’s notes, phonecall with K. Pryce 19.5.07
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two things in his life he is happy about — a) thatwas Principal horn of the Hallé Orchestra for
thirteen years and b) he isn’'t any nmdfe

Georg Schreckenberger Second horn The Berlin Philharmonic Orchestra

Georg comes from a particularly musical backgrowamdi having taken up the French horn at
the age of 14, his playing took off like a rockde was soon having lessons with Richard Schneider
at the Pfalz Philharmonic Orchestra in Ludwigshaflse to home, and after a few weeks of lessons
he recalls practising Mozart 3. Horn Concerto ia Summer holidays in Bayreuth where his father
was Principal trombonist during the Festspiel seasbere he met Gerd Seifert, and by the age of 16
he had won a scholarship to study at the Mannheirsierconservatoire. Soon afterwards he began to
study with Marie-Luise Neunecker in Frankfurt, amden a colleague from the Bayrischer Rundfunk
suggested he did an audition at the age of 17,ddent through to the finals. Georg was grateful fo
not having his studies interrupted by getting thi® pnd continued at music college where he wished
to improve his embouchure and gain more orchesipérience. However, his Father's enthusiasm
about his achievement led him to do another audisoon afterwards, for the Cologne Radio
Symphony Orchestra which this tintee won. Thus Georg embarked on a professional rcamee
Cologne at the early age of 18 and left his yodttifeams of further study behind.

Six years later Georg progressed to second hofinénBerlin Philharmonic Orchestra, where
he remembers having to rise to the challenge aywmimg the entire spectrum of dynamics. “It was
an enormous change playing-wise. Pianissimos | doparticularly difficult. But over the years
| gained confidence; | noticed that many musicieespected me, even Abbado seemed to abide my
playing, and so | felt confident in my position. étything progressed without any problems, and
| would even play in Bayreuth in the summer. Atskeantil | had a wisdom tooth out in 2001. When
| returned to playing | felt a slight irritation ime bottom left lip and chin area, but thoughwauld
just go away. After all, | hadn’t played for a fedmys. But things didn't improve, | began having
problems in the middle register and soon enoughd aving anxiety issues.”

Georg was diagnosed as having a mild case of dgstor2002 and was off work for three
months. He was prescribed tablets for anxiety a&ftdafell enough to go back after the summer. But
playing became increasingly difficult again andtbg summer of the following year he could not get
a note out of the instrument. “It felt like my targwas tied and as if my lips clamped up from the
inside and wouldn’t allow the air through. It wasohtil | started concentrating on the air-flow ttha

things began to improve.”

26 author’s notes, phonecall with M. Purton, 28.3.07
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Georg sought help from a good teacher, experimewni#id various methods such as the
Chicago techniques, Song and Wind and Alexandehfdigoe and has found therapy helpful. He
gives the following advice on how to cope in sudditaation: “The most important thing is to reduce
your own expectations and celebrate the small ssese Because the first thing that goes is your
confidence in something you have learned, somethanghave been doing for years - successfully.
So when you are at the point of zero and nothingagking and you want to get back on that stage,
you have to completely turn your head around.”iHstructions on what not to do are: 1. Don’t think
about the old times and what you used to be abpdayy those days are gone. 2. Don'’t think about
the times when you suddenly couldn’t play anym8teNever compare yourself to others or your old
self- it's irrelevant. 4. Don’t think about the lprway ahead of you until you become your old self
because you will never be that person again. 5epicany help, however small. 6. Do not be angry
with yourself or ask questions like ‘why me? ooifly | had...?’ They are a waste of time.

His advice on how to help oneself are 1. Praisesaifi However small the progress may be.
It could be just one particular note which sounite noday. 2. Allow fear to be present. Fear of the
future, of what the conductor might say, or youlleagues’ reactions. 3. Be open. Talk to people and
don't hide yourself. 4. Find a place to practisesvenyou are left alone. At least there you doniteha
to feel watched.

He has been back to work as usual since the s€&B12005 but claims that, even if others
do not notice, his horn playing “isn’t like it used be”. Moreover he is convinced that his lip
problems were a mirror of other, deeper issues.rgsenan avid jogger, and enjoys cycling. He
arranged to take his bike with him on tour to Feamdth the orchestra this summer, as he cannot
imagine going so many weeks without it. Sportsaressential part of his daily life. As well as the
philosophy that, “you have to let go of absoluteberything.?’

Helmut Sprenger Former Principal horn Giessen Philharmonic @stia

After many years of experience, four years on Hpadchorn with the Giessen Philharmonic
Orchestra and 16 years with the Bremen Phiharm@uhestra, things suddenly started going
wrong. Helmut remembers the sequence of events olegrly. It began with a cracked solo
fortissimo entry in a big piece with eight hornsigh planted the first seed of doubt in his mind.
Then came a bout of trembling in the lip on secbach in Bruckner Symphony No. 8. He started
thinking to himself “what’s going on?” And insteafljust letting it go, he carried on in the hopatth
the problem would sort itself out. Soon afterwandshad increasing back pain which culminated in
a slipped disc and a back operation. He says, “Blgkpack of self-confidence fell off. That great

feeling of ‘the world’s my oyster’ was gone. Too chuself-observation”.

27 G. Schreckenberger, email (abridged) 23.5.07
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Helmut recalls his first performance on returningatork after the operation on 3rd Horn in
Die Fledermaus. According to him it was “a total bemrassment”. Then fear of potential
unemployment kicked in. His lip became numb ands@lgl as a rock” and so he was off work again.
With the help of good teachers including Marie-leuNdeunecker and Christoph Kohler in Luebeck
and the Farkas method, he became well enough tmagk. But Helmut says that it was too early.
Unfortunately he was thinking too much by that stagd a kind of “duel” was going on in his head.
His lip went for the second time and once more bl not get a note out. Once again Helmut
sought the help of a good teacher, this time thmpet professor Klaus Schuhwerk, GroR3ostheim,
Aschaffenburg. By using unconventional methodshsas lying on one’s back and playing long
notes, he was able to get his first notes out@iribtrument again.

Among other therapies and relaxation techniqued)adtedance therapy during a stint in the
psycho-sematic clinic in Bad Segeberg. Howeverpm@tiog to Helmut, the key to recovery was re-
programming his mind and thoughts. He claims that all in the mind and to do with the ego; the
only person blocking you from your dreams is yoliré&¥hen asked to give concrete advice he says
that if something starts to go wrong do not wait itoto go away but seek help immediately. And
stresses two things. Firstly, realise that we anlg bumans and not machines so we have to accept
that there are good times and bad times which ¢an kst a few weeks. Be kind to yourself and just
try to do it better next time with a patient attieu Secondly, find some kind of hobby to balance ou
the pressures of the job and take time to do rétxdechniques to cope with the anxiety, be it
Autogenes Training, Alexander Technique, anythingllalt doesn’t matter. He also points out that i
is the particularly ambitious students who arenttosst susceptible to crises.

Helmut is now able to play everything in his ownnte but has not yet returned to the
orchestral section. He pursues a musical carearfeee-lance conductor and teacher of the French
horn to all levels of students including professaioplayers undergoing crises. Helmut has great

satisfaction from being able to successfully pashis experiencé

A picture is now beginning to emerge. Set agaihst backdrop of research into health
problems among professional musicians in geneglyell as the recorded tendencies detected in
brass players and music students, the personatierpe of those horn players above provides us
with some clues as to where a cure can be foundudin sleep and healthy eating, fitness or
Alexander Technique, a complete change of minds®tect practising and practice hours within
reasonable limits only as well as a hobby to takeomind off things were all deemed helpful, it no

essential.

28 author’s notes, meeting with H. Sprenger 22.2.07
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They also provide us with some of the missing @eoeour puzzle. Firstly, the areas which,
for horn players, are most likely to be affectedltiewise are those related to posture, such asipai
the neck and shoulders and, most notably, backgmrabright down to the coccyx. The second area
is problems related to technique, in particular eudhure. And there appears to be a strong
correlation between the two. The most devilish hdzao look out for among the horn playing
community are focal dystonia, occupational stresgvell as the first signs of eventual burn-out and
anxiety as their knock-on effect. And last but aitly not least, the issue of stage fright is angri
candidate for inspection by players of the FrenomhParticularly by any aspiring principal study
teacher! Because according to the research, ngt maly the player himself be faced with such
difficulties as a student or professional, but wapproached by his own afflicted students latea®n
a teacher, he will be expected to suggest an apptepractice and fitness regime made to measure.
A tall order, | hear you say? This may well be Bor if the student’s teacher did not experience
difficulties of this nature personally, he may rfm¢ in the position to pass on self-confirmed
experience or knowledge as inspiration for anyhearideas. In turn, the student may not have any
answers up his sleeve to help others at a later @ate big vicious circle. So where should he turn

for help?
1.3  The threatening three

In addition to the above evidence, both empiricad @ersonal, the opinion of experts who
have had copious practical experience in dealirty vap performers and their performance-related
issues provides any horn player with valuable dirids. So before embarking on our winding road
in search for solutions, let us lean on the abaweces and explore our three potential health threa
in more detail; the less well-known conceptfo€al dystonia which applied to three of the case
studies above, general day-to-dagcupational stresswhich relates directly to the music profession

itself, and the stress performance anxietywhich individuals experience on stage.

1.3.1 Focal dystonia - an unsolved entity

Known sometimes as ‘occupational crafiipfocal dystonia is a neurological disorder
characterised by sudden loss of movement or cavatidn, and can affect any part of the body. In
brass players, and particularly horn players (darélypperhaps to the concentration of so many tiny
muscles confined within the unusually small areaaohorn mouthpiece), the part of the body

generally affected is the embouchure, and the rasstirrounding it. It goes without saying that loss

29 A, Williamon (2004)Musical Excellence. Strategies and Techniques haere performanceéDxford: Oxford
University Press, p. 45
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of physical function is particularly distressing fany musician because his body is essentially his
instrument, and peak performance is highly dependarfully-functioning groups of muscles. So
when things stop working naturally, or subsequebtation of the lips is hindered in any way, the
psychological impact can be devastating. As AndiEwans puts it, “any technical or physical
malfunction hits at the heart of the musicians'fatence”*® Indeed, as depicted in three of the case
studies above, the onset of focal dystonia morenofhan not puts a musician’s entire career in
danger. Interestingly, the musician will only peveethe effects of dystonia while playing and not
while doing other every-day activities, for examplashing up or whistling. What is more, the
condition tends to creep in slowly, and does neaghk cause pain and so can go unnoticed for some
time. For these reasons it can take a long timetfto be officially diagnosed. In brass players,
typical early signs of focal dystonia are for exdémghaking, sudden split notes or technical problem
in one particular register. The condition is stidlt fully understood. It was not until 1986 whes, a
stated earlier, the first musician was known taliagnosed with this particular medical disorddre t
pianist Gary Graffman who was reported in the NearkYTimes to have focal dystonia. An entry
dated 1999 in PubMed, a service of the U.S. Natibitmary of Medicine, reveals that the condition
was thought to be closely connected to the musgmetual engagement in playing:

“A professional pianist developed career-endingafodystonia. There is a possible relationship
between the pianist's syndrome and his past pldyistgry. Although the patient has derived very
little benefit from various treatment modalitiess kandor regarding his impairment indirectly led t
the establishment of performing arts medicine aseeognized subspecialty of occupational
medicine.”

Twenty years down the line, dystonia still remaihe most difficult condition to treat in
musicians due to the lack of understanding assiiecise causes. One key factor seems to be
practice. Over-practising in an attempt to restbeeinsecurities of the embouchure has often led to
a worsening of the problem because the brain isreging incorrect muscular proceduréghere is
also evidence to suggest that incorrect practigenes are a cause unto themselves. In a surve§ of 5
musicians with dystonia carried out by Brandfonkeren 1995, 17 musicians had suddenly increased
their practice or had embarked on sudden interesetipe after a break. Interestingly enough, 8 cases
had recently undergone a change in technique tumsnt®? In addition our case studies show that
bodily tension and increased stress levels may a@dl insult to injury. Georg Schreckenberger
reports of symptoms such as tension perceivedlasak’ in the region of the diaphragm as well as

anxiety, issues to be discussed later on.

30 A. Ewans (2003Becrets of Performing Confidenicendon, A & C Black, p. 156
31 A. Williamon (2004)Musical Excellence. Strategies and Techniques haere performanceéDxford: Oxford
University Press, p. 45
% ibid
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Separating the symptoms from the cause is not ap tsk. But improvements, for some
players, are known to be made through the relegroiruse-dependent cortical networks. Muscular
relaxation techniques such as basic yoga or Fetdenkave also proved valuable to help reduce the
acute stress in which these musicians find therasélWevertheless medical research continues to
search for further answers, as a letter sent ouhbyDeutsche Orchestervereinigung e. V. on 30.
April 2007 to brass players in all the professioGarman orchestras testifies. The letter states tha
“The medical phenomenon ‘Brass player dystonidyisio means fully understood”. And its attached
guestionnaire gives insight into which areas regfirther research: Part A asks general questions
about a brass players’ person, instrument, orcigsisition and job requirements, as well as practi
habits and whether he or she takes breaks, days bfs any hobbies away from work. B focuses on
the symptoms that may appear, such as technichlgmng, and suggests possible reasons for them
such as increased practice, a change in warm-ugs @eneral attitude to playing and personal
reaction to any problems experienced. The finatiesednvites individual players to take part in

amore detailed investigation. Let us hope that tlagonity say ‘yes’.

1.3.2 Occupational stressors

The orchestral musicians surveyed by FIM were adkedhake a list of the 10 greatest
stressors in their everyday liv&sA conductor who saps confidence was ranked togheflist,
followed by for example having problems connectétth the instrument, playing an orchestral solo,
medical problems which affect work and making nketaduring performance. A survey carried out
through the Musicians Union in Britain documentad1988 by Wills and Coop&rrevealed that
there are three types of career stress applyingugicians. These were:

a) professional factors such as worrying aboutidbk of work or financial benefits, taking on work
whenever it is available, thus causing difficultiegh holidays and within family life, and conflgt
with management.

b) situational or environmental stressors suchaagnly rehearsals during the day and a concert at
night, a long tour or performing with inadequatbearsal time.

c) personal stressors such as feeling isolated neva city or while on tour and the stress put on
personal relationships.

Without a doubt the greatest stressor of all wadirfg the need to reach the levels of musicianship

that musicians tend to set for themselves. It seébatanusicians, then, are their own worst enemy.

3 A. Williamon (2004)Musical Excellence. Strategies and Techniques haree performanceéDxford: Oxford
University Press, p. 47
*ibid, p. 46
% A. Evans (2003Becrets of Performing Confidencendon: A & C Black, p. 133
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The French horn is an instrument where all of theva issues can feature significantly,
particularly in the hands of a player on Principafn. Let us take first its physical demands. While
some instruments weigh more than others, perhadl icases the demands of co-ordination and
strength which our muscles have to meet in ordendamtain playing posture for any amount of time
are not to be underestimated. The horn is certaing of those instruments where the player has to
make allowances. We were not born with a naturah hgayer's hand to fit the bell, nor is it
necessarily natural to turn one’s body or head raddo reach the mouthpiece. The physical strain
alone of holding the instrument which weighs a adermble amount for hours on end, not to mention
the constant carrying it around from one placertotlaer can easily lead to injury if players do not
take measures to counteract the strain. Some imstricases for instance are lighter than others, an
can be carried on one’s backs for comfort. A nundesuccessful horn players have taken measures
to have their instruments tailor-made so as to idenably reduce muscular aches and pains. Pip
Eastop has invented his ‘Pip-stick’, a brass rostimg on the thigh, which helps to support the
instrument and reduce strain in the left arm. Anddey and others in Britain have had the mouth-
pipe bent at an angle, so as to fit their playiogtpre rather than having to adjust the body to the
instrument unnaturally. Andrew also uses a FreeNeeight carrying system to hold his horn. And
Katie Pryce is happy playing her Paxman as opptusad Alexander because that particular model is
lighter.

While such measures may seem a little extreme rieesand may not apply in the beginning
stages, awareness at least of these issues skmofddtibe encouraged from an early age, so as to
avoid bad habits that may lead to problems laterYaung players can then learn to develop their
own strategies of dealing with the physical strafirplaying their - hopefully beloved - instrument.
Parry’s advice to all musicians is not only to deehnical warm-up, but more importantly a physical
warm-up for the body before playii§ This can include stretches of all kinds, arm @ig| knee
bends, trunk rotations and deep breathing. Fiveuteagalone can work wonders. Regular breaks in
between sessions are equally important, with aratcéting, deep breathing and walking around to
keep flexible. No sportsman would dream of puttimg body under equivalent strain without
counteracting the tension. And after long periodsorchestral rehearsals where the player is
restricted to the confines of his chair, his bddyat his mind will be crying out for relief.

Making mistakes when performing, orchestral solos laving up to conductors’ expectations
are certainly issues which any player of the Frenain simply must learn to come to terms with.
A nickname in the German language of Glueckspisales it all: playing the horn is a gamble. That
spiral instrument which sometimes appears to hawveiral of its own needs to be handled with

abandonment and courage. It is no good playing safeating ourselves up about the mistakes we

3 A. Williamon (2004)Musical Excellence. Strategies and Techniques haere performanceéOxford: Oxford
University Press, p. 55
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just made, because then we can slide into thatlspircaution, of self-doubt and eventually fear or
even injury. As Julian Baker has written, “we cammantee the next note as soon as we disrelgard
result of the first®” And if he cracked a note, Derek Taylor always useplay the next note louder,
whatever the dynamic markings, simply to get hisficence back (much to the strange looks of
some conductorsf. We have all been in the position where a condustbwant it even quieter or
rehearse that particularly exposed horn solo tingtane again until we feel we can play no more.
But if we are to rise to these pressures, we nasshlnot to allow any external opinion or result to
get the better of us. This calls for a need to bigwveerves of steel. And a sound mind.

Helmut Sprenger believes strong nerves to be driitRelaxation techniques can certainly
help. So can, as Mr Parry points out, a good didttane to relax as well as to pursue other sportin
and cultural activities. Particularly while on todihe need to keep mentally and physically on top o
things is all the more crucial when away from hor@aly too soon can musicians slip into an
unhealthy routine of irregular meals, lack of sleem perhaps too much alcohol. Something that
seems at first to represent an escape from lorssline the end can exacerbate the loneliness.itself
Which would be a shame if it robbed the musicianmfrenjoying the riches of playing music and
having the chance to travel, with all expenses!paid

Of course every chosen way of life or career lwimgth it a proportion of built-in stress
factors, and we can not have things our way egtiglit we can obtain satisfaction by developing
strategies for coping with these factors so thay tdo not in themselves have to affect our work

adversely.
1.3.3 Performance anxiety

Stage fright featured prominently in both the RCtddy as well as the above case studies.
And according to David Grimshaw, Clinical Associd&eofessor at the Michigan State University
College of Department of Osteopathic Medicine aridhigan School of Music, performance anxiety
causes the most concern for young musicians atiteigfore at the heart of Michigan University’s
teaching on healthy musicianstfbAndrew Evans goes so far as to view one of the mairses of
burnout in experienced players to be untreatedopged performance anxietyThere seem to be
a myriad of ways to cope with anxiety, as Aaronllfihon points out. One survey in 1989 by Wolfe
revealed that out of 200 musicians, a grand tdtdl78 strategies were reported. Two-thirds of these

strategies were emotion-focused and one third werkelem-focused. Steptoe has divided the various

%7 ). Baker, email 20.1.07

38 author’s notes, phonecall with D. Taylor 16.3 07

39 author’s notes, phonecall with H. Sprenger, 6.6.07

“0author’s notes, phonecall with D. Grimshaw, 3073.0
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possible coping strategies of anxiety as follow&%3deep breathing, 28% distraction, 23% muscle
relaxation, 22% alcohol, and 12% medicinal. Somald/ase a combination of two or mdte.

When talking to professional horn players, theargj will admit that they have, atome
point or other in their careers, been confronteith wne or more of its symptoms, be it loss of breat
dry mouth, racing heartbeat, nausea, loss of memodyconcentration or even loss of hearing. The
practical advice of professional musicians on hoveambat such evils varies enormouSiyErom
lying down on the floor or reading a book diredilgfore a performance so as to clear or occupy the
mind, focussing ones attention on a spot on thd waldissolving aspirin under the tongue
beforehand, or even popping a beta-blocker wedldwance as a precaution. Derek Taylor’s favourite
tip is to take on a glass of water for moral suppdowever he generally goes by the paradigm that
the level of our anxiety is a reflection on our gel attitude towards playing. He comments that it
was those times when he did not take a glass adrveat that he actually needed it, for example for
that one performance of the Britten Serenade fillmgdBC cameras. A memorable performance
indeed, he recalls! The next evening was perfectl 0 he emphasises the necessity mentally not to
build up towards any performance but to take eaehas it comes, just “go and play the melody, sort
of thing”.** Some days are simply better than others. Alan \ézan the other hand claims that
“experience is the real ke¥?’and the only way to get over stage fright is tocfise playing

repeatedly in front of an audience, any audience.

A biological reaction

The general consensus of opinion however is tof@cuthe music and get the symptoms into
perspective by taking stage fright for what it & biological reaction. Andrew Joy, for examplethwi
a pinch of Australian humour chuckles, “Imagine tagbras in the bush in the middle of mating.
When they see the lion, ..**In his book provisionally titled “Thoughts and Egsaon Horn
Playing”, Julian Baker rather more politely reféssour ancestors who would run away from a tiger
in the jungle as fast as possible but alternativiélyhey saw a rabbit, attack and kill it for fadd
Whichever way we look at it, symptoms of stageHtigre a physical manifestation of the ‘fight or
flight' response, which we as human beings havertdd. If we think we are under threat or in
a confrontational situation, our bodies go intatateode and in a flash the strategically minded par

of our brains is shut off, making way for that pattich is fuelled by instinct. Our adrenalin levels

2 A. Williamon (2004)Musical Excellence. Strategies and Techniques haree performanceéDxford: Oxford
University Press, p. 11

“3 author’s personal experience

44 author’s notes, phonecall with D. Taylor 13.1.07

5 A. Vizzutti The Allen Vizzutti Trumpet BookAlfred Publishing, p.6
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shoot up when we are in a state of arousal. Blamheas away from the digestive system and
extremities, and energy is propelled into the majaiscles ready for attack. Unless the situation is
handled carefully, this process inevitably makesigls#en up or even shake, possibly lose focus and
become anxious.

The first crucial step we as performers need te takto differentiate between the physical
reaction and our emotional interpretation of theiadion and, perhaps most important of all, our
thought patterns. If we can allow the body to rela® should be able to accept or even welcome the
adrenalin involved in the physical reaction rattiem fight it. When we are calmer we can channel
our thoughts into positive beliefs, and find it pibde to playthrough the nerves. Some players
believe that it is our perception of the performgitgation itself that is causing the adrenalirpoese
in the first place. If only we can change our pptmm of the situation from an environment of
potential danger to a haven of safety, then permce anxiety cannot rear its ugly head. Bruce
Lipton, author of “Biology of Belief” which attest® the theory that our perception alone is the one
factor responsible for cell growth, explains,

“Similar to the role of the receptor protein, thejpbthalamu® receives and recognizes
environmental signals; the pituitary’s functionestles that of the effector protein in that it leles
the body’s organs into action. In response to tsré@m the external environment, the pituitary
gland sends a signal to the adrenal glands, infayritiiem of the need to coordinate the body’s “fight
or flight” response....In response to perceptionstoéss registered in the brain, the hypothalamus
secretes ...CRF [corticotropin-releasing factor], abhtravels to the pituitary gland. CRF activates
special pituitary homone-secreting cells causingnthto release adrenaocorticotropic hormones
(ACTH) into the blood. The ACTH then makes its waythe adrenal glands, where it serves as the
signal to turn on the secretion of the “flight-fijhadrenal hormones. These stress hormones
coordinate the function of the body’s organs, pilowg us with great physiologic power to fend off or
flee danger...®
In Lipton’s terms anxiety is the antithesis of gtbvand both, growth and fear, cannot take place at
the same time. Derek Taylor's belief in the nedgdsi “think positively all the tim&°and not only
in the performance situation correlates with thisotry.

Further psychological strategies to help deal \stdge fright are to reshuffle our perception
of our listeners, for example from an expectandyeailr mass of criticisers waiting for us to make
mistakes to a bunch of jolly over-earners wantmdpé entertained on a good night out. Or visualise

the performing situation in terms of the dramani@’ of rescuer, victim and persecutor thereby

“8 Wikipedia: The hypothalamus is a portion of thaibithat contains a number of small nuclei withasiaty of
functions. One of the most important functionshaf hypothalamus is to link the nervous systemecetidocrine system
“9B. Lipton (2005)The Biology of Beliebanta Rosa: Mountain of Love/Elite Books p.148
*0 author’s notes, phonecall with D. Taylor, 13.1.07
L A. Ewans (2003Becrets of Performing Confidencendon: A & C Black, p. 129
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avoiding the victim role which is inextricably lied with emotions of fear and vulnerability. This
technique may be particularly helpful in prepanatior an audition or exam situation. We can on the
other hand adopt a practical technique of decocistru By identifying those elements of the music
which are our main cause of worry, we can constyotaionalise what will truly happen if we get
these isolated musical events wrong. Otherwisealiesiging fast passage or a particular high note
may loom over our entire performance if we so all@ut will the effects really be so devastating?
A truly positive thinker will replace the irrationbelief with a positive one, or just take the emgs
away from that particular event completely. So ranjourself that you can play the notes before and

the notes after without any difficulty. And do soonfidently.

1.4  Personality

One approach, an example of an emotion-basedgyragecombating anxiety, is based on the
assumption that the problems performers have ae stéth their real audience are simply the mirror
images of the relationships they have with parts tleéir own personality. Therefore as
a therapeutic exercise we can play out the arertheoperforming stage with aspects of our own
personality. Katharina von Held outlines this pihoe in her article entitled Mein Inneres Publikum
(My Inner Audiencef? In a nutshell, the coach works together with therfgueer in
a coaching session to create an imaginary stagehwhia projection of his or her inner world.
Individual aspects of the personality, for examffiear’ or ‘Confidence’, are clearly presented. The
performer is then invited to “surround the dragonmgmely observe the different relationships
between these aspects of his or her personalitygenda feel for any inner conflicts. Then the
conflicts can be resolved one at a time with thip lné the coach, either by means of dialogue or
dance elements, or a combination of both. The jpl@ds for the performer to feeVhat is going on
emotionally, so as to then be in the position ti&ena fundamental change to his emotional state, for
example to send ‘Fear’ into a corner at the badkefall. Thus inner calm is re-established.

This approach may seem far-fetched for some. Huers, the idea of dissecting one’s own
personality to get to the bottom of any playinglpeons is an overwhelming prospect or may seem
irrelevant. Some horn teachers however view adohggssues of personality as intrinsic to their
teaching. Frgydis Ree Wekre commented in one lemsoh, “A lot of it comes down to one thing...
Personality.®® She claims to have “seen, over the years, thatszhrof the actual progress that can
happen is strongly linked to the personality of itdividual student. Of course, this personality ca

be influenced in a positive direction, and heredlly think the teacher is extremely importafit”

52 K. von Held, “Mein Inneres Publikum® in B. Bad&t004)NLP Konkret im Selbstcoaching und Projektmanagement
Bargteheide: psymed-Verlag

3 author’s notes, horn lesson with F. Ree Wekre 2061
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Jeff Snowdon, horn teacher at The Nottingham Boigh Kbchool remarks that, even at an early age,
“you are up against all aspects of their persadralit® Kristina Mascher-Turner is of the opinion that
if there are deep-rooted emotional issues involvaith are getting in the way of performance, then
there is no way around it; these must be addremsedesolved®Indeed it seems that the author was
not the only student who has benefited from teahgentle hints and ideas on the subject of the
‘head’ or general sense of direction. After her t@aslass in Banff with Frgydis Ree Wekre July
2007 one student wrote: “| have been quite scattereny thoughts since returning...Your presence
and words have a wonderful way of grounding me gatdme back on track. | had not realized how
far away from my path | had strayed. | still havkot to figure but | wanted to thank you for helpi
me slow down and start making decisions rather phstrreacting to the things around meé.”

Needless to say, particularly when difficult ‘baggafrom childhood is concerned, it is
probably best to leave these issues in the handsaal-trained psychologist, music kinesiologist o
personal coach, at least for the purposes of ikgedation. Besides, where would it take us? dulia
Baker for instance once took a personality testiclvitoncluded that only 3% of his “type” were
performing artists® This did not stop him from having a successfukearthough, even if he was
more musically rather than psychologically suitedhe profession. But an overindulgence in self-
analysis may well stop a budding horn player frogitigg on with the job! Relevant though it is to
know who you are and to “sort your head out” asi&&ryce put it, perhaps there comes a point
when we have to accept who we are. The more wevievaurselves with issues of personality, the
greater the danger of becoming embroiled in corxefrihe self rather than the task in hand, namely
of objectively playing the music. Thomas Jostl@imner of the American Horn Competition, for one
is adamant on this point. If we are to take hisi@gvthen we must "make sure it is never about
M.”Sg

It would be understandable if some confusion werereep in at this point before we have
even set off on our journey. Because, paradoxtaligh it may seem, what Thomas calls “being
about you” is precisely what keeps those who hastdonfidence going. They embark on a quest for
something they have lost, and will not rest uritdyt have found it. The search for a solution tanhor
playing soon turns into a voyage of self-discovasythey explore one technique after the other, not
able to fully trust any of them, and find themsshgoing deeper and deeper. Until they get to the
bottom of their problems and find the will to refaae again. This paradox in mind, let us contimue i

the shoes of a travelling horn player who goe®arsh of her own answers.

%5 author’s teaching practice 18.6.07

56 K. Mascher-Turner, email 3.3.07

" F. Ree Wekre, email 3.8.07
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Chapter 2 IN SEARCH OF A SOUND TECHNIQUE

Our studies suggest that poor technique is at tiem of many a horn player's health
problems, and was consistently rated in the abaveegs to be the second most common cause of
health problems among musicians. So developingiadstechnique is apparently no peripheral issue.
If a horn player suffers from performance anxiddy,instance, he may well find one or more of the
above strategies helpful in learning to cope wjtmgtoms on stage. However, the tools he uses may
only reach the top of the ice-berg. According toiffas Jostlein, any real long-lasting solution to
anxiety is intermeshed with a player's overall mighe® Thomas puts his earlier instances of
performance anxiety down to an ailing techniqueerghs when it came to performing for the
American Horn Competition, he was confident he wiaucceed. Thomas associates his success with
his overall approach to playing, and claims thatilevhbooks and theory can help to
a certain extent and even produce a “temporary®fiit’is one’s commitment to a sound technique
which ultimately does the job. Julian Baker con8rthat it is knowingve are good players and being
able to rely on our ability which will pull us thugh in the end? And Katie Pryce confirms in her
story that it was not until she knestne was a good player that she saw the light. &mditvans also
states that hoping it will be alright on the nighill not do: “Confidence iknowingthat it will.”**He
suggests that a performer's anxieties can only uessfully overcome in the long term by

developing a strategy which includes putting otethnique on firm footing.
2.1  The constant self

This strategy is built around what Evans calls “Eoastant self* i. e. placing the notion of
technique in a broader yet stable context. He argl@ something which is stable and constant by
definition counteracts the very nature of anxidetaphorically speaking, anxiety is in itself an
unstable entity and tied up with internal and enaéwariables such as fear of the unknown, being
vulnerable to certain aspects of our personality, mood changes or our surroundings, and the
unpredictability of life events. “The constant 8alh the other hand is firmly rooted in stable @sse
such as our playing ability, talent and our abititycope with life events. Since the constant self
centred, it can quite literally withstand the impa€ these internal and external variables. They do
not knock us off balance. Imagine for instance aiman who isgrappling with technical problems

and is not convinced of his own playing skills everthe practice room; he will inevitably feel #tle

80T, Jostlein, email 24.3.07
1 ibid
62 . Baker, email 12.3.07
83 A. Ewans (2003Becrets of Performing Confidenicendon: A & C Black, p. 55
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more insecure when expected to make a displayeshtim public. Thus most players and teachers

agree that any technical faults or “niggling ditfites™°

as Mike Purton put it, must be well sorted
out in advance. Pip Eastop in London for exampégest that his teaching is devoted mainly to
“working on technique until it disappears so one gat on with the music®

Is it not ironic, then, that while most teachere g@utting hours of time and energy into
teaching students the mechanics of mastering thsirument, it is precisely the players’ lack of
technical know-how which is causing them the mesbfems. So where ihe problem? What in fact
constitutes a technique which can be relied on@iRgnan answer to this question goes hand in hand

then with building a stable foundation or “constaalf” which combats anxiety.
2.1.1 Embouchure —the answer to our problems?

It is generally understood among the world of bralssgers that good breathing and accurate
use of the lips are the two ‘musts’ for a good perfance. Probably the most disputed issue amongst
players however is that of the embouchure. Horkall typically come round to the topic of ‘the
lip’ sooner or later, and our ‘chops’, as they soenetimes called, may be the subject of scrutiny by
our next-door neighbour in the orchestra. Manyacher will home in on his new student’s facial
‘set-up’, and any book or manual about playing tioen will most certainly include aection on
usage of the facial muscles. Small wonder thentthatis the first place that players tend to loiok,
their search for a reliable technique. The mandiffier on details of embouchure, however, and there
seems to be no single definitive solution. Takdiplkarkas’ book, The Art of French Horn Playing,
for instance. He testifies to the vast number Giedent embouchures which make it “one of the most
difficult things in the world to describ&”.His ensuing attempt essentially contrasts the #eeta
smiling embouchure with that of the whistling tyged concludes that somewhere between the two
lies the correct setting, that of a “puckered stiifeHe also displays an array of photographs of
different players’ embouchures to underpin his mpirthat the majority of professionals place the
mouthpiece more or less in the centre of the lipszbntally, while vertically covering two-thirds o
the top lip and one third of the bottom lip.

On further investigation however this ratio appetrsbe the only common denominator
among embouchures of players around the world,eaed then we do not need to go far to find an
exception to the rule. Dave Claessen for instamcequite happily live with his off-set embouchure

because according to him, it is all about flextgll.® When it comes to other questions such as

8 author’s notes, phonecall with M. Purton, 28.3.07
% p_ Eastop, www.pyp.f2s.com, 26.3.07
7 pP. Farkas (1956 he Art of French Horn Playingew JerseySummy-Birchard Music, p. 19
% |bid, p. 20
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whether the lower lip should be rolled in or nbi distribution of pressure between the two lips, t
positioning of the teeth, the mouthpiece’s angl¢heface, the size of aperture and the use oélfaci
muscles inside the mouthpiece, opinions differ Wid€oncerning the use of the muscles outside
mouthpiece, two opposing schools of thought emeifye:more static setting of the muscles where
any movement takes place within the mouthpieceyghbby its disciples to provide a player with
strength and a solid base to work from, as opptsedhat Frgydis Ree Wekre terms the “rubber-
face-concept’’which is more flexible and dynamic in nature. Whilgtlining the advantages of both
in her manual she states her own personal prefefenthe latter.

So if embouchure is such a personal thing, howitche learned? First of all, let us consider
whether it is at all possible to accurately comrmoaté muscular procedures, which are based on
perception, to another person in plain English. Eequence of instructions on how to form an
embouchure mapped out by John Ridgeon illustraisgbint:

“It is of prime importance to establish the correglationship between the jaw and the upper teeth
before proceeding. The average player's teeth apeat the top and it is necessary to realign thgm b

thrusting the jaw forward...it is now safe to shape televant muscles into the embouchdte.”

Or in the description which surrounds the abova s®cond quotation:

“Thrust your bottom jaw forward, biting your from¢eth and closing the lips on the supporting

framework of the teeth. Commence the contractioitis the nose muscles by flaring the nostrils and
by squinting to activate the eye muscles. Whenhete pulled the cheeks into a broad grin you will

have completed the first stage of creating the emlare. At this point observe that the split

between the red membranes follows an upward caweartls.... The embouchure is now ready for

launching.”?

Hardly surprising, is it not, if the result ends imformation-overload, confusion or fear of even

breaking something.

Secondly, if everybody’s facial shape is uniquebiryh, can a teacher rely on his teaching
method to suit all his students? Farkas for instapoints out that any of his explanations and
suggestions on embouchure are based largely awmsexperience and work for him and several of
his students but may not work for others. This ss¢gthat any one particular method may work for
one player and teacher but simply may not suitstieent. If so, prolonged sessions of practice in
front of the mirror while doing long notes or argégs in response to instructions such as ‘keep your
chin down’, ‘make more of a double-reed shape’ mush your bottom lip forward” will prove

fruitless. A player who attempts to eradicate thghtest hint of movement around the mouth but

O F. Ree Wekre (2005}houghts on playing the Horn wélklo: Prografia AS
;;J. Rigdeon, (1973 ow Brass Players do it. A book of lip building dfekibility exercisefRutland: Belwin Mills, p.7
ibid
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who in fact is more suited to the rubber-faced apph may end up feeling desperately frustrated and
even forget all about the other important aspect®m playing in the process.

In the context of finding a solution to crisis vile embouchure, Georg Schreckenberger
criticises the lack of flexibility and willingnesamong some teachers to go beyond their own
technique and find a new solution in a joint effeith the student himself:

“The problem with going to an experienced teackethat he uses a tried and tested method which
has proved successful for many students, even thwidkeembouchure problems. But with dystonia
things like flexibility exercises, long notes toilbustrength and endurance and scales for clearer
tonguing are of no help whatsoever. Everythingtdasher has tried on students so far suddenly has
no effect. Not a pleasant situation for the teackiénat should he do? Send the student away? Let
him carry on with even more useless exercises? @&d-only very few manage to do this, and maybe

it is too much to ask — rethink. Think around tleener Forget everything which has gone before

teaching this student, because in this cassttidentis the expert, not the teacher. Develop a method
together which brings results very soon. It souadsy, but in my opinion this is the only way.
Otherwise Prof. X who is the most successful teacher in Germanymsad getting students into
orchestras is concerned, would have healed at ¢temsicase of dystonia. But he didn’t, and is not
likely to either for the above reasorfé.”

Our player has reached a dead end. Her belief dlaging problems stemmed from the
embouchure led to nowhere. So what are we suppmsedd now if even our teacher cannot find
answers to our embouchure enigma? There is stilbftion of trying out the many gadgets available
on the market to ‘strengthen’ the muscles, beBtEaR.P device for example, the non-pressure spring
device made in Germany or even a simple pencil betdeen the lips. One or tbhéher may prove to
be useful. Yet they probably will not provide adpstanding solution. So having tested one tool or
technique, the player lacking confidence movesmthé next in the hope of a fix which does not
hold in the end, thus finding himself in a viciatiscle of frustration and despair. The reality hatf
in a word, he has lost his way.

Yet not all is lost. Some recent horn manuals stiwat there are teachers who point out the
dangers of focussing on embouchure. Frgydis ReeréMedgins her discussion on facial muscles
with a word of warning about the danger of identify oneself with one aspect of technique only.
She points out in her manual that,

“it is, for example, easy to forget how importaimt @and support are...many horn players develop

problems_becausthey spend too much time thinking and analysirgrtkechniques. If you have

3 to remain anonymous
" G. Schreckenberger, email 10.6.07
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good high and low registers, a full range of dyreanihe desired sound, good tonguing technique,
accuracy and great endurance, you can concentiateisic and interpretatior>’

This implies that a good technique is not made fupnabouchure alone. Andrew Joy goes one step
further. He believes that the embouchure is theplase to look if a student is experiencing techhi
difficulties. Although he himself has since appliadd benefited greatly from Jerome Callet's ideas
and Jeff Smiley's ideas and exercises, he stideym principle with his own writingi the chapter

on lips and facial muscles in his manual, “Playting horn is easy”, his message is simple:

“The lips, for me, are like a caretaker or janitbhey have one job to do; open and closed like

a caretaker, if they are asked to do more than they complain or even strike...Most problems
experienced with the lips are symptoms orif.”

The fact that horn players who suffer from focatyia are so difficult to treat is further
evidence to support this argument; while the caomadliin a horn player generally manifests itself in
the embouchure, the very fact that the problensiglly exasperated by over-practising and focus on
the lips speaks for itself.

Focussing on embouchure seems only to be additigetoonfusion. What seems clear is that
the best way for a player with or without probleisi$o find a teacher who is not only an expert, but
more importantly, one who is wise and open enoogheat each student as an individual, in terms of
both character, judgement and skill. Yet accordmplayers who have experienced crises, such role-
models are not always easy to find. And while soules can be followed and believed in, in some
cases these may be best avoided or even left altogether. For each and every embouchure is —

and this is one thing for certain — unique.

2.1.2 Breathing

Perhaps breathing will make our travelling horryplaall the wiser. If finding an embouchure
is not the key to building our “constant self’, rhaythe more stable piece of equipment to hang on to
is our breathing apparatus. Phrases like ‘it'9Srathe breathing’ or ‘just take a big breath anovil
are commonly voiced words of wisdom in the worldbodss playing. Judging by Vizzutti’'s’ advice
on performance anxiety this is in fact the onlyaavee can rely on if in doubt: “Breathe deeply and
project the air confidently through the instruméitiis is the one fundamental you should always fall
back on when you find your confidence falterifg.”

But what if somebody feels he does not know howreathe in the first place? Or is looking

for his own way of breathing which he lost on they® Yet again, that player may become swamped

> F. Ree Wekre (2005}houghts on playing the Horn wélslo: Prografia AS, p. 30
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with changing opinions. While most players agres th play the horn we need to inhale as much air
as possible and then blow it out again, there sieebe a host of ways in which to do this. Philip
Farkas suggests that deep inhalation is achievedirbyltaneously “contracting the diaphragm,
pushing the abdomen forward and expanding theatiibward”’® While one player may demonstrate
that good breathing starts at the bottom and endseatop like filling up a bottle of milk (Julian
Baker), another may suggest inhaling as if throagiarden hose (Helmut Sprenger). Others again
may be of the opinion that in order to get enougath in, one good way is to expand the rib cage
(Derek Taylor) or imagine it being stuck to thedsr{Theo Wiemes). Some may forbid their students
to raise their shoulders while others may encouthgm to stick out the chest. Frgydis Ree Wekre
points out the down side of any such taboos irehiizle, “Thoughts from the NortH*While the old
school says breathe from the stomach and do re# yaiur shoulders, a player who is of slight build
simply may not get enough air in this way and wided to expand in all directions, including
upwards.

The use of the diaphragm on exhaling is a partibutzontroversial issue. Farkas for instance
explains “diaphragm pressuf8as upward pressure applied from beneath the digphand the
slow and steady contraction of all the muscles ralahe waist while exhaling. Indeed many players
and teachers come up with some description of ‘suppvhen questioned. In his article,
“Atemtechnik. Begriffsverwirrung ‘Stitze’ ” (Breathg Technique. Confusion over ‘Support’)
RobertKreutzer tries to unravel the mystery of the tesupport’. He asserts that while most players
agree that the notes should not be forced in daderake for good sound quality, the actual putting
into practice causes no end of probléfihere seems also to be a divide between Europehos w
may talk about ‘pushing’ of some description anadisthin the USA, for example Arnold Jacobs and
disciples of the Chicago philosophy, who prefer arengentle approach based on song and wind.
Some may suggest holding the ribcage out while lexghéo allow for better control of the stomach
muscles whereas others may prefer the idea oftoefla ball, or just ‘pushing out’. There are
breathing devices galore on the market from a btabker balloon to a ping pong ball in an air-tight
container as well as some, albeit carefully thowmht reading and video material such as The
Breathing Gym compiled by Sam Pilafian and Pat8bleridan.

And yet this abundance of tools and techniques beyart of the problem. Anyone who
finds it difficult to breathe may only find tempaoyarepose in each. He may even become totally
dependant on the tool, and convince himself heordy do a rehearsal if he has blown into the bag
a certain number of times or he only has enougp tapacity if he has done the breathing gym that

morning. These are all loopholes for finding anotleason to lack confidence.

"8 p_Farkas (1956he Art of French Horn Playinyew Jersey: Summy-Birchard Music, p. 28
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Or even worse, for want of too much trying or ‘ping’ he may add to any tension which is
already there. Those bodily tensions perceiveglayers to be ‘blocks’, as in the cases of Georg
Schreckenberger and the author, are what Alexdmleen refers to as chronic muscular tensitns.
In bio-energetic terms, based on Reichian theomy, protect ourselves from those emotions we
perceive as threatening by “armourifitpurselves through such tensions. And disruptioribérflow
of a person’s respiratory movements are a cleadcatidn as to the lack ahtegration within his
organism. According to Lowen, the most common giisain manifests itself in a dissociation of the
upper half of the body from the lower half whiclotks the free flow of energy between the head, the
genitals and the heart, thereby cutting off thespe’s feeling of life-force. And this manifestatioh
tension can often be found in the diaphragm. Inclvlwaseif a horn player focuses on pushing from
the diaphragm he may be pushing that life forcénferand further away

However, theory is theory. It cannot be touchedatired, truly made tangible. Indeed,
knowledge about the mechanisms of breathing frdihrearetical point of view can even be counter-
productive, as Ingrid Holck and Mogens Andresempout in Kunsten at puste Breath Building.
Tension manifests itself on a completely unconsilewel, so thinking about it will not make it go
away. They write,“If we are to acquire good breaghour knowledge of the breathing function does
not really help very much...we cannot consciouslytcgnevery single muscle and the above-
mentioned unwanteténsion often crops up quite involuntarily. Attespd analyse and intellectual
control can easily lead to paralysf§!”

The book goes on to demonstrate how it is possibldilise the breathing muscles without actually
moving any air and therefore the way we femist be overruled by relying on the moviag. In
these authors’ opinion, the body can lie. Thomamsiey similarly points out in his book, Singing
and Imagination, that singers (from whom we horaypts can learn) have been known to even
develop a dread of breathing due to the inapprtpriand unnecessarily attention-arousing
instructions of a breath-obsessed teacher. Helmisleyrateful for not having had the slightest
difficulty with breathing throughout his forty-fivgears of professional singing and counts himself
“lucky enough to have been spared the attentideaxthers who might have persuaded me that it was
a problem.®® Arnold Jacobs, whos teaching approach will be loakelater on, equally taught by the
motto that analysis leads to paralysis.

Evidently, concentrating too much on one skill ilwea with horn playing — in this case
breathing — is as bad for any travelling horn ptaa®is focussing on embouchure as the sole source

of note production. Either way, he becomes temgigrafflicted with a serious case of tunnel vision!

82 A. Lowen (1994)Bioenergetic#rkana: Penguin Compass, p. 13

8 ibid

841, Holck, M. Andresen (1994unsten at puste Breath BuildiSplrad Danish Brass Publishing

8 T. Helmsley (1998%inging & Imagination. A human approach to a gremisical traditionOxford: Oxford University
Press p. 102
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Perhaps he should take a leaf out of Thomas Hetadb®pk and realise that if efficient breathing
were as difficult as we are often made to belighen we would all be dead. Or perhaps he needs
a rest. Breathe a sigh, or yawn a yawn and goetepsiFor it is in these perfectly natural physical
phenomena that he may find the strength to carryama, incidentally, find the essence of his
breathing. Life generally looks brighter when the & shining in any case, as it did in the castef
author while playing Brahms in sunny Spain. Enjgyiavourite repertoire in the relaxed, bare-footed
atmosphere of a Spanish orchestra suddenly brahghtiesperately sought-after breathing back - as

if by magic.
2.1.3 Posture and the point of no return

We ascertained from research that poor posture mated the highest symptom of
performance-related problems among musicians, aasl a@nsidered a major contributor to poor
technique. Thus here is our final port of call éor desperately seeking horn player. While Andresen
and Holck maintain that the body can lie when imes to breathing, Lowen argues the exact
opposite when it comes to posture. According to kimotions are “bodily event®’ “The body
doesn't lie. Even when a person tries to hide this feelings by some artificial postural attituties
body belies the pose in the state of tension thatdated® So do our emotions lie at the bottom of it
all? Is our crippled technique the result of tensioesulting from a crippled postural attitude viahic
are in turn emotion-based? It certainly seems dtean research that our horn player’s discovera of
sound technique is highly dependent on finding @dgoosture. Moreover, if a player is to find a way
of holding his instrument which can quite literalifand up to the pressures of performance, then
surely he needs to be in the position to adjustiammove his posture automatically, depending on
how he feels.

And here we come to the crunch. We have reachegdire of no return - that point in the
journey where we come to a crossroads and do raw kvhere to turnBecause we do not possess
any sense of internal sensory integrati@ur horn player has completely lost all sensdiction.

Her whole system, horn playing and otherwise, ia gtate of imbalance, and she does not even know
where the centre of gravity is anymore!

Research by Dommerholt et al (1998) confirms thatrmhajority of musicians are not aware of
their own misalignmerff So where is the information which focuses on tempi as a bodily
function? Publications and research projects camagrkinesiological and biomechanical issues

involved in music making amongst the piano andggricircles do exist, for instance a 4-year study

8 A. Lowen (1994 Bioenergeticsrkana: Penguin Compass, p. 55
8 ibid, p. 100
8 A. Williamon (2004)Musical Excellence. Strategies and Techniques haere performanceDxford: Oxford
University Press, p. 48
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by Rolland at the Univeristy of lllinois in Ameri€dNot so in the world of horn playing, although
a publication titled “The biomechanics of playirngethorn” would presumably be met with open
arms. It would be wrong though to assume that tiodblpm had gone unnoticed altogether. There
certainly are teachers who are aware of kinaestleeticerns, view them as integral to a sound horn
technique and integrate them into their teachimgamme. Edward Daniecki for instance is careful
to keep a watchful eye on his student’s postura.dfayer is seen to have a habit of being ‘crodthe
in the shoulders, that student will doubtless beemed? Andrew Joy is especially unconventional
in this respect. As explained in his manual, hdgpseto get to the bottom of students’ problems by
starting with the feet: And most recently he encountered the benefitsaofriy his Atlas vertebrae
realigned, while he claims that Kineseology hasamitously restored his brain function that was
impaired or even shut down by stress. Performirapee again FUN and enjoyable.

And yet, while a simple change in the positionaighe feet or a more erect playing position
may initially work wonders for a player’'s soundethlteration alone may not withstand the test of
time. Such simple advice or even physical realigmnean not suffice if the problem is lurking
deeper below the surface. This truth came to lightt case study documented by the Physical
Medicine and Rehabilitation Clinics of North Amexiof a 20-year-old violinist. Having been
brought up on the Suzuki approach to violin playiagcollege she observed that others played more
freely than she did, but her teacher mayer spoken about tension while playing so sheumed
that her own stiffness was normal. After a sumnuense she developed wrist pain which worsened
despite physiotherapy and doses of ibuprofen. Tiargts to overcome the problems did not work
and so she became desperate because “her primeatior@l goal and her source of income were
being threatened® and “she felt her body had failed her ...creating iadiody disconnect that
escalated the intensity of her crises at the ovassr of health and vocatioff’She had to muster,
over a long period of time, a great deal of couragd patience to go through the procedure of
relearning from scratch how to listen to her owrdy@nd slowly “develop a sense of internal
rightness about posture and control of movem¥niThe article reports the crucial role of posture in
the violin player’s recovery, stating that “all mieers of the team agreed in retrospect that thigyabi
to be aware and sense the internal rightness dfigoand position was the single most important
aspect of this patient’s successful outcome... Areddzenefit was more confidence in her own sense

of internal control, which then manifested as brgitesture.®

8 Grimshaw, D. N. and Palac, J. A. (2006) “Music Eation and Performing Arts Medicine: The Statehef Alliance”
Physical Medicine and Rehabilitation Clinics of loAmerica Performing Arts Medicin€ol. 17, p. 878
90 author’s notes, horn lesson with Edward DaniegKi,07
L A. Joy (2005) “Playing the Horn is Easy” www.anijey.com
%2D. N. Grimshaw, J. A. Palac (2006) “Music Educatand Performing Arts Medicine: The State of théahke”
gE;hysical Medicine and Rehabilitation Clinics of loAmerica Performing Arts Medicin¥pl. 17, p. 884
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Moshe Feldenkrais would certainly have empathisé ter plight. His theory states that
incorrect usage of the body is the product of erpees which may stem from early childhood and
become so ingrained in the person’s organism thabeganisation of cortical networks is no easy
task. This theory possibly goes a long way to @rplehy focal dystonia patients are so difficult to
treat, and only respond to a total reorganisatidhe cortical networks in the brain. He writes,

“The earlier the fault occurs, the more ingraineapipears, and is. Faulty behaviour will appedh@
executive motor mechanisms, which will seem latdren the nervous system has grown fitted to the
undesirable motility, to be inherent in the persow unalterable. It will remain largely so unless
the nervous paths producing the undesirable patfemotility are undone and reshuffled into a bette
configuration.®®

From a horn playing point of view, the answer @&risty us in the face avoid getting into
such a dangerous predicament in the first platieis means learning the right patterns as a young
horn player, a right technique from the very begigrand building on it to build confidence. But
how can this be done? Despite our journey of s@agchve still have not found the answer to what
actually is a sound technique. We have rather ge#rby dissecting technique into separate elements
or adhering to any one person’s principle, tootemhnique to build one of our own can get us into
sticky situations. Even if that teacher’s suggesti@s in itself quite valid. Feldenkrais maintatinat
the nature of the tool, whether it is good or badirelevant. He writes,

“I contend that rigidity, whether physical or mdntee. the adherence to a principle to the utter
exclusion of its opposite, is contrary to the la@fslife. For rigidity in man cannot be obtained
without suppressing some activity for which he k@es capacity. Thus, continuous and unreserved
adherence to any principle, good or bad, meansresgipg some function continuously. This
suppression cannot be practised with impunity for length of time.®’

So if it is not the particular method or tool wenceely on to build a technique which is
inherent to our constant self and thus gives ussthbility and confidence we are looking for, then
there must be something else which is more reliaamething more fundamental, something much
deeper below the surface we have not yet foundha®e we simply been trying too hard? Too much
thinking and discussion of the whole subject, wkidid in itself, can become quite exhausting - as

the reader may agree.
2.2  Dis-ease versus Ease

So let us go back to the beginning. Perhaps we hassed something on the way. Something

we overlooked when talking about breathing maybe. eémmbouchure? There just has to be

% M. Feldenkrais (2005830dy & Mature BehaviouBerkeley: Frog Ltd, p.56
% ibid, p.18
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a necessary ingredient. It all started with Phigrkas’ theory. Where does his theory end? Let us
retrace our steps and be reminded of the lastrsemia his manual so well-known to the horn world:
“Perhaps the first artistic requirement of therhplayer is the judgement needed to properly msx hi
embouchure components to produce the results thanisical ear demands. When this has become
habit through long hours of diligent practice ahdotigh the intuition which simply must exist in
a real musician, he has requirements number otfedforn player- an obedient embouchdfe.”

And there it is It has been there all alondglhat bit of musical intelligence or sense of
judgement Farkas calls intuitioAll this groping around in the darkness trippingarpone tool after
another, hanging on to this technique or that,nmatable to find a way out into the light is predys
because players have lost their inner sense dtiire their sense of self. They feel uncomfortable
ill at ease. A feeling of disorientation or, for mteof a better word, dis-ease. As in the case of ou
violinist. Her case study goes to show that faudtgostural alignment are merely symptoms in
themselves, and that having a clear sense of dnesr compass is crucial to regaining self-
confidence.

We said at the beginning that all problems of dhlth among musicians are preventable. And
if ill-health or disease is about feeling disoreet and uncomfortable, then surely all we hawoto
is learn to feel at ease again. Which answerstlestgpn as to where the dis-eased horn player dhoul
go next in search for health and technique. Sutedye is only one road to recovery left to explore.
Let’s take the easy road!
Frische Fahrt

Laue Luft kommt blau geflossen,
Frahling, Frihling soll es sein!
Waldwarts Hornerklang eschossen,
Mutger Augen lichter Schein;

Und das Wirren bunt und bunter
Wird ein magisch wilder Fluf3,

In die schéne Welt hinunter

Lockt dich dieses Stromes Gruf3

Und ich mag mich nicht bewahren!
Weit von euch treibt mich der Wind.
Auf dem Strome will ich fahren,

Von dem Glanze selig blind!
Tausend Stimmen lockend schlagen,
Hoch Aurora flammend weht,

Fahre zu! Ich mag nicht fragen,

Wo die Fahrt zu Ende geht!

Joseph von Eichendorff*®

%8 p_Farkas (1956Jhe Art of French Horn Playinjew Jersey: Summy-Birchard Music, p. 27
% Poem in original German language to reflect aliena- and a glimmer of hope; the sound of thentar the horizon.
For English translation “Brisk Journey” see Apperal 72
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Chapter 3 A SOUND TECHNIQUE — ON THE EASY ROAD

3.1  The English-speaking world of horn playing

Having lost heart, and acquired a cluttered mihdreé had come a point when the author too
decided to turn back. To seek refuge in the Englgaking community of horn players she grew up
in, and to access that pool of support with whicé it most akin. Wherever the journey was to end,
there was a need to take a trip down memory lade anleast metaphorically, to go home. Because
there were no two ways about it- she had lost tauth her mother tongue, and at the same time her
authentic self.

So what did this circle of experienced horn playand teachers have to say? Here are just

a few examples of their reminders, both spokenventen:

“Learn to listen. And sing while you play.” The hot's many ‘buts, whys and whereforths’ were

silenced with the simple statement, “The resulty bminstant!” (Julian Bakely’

“I believe that thoughts manifest themselves phatiic Therefore | choose to think that playing the
horn is easy...Most fears associated with playinghtbre are based on irrational thoughts which you
can choose to replace with rational, positive amstructive thoughts.” (Andrew Jd¥j

“My sole focus is singing the pitches in my mind gty them on the horn and that's it.” (Thomas
Jostlein}®?

“Now imagine that you have a canvas with varioupebautlined and very specific colors assigned
to those shapes, exactly like those “paint-by-nuthbets you may have used as a child. What are
your chances now of producing an appealing finigihrediuct? Playing a brass instrument is much the
same as painting by numbers. Instead of havingsareaked off for you to paint, however, you will
have each individual note “marked off” in your headile you are playing it. Much like a great
painter has a clear idea of what he will painty@ag brass artist does the same. If he can onlysfoc
on his message, the brass artist can attain agytterwould like on his instrument. This approach
may seem too easy, too simplistic for it to workowéver, through personal experience | have

determined that this is the only way to be sucedsf (Thomas Jostleif§®

100 aythor’s notes, phonecall with J. Baker, 15.11.06

191 A Joy “Playing the Horn is Easy” www.andrewjoynto25 March 2005

121 Jstlein, email 16.1.07

1931 Jostlein (2003) “Painting by Numbers” , Omatmapublished, email, 24.3.07
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“Pay no attention to any of the following: whasdunds like coming from your bell, what to do with
your air, where your tongue strikes, the note yast mmissed, the high note coming up, standing
a certain way, what the pianist is doing, dynamic®nation, phrasing, or especially your histofy o
playing a certain note or phrase...the only thingéhhoughts can do is distract us from our sole job
to sing the notes in our head!”  (Thomas Jostleif*

“My system for playing is so simple, any child cdm it, yet many adults cannot. A simple-minded
person can do it, yet many brilliant and analytimaés cannot. What exactly, then, is this systeam? |

is one based on the notion, “if you can sing it gan play it.”  (Thomas Jostleifl}

“All you have to do is make the best sound you earevery single note.” And in reply to the rather
desperate question of what to focus on, the refitymay sound strange, but don’t focus on
anything? (Derek Taylor}®

“What about your heart?”  (Fergus McWilliatfi)

It seems that all the above players are saying aimaunts to the same thing. While Andrew
Joy maintains that there is no point in playingrgle note if we do not have a clear, positive ymet
of ourselves and image of what it must sound likeour heads, Thomas Jostlein focuses on the
pitches as a basis for sound and everything elgemnlulian Baker very much advocates following
the music note by note with both our eyes and ihgirsy part of our brains. Thomas also suggests
that it is our mental singing voice which leads thiay. And Fergus McWillianteaches by the
paradigms ‘if you can sing it, you can play*f’Derek Taylor on the other hand, suggests that the
pitching and singing comes automatically when #ageistate of relaxed concentration is reached. So
whether it is the sound, the pitch, our singingceodr positive thoughts, horn playing can appayentl
be easy if only we can programme ourselves tonlistéed sing. Not only in our minds, but in our
hearts as well if we are to bare witness to Fekdcid/illiam’s heartfelt question.

When questioned in a further phone-@labout the subject of listening alone, Derek Taylor
confirmed that all these elements are rolled ime.d1e went on to maintain that the greatest proble
in horn players is that they do not listen. Thepklithey do, but in fact they do not. He mentione t
example of a former student who had recently comek dor a horn lesson after many years of

experience as a professional player. The studemtai@ed that the best horn lesson he had ever had

1% ibid

1957 Jostlein, (2003) “Zen and the Art of Horn Playi Endurance for Brass Player” Omaha, email, BZ.3.
106 author’s notes, phonecall with D. Taylor, 13.1.07

197 author’s notes, phonecall with F. McWilliam, 1502

198 author’s horn lessons with F. McWilliam, 1994

199 author’s notes, phonecall with D. Taylor, 21.6.07
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was the one when Derek had spent over one houptmanly on the point of listening. Only much
later in his career did that player actually untierd what his teacher had been harlkingabout!

Interestingly enough, Julian Baker also attesteth&fact that he seems to have matured
alongside his own teaching approach. His book iogmss addresses more complex issues of
confidence and anxiety than it would once have dasewell as containing details of warm-up and
practice exercises. It goes into the ins and out®w to gain embouchure stability, discusses tengu
position, chin flathess and the muscles in thelippto the side of the nose, and in the cheeks.
Nevertheless, his latest advice was surprisinghp#. It was to learn to listen. In addition, aqaief
A4 paper was delivered by email which included fiblowing words and phrases Learn to listen,
Sing, Always Breathe and Blow, Stop Thinking - PtayEntertain, Tell the Story (all in large print)
and entitled, “The New and Improved Baker/Riebarethdd of Horn-Thinking™*°

If all the above players are in mutual agreemeuatelg it must be true that they inhabit
a world which is not only reserved for the verytfimate and gifted few, but that this is a worldrope
to us all? Apart from feeling fortunate to have esgnced the generosity, teaching and guidance of
such personalities, there was one other overridisge which gave the author courage: Above all,
their horn playing was, and still is music to harse And it is this simple fact which urged hekézp
going down Easy Road. Thus let us explore thebeiween sound, simplicity and technique in more

depth, turn into Listeners Lane and explore the t¢oful World of Sound.
3.2  Confidence comes naturally

First of all, the voices of the above players sstjgfeat there is something intrinsic to our being
which requires our attention if we are to keepgBisimple. The importance of ease, naturalness and
normalcy as a vehicle for confidence has also lae&nowledged in the writings of fellow musicians,
psychologists and performance experts. Sam Pilafrah Patrick Sheridaconstantly remind us to
“keep it easy™'! Arnold Jacobs does physiotherapy on his studentsy dwm the instrument to
“establish patterns of normalcy*? particularly with breathing, and Lowen brings uslao our
‘first nature’, that attitude free both physicaynd psychologically from the structures we have
learned which over time become second nature. oy ‘it must be a nature that retains the beauty
and grace that all animals are normally endowet waiitbirth. It is my deep conviction that a healthy
life and a healthy culture can be built only on fedirst nature.*'® Andrew Evans also strongly
urges us to take the easy road. He too proposet ttien easiest and best way for

a performer to develop performing confidence ibdse everything he does on his natural tendencies

1193, Baker, email 11.11.06
113 Ppilafian, P. Sheridan (200Rhe Breathing Gyrfocus on, DVD
2B Frederiksen (1996)rnold Jacobs: Song and Witthited States of America: WindSong Press LimitedPp
13 A, Lowen (1994 BioenergeticArkana: Penguin Compass, p. 104
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and characteristics. This will also help estabéspositive self image - naturally. He encourages th
performing personality to identify his own “musia@lap™® in other words to tune in to what is
going on musically in our heads and recognise yiséems we use to locate musical entitiegans
suggests improvising freéfy to help us build a relationship with our own madily and free
ourselves from the sounds and influences of ogmnetimes idolised, players. Thomas Joéstlein, as
shown above, on the other hand emphasises thesitgaafisworking on our sense of pitch. Pitching,
that crucial skill which must light up the path famy orchestral horn player, can be practised.eEith
by joining a choir, by singing to ourselves, humgiout loud or in our heads, whistling, pliaying

a phrase loudly on the mouthpiece before tryirapithe horn. Whichever comes easiest.
3.2.1 Innate talent

Some teachers may at this point exclaim, “but merrgne is musical” and argue, “What if
somebody cannot sing in tune in the first placeR& fuestion of whether there is such a thing as
musical ‘talent’, whether it is inherited or an aged skill is an ongoing topic of research amongst
music psychologists. People generally believe uiticly some music psychologists such as Feldman
or Gardner, that some players simple ‘have it'eathdon’t. But John A. Sloboda, internationally
acclaimed for his research into the psychologyhef musical mind, advocates that this commonly
referred-to wordly good, the musical ‘gift’ or ireeatalent’ in fact does not exist® Ample evidence
suggests that no particular skills can be singlatlio musicians as opposed to people in other
fields'*’, that so-called perfect pitch can be learned, amen in the case of child prodigies,
outstanding accomplishments always go hand in hetid colossal amounts of practice and hard
work. Moreover, by the age of ten, any given chddn fact fully furnished with all the mental
patterns of perception he needs to develop hisaalfsibility’ and flourish on his chosen instrument

Sloboda draws an analogy to the skills involvederning a languagg® An able musician
“makes sensé*® of musical sounds as does a linguist of syntactical grammatical structures. The
musician detects and grasps these patterns inawedy that he is able to mentally rework them.
A child who is making sense of music will easily Able to single out and remember diatonic
melodies, to repeat given melodies with only mifimad harmonically acceptable deviations from

the original, and react to musical sequences wdiiemot in keeping with our cultural codes, such as

14 A, Evans (2003Becrets of Performing Confidentendon: A & C Black, p. 25
"ibid, p. 25
118 3. Sloboda ((1994) “What Makes a MusicianEGTA Guitar JournaNo 5: 18-22
" Howe, Michael. J.A. and Davidson J. W. and Slobdda. (1998) “Innate Talents: Reality or MythBehavioural
and Brain Science21: 399-442
118 3. Sloboda (2003 xploring the Musical Mind: cognition, emotion, ktyi, functionOxford: Oxford University Press,
p. 175-188
19ibid, p. 301
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dissonance and unfinished caden@@sAccording to Sloboda, a person who deems himself
‘unmusical’ or tone deaf is under an illusith.The issues leading to that belief lie elsewheas in
the realms of some inborn talent. This in turn gy that true technique can be learned.

What a wonderful source of hope for the disheadeiBrian Frederiksen’s reference to the
“greatest teaching probler]r?r’2 is a case in point. He describes the success oAraald Jacobs
student who was apparently tone deaf but who wartbenjoy a fulfilling career in a professional
orchestra. Whereas the student could not singatime s1ote back initially, with the gentle guidante o
Arnold Jacob’s patient teaching approach and the éka keyboard, a tape recorder and twelve-
window electric tuner, the student’s pitch recoigmitwas restored back to health. This example goes
to show that good teaching can help to developndeessary underlying skills of perception at the
most fundamental level which a child needs to pregmusically. It is the careful nurturing of these
mental patterns coupled with positive experiente tight opportunities and a deep sense of

motivation which will forge the way and allow a thto blossom.
3.2.2 Motivation and musical meaning

Hopefully that child is one of the lucky ones. Mayli grows up in a safe, stable and
comfortable environment conducive to musical, eoral and spiritual growth. Perhaps it is even
brought up in a musical family. Or the developmehartistic creativity lies at the very heart oketh
child’s parenting. If so, not only will he be wHisty quite naturally to the tune of self-confidence
along the way; he will probably be exposed to timel& of motivational experiences which, according
to experts, form the linchpin of a musician’s fetwevelopment. An autobiographical memory study
of 70 adults conducted by Sloboda in 1989 unvesleche of motivation’s driving forces. Its most
powerful source was found to lie in early musicgberiences of so-called ‘internal significance
One subject recalls,

“I was seven years old, sitting in morning asseniplgchool. The music formed part of the assembly
service...a clarinet duet...probably by Mozart. | wasoanded at the beauty of the sound. It was
liquid, resonant, vibrant. It seemed to send timgl@ough me. Listening to this music led me...to
achieve my ambition of playing the clarinét®

Similarly the acclaimed pianist and teacher MadelBruser, in her book, The Art of Practising,

relates her own first listening experience:

120ihid, p. 187
1213. Sloboda ((1994) “What Makes a Musiciar2GTA Guitar JournaNo 5: 18-22
1228 Frederiksen (19963rnold Jacobs: Song and Wiltthited States of America: WindSong Press Limitedip
123 3. Sloboda (2003 xploring the Musical Mind: cognition, emotion, kiyi, functionOxford: Oxford University Press,
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“My own memory is of sitting in the darkness of@ncert hall as a child and staring up at the pianis
on the stage. As he played, | knew that the magiamating from the piano was not just something
outside myself, but that it was part of me. | talat the spotlight shining on the performer wa® als
shining into my heart, illuminating a musical wowlithin me.™*°

The accomplished pianist Kenny Werner also recoufitsremember my first time. | was
mesmerized® And Julie Landsman, winner of the Principal hormliians at the Metropolitan
Opera House much to the amazement of the audigomamel after the screen came down, explains
that, when she was a child, “The sound drew menéhkept me there'®’ As seen in our case study,
the author too was enraptured by the sound of ¢ine When taken by her mother to that concert at
the age of five. And vividly recalls her godchildie blissful expression of enchantment over 25
years later when listening to an orchestra for firg time!?® If sitting next to a horn bell in

a rehearsal of Bruckner 6 did not blow one of tiiks @way physically, it certainly did mentally and
emotionally. She was positively rooted to the spot!

Clearly the essence of motivation is deeply embedti¢hin the realm of emotionality, and
such experiences strike an emotional chord whiehhbm strong enough to resonate over an entire
playing career. Memory studies also help to qugrttie meaning of music in terms of the profound
effect it has on individuals. After all, for a hophayer or for any performer for that matter, isat
ultimately this emotional level of communicationtvbur audiences which we are aiming f8tFor
the musicians themselves, experts certainly atpatetd reach their peak performance levels, intrins
motivation or the “rage to master™® a burning desire to play which fulfils an inner deés an
indispensable basic ingredient. Given room to gribguides the musician to finding his most natural
and appropriate practising strategies, to musigatléence, healthy musicianship and, ultimately,
performing confidence.

If on the other hand our levels of motivation atecked, then we will sooner or later reach
a dead-end, for our path will be blocked also.dat fexperts propound that the effects of emotional
imbalances on a motivational level which stem frdiiddhood are not to be underestimat&drhese
range from a deep-rooted fear of losing parenta lor approval, jealousies among siblings, or self-
defeating beliefs. They can all poison our selffmance, and have a damaging effect on both

performance, our feeling of self-worth, and ultiglgtour well-being. Seen from this perspective,

125 M. Bruser (1999Yhe Art of Practicing. A guide to making music fritve heariNew York: Bell Tower, p. 7

126 K. Werner (1996)ffortless Mastery. Liberating the Master Musiclfithin New Albany: Jamey Aebersold Jazz,
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ease is not just an option. It is a necessity. Asioian needs to nurture his own world of safety,
comfort and ease for both his own and performasakeé.

Having said that, taking the easy road does notnnsmutting yourself away in a bubble
untouched by the outside world. We need to liveemlity, in relationship, and cannot keep blaming
our environment for our emotional welfare. Whatewar family situation, good or bad, it should in
the end be taken graciously, thought about andh griatitude and forgiveness at heart, we then need
to move on. It is entirely our individual responbip to make of our heritage what we can. If
a support system simply cannot be found in the lfahome, or was swept from under our feet after
bereavement, we must replace it by building a washy network of friends with whom we can
share, and look to the future with confidence. tFaisd foremost however, the cultivation of our

safety network must begin in private and in thecfice room, to be visited in the next chapter.
3.2.3 Our inner voice

We have already established that a sound techuigeot materialise if we are not listening
properly, both to our inner motivation and our matuselves, in other words our inner voice. Of
course this does not mean listening to our “intecrigic”, ***that menacing devil which is responsible
for the running commentary we experience durindggoerance anxiety. Not the argumentative voices
during the mental duel Hermann Sprenger experienced stage. Nor the
Self 1 Timothy Gallwey refers to in ‘The Inner Gamié or what Kenny Werner defines as “the
ungrateful consciousness of good gigs/bad gigspbtiine pianos, low fees, ungracious audiences,
and so on***On the contrary, these voices need to be silenced 0t to interrupt performance. Or
simply tolerated. The voice | am referring to hisreeither self-seeking nor aggressive. It is tireer
voice of calm, it is self-accepting and peacefué ¥én hear it resonating, each and every one dff us,
we listen carefully enough. This is the voice weaéo listen to. | contend that it is this voiceieth
speaks to the children tuned in to early musicgleerences. For not only is it the voice of true
confidence- it is the voice of authenticity. Whispeaks the language of the heart. Children respond

to the sound of this voice with a warming of thatie@nd a keen desire to learn.

3.2.4 Singing voice and intonation

If only we left them to it. According to Kenny Weam) they would learn to emulate the sound
naturally, and be guided by their own intuition. iHeagines a child who learns to develop different

132ibid, p. 36
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relationships with the different sounds on therinsient, and becomes curious to learn more and
more, quite of its own accord. It is “the unfoldiof a natural process® an experience bursting
with wonder, excitement, momentum and joy. But whatcalls “the death knell of educatiodif’
soon reverberates, other motivations begin to takeupper hand, and the child tunes out. Does this
mean, then, that we need to cherish a childishesehsaivety within us in order to progress?
Paradoxical though it may seem, the answer seentsetges. Madeleine Bruser explains that
musicians can inadvertently lose that crucial cetine between their instrument and the ¥amhey
tune themselves out. And sure enough, their plaggmogit of tune.

Rosina Sonnenschmidt and Harald Knauss also atripaor intonation to the lack of being
in tune with both the instrument, and the $&#nd Derek Taylor comments that the surest way to
knock the confidence of a horn player is to attaisksense of intonatioli® If the player believes it,
he will be knocked off-balance completely and wandéat hit him. Until he opens his ears and
learns to sing again. Since singing is the mostraatthing in the world, practising singing the
melody can help enormously to put the out-of-tunesigian back on track’And all of a sudden the
sounds are abl® arrange themselves effortlessly in our mindsds&mple signals to our muscles,
and the musclesan simply do what they do - with ease. When liesaori*! one boy was learning to
play the Hindemith Horn Sonata (1939), the slupan 23 of the first movement from middle b to the
b above was causing him problems. He practisedkarctise of octave slurs in the Arban tutor, but
the passage still presented a stumbling blockak not until he sang it correctly beforehand that t

problems suddenly vanished. He was back on trakpack in tune.
3.3  Sound teaches technique

The more we sing, the more we become attuned withsound. Arnold Jacobs’ teaching of
beginners sheds light on the simplicity of sound amtural vehicle for learning technique: “Even in
the most elementary stage, a very young playerldhoot be focused on learning to play the
instrument. Rather, he should learn how an instnirekould sound. In the act of learning the sound,
he is learning the instrumentt*? Because the child is shown excellence in termesiilts and not in
terms of muscle technique, his brain works outgatterns it needs to emulate that sound. The more

technical aspects can be built in later once thisial connection is established. In fact Jacobses
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that our relationship to sound is the secret bekiety working embouchure. He says, “Continuous
sound in itself is embouchure building and wheis itarried throughout the range of the horn, we
will certainly bring about embouchure strengtf’He teaches the principle that our lips respond to
simple messages. The message is the simple rdshtvwo it should_sound Which is all that is
needed to kick our muscles into action. And alh@udden we have a beautiful, harmonious working
relationship between the concept and the reself.its

And Harmony is the operative word. Or, as JoachmmsEBerendt leads us to believe, Sound
is of the essence. His book, The World is SoundahN&hma** reverberates with the sounds, tones
and chords of our entire universe. While Pythagatesady theorised about the planets and harmony
connection with the circle of fifths and the lengthpieces of string, Berendt argues persuasively
from a spiritual perspective. He demonstrates tiatovertone scale of the harmonic series of the
horn, when translated into mathematical equationsespond exactly to the elliptical orbits of our
moving planets*® Also that there is a direct correlation betweentibrations of the microcosm and
harmonics and between every part of the human badya musical interval. Each cell is a cluster of
vibrations, the earth is one big chord and evemyeflewer, every leaf is, in essence, a represemtat
of pure sound. He sites the works and theoriesa#ti® and Kepler, German musicologist Wilfried
Kriger and French nuclear physicist Jean E. Chaveayes in the work of Max Planck, founder of
guantum mechanics, and the thought of Hans Kaywskneaany more to create a cacophony of voices
which sing to the tune of Nada Brahma: the worlda8nd.

Berendt is not alone in his view that music is emthed in spirituality. In their publication on
music-kinesiology; creativity without stress in thausic professioh*® Sonnenschmidt and Knauss
contrast our Western society with other, less ndistic Asian cultures to provide the setting heit
teachings. Similarly, Sloboda emphasises the impeog of our social and cultural environment for
musical ability to come to fruition. All traits dfmaking sense’ of music are culture-orientated. He
points out that in other cultures where musicaivagtis an intrinsic part of society and familyfdj
musical accomplishment is much more proffit.Perhaps it is also the deep sense of spirituality
intrinsic to such cultures which provides fertit@l $or the musical seed to grow.

In Asian societies, musicians are taught to playnfthe soul from the outset. A cellist will
learn that healthy sounds can only materialise feonealthy and relaxed spine. From the moment he

tunes his instrument, he must also tune in to thergies of Susumna, lda and Pingala flowing

13ibid, p. 123

144 3 -E. Berendt (1991Fhe World is Sound: Nada Brahriv&rmont: Destiny Books

145 |bid, p. 60

146 R. Sonnenschmidt, H. Knauss (200@)sik-Kinesiologie Kreativitat ohne Stref im Musberuf Kirchzarten: VAK
Verlags GmbH

147 3. Sloboda (1999 ognition, Emotion, and Performance: Three Lectumeshe Psychology of Musitvarsaw:
Fryderyk Chopin Academy of Music, p. 12

49



through his spinal cortf® Highly accomplished musicians and prodigies in Western society,
particularly in the world of jazz for example Mil&avies, are perceived to ‘be in the groove’ or
‘play from the heart’ or to ‘have a feeling for theusic’. Many of them are tuned into relaxation or
meditation techniques as well as the historic robjazz music found in spirituals, blues and gdspe
and their outlook on life is drawn from other cuéis and religions. So for some, music and
meditation are one and the same. We can only cdechat they are listening. Not only to the music,

but to themselves, and to the world of Sound.
3.4  Technique IS sound

If the world is sound, and we are made up of sotimeh) it only stands to reason that if we
listen well, then all will be well. We need to ctuiy tune in to the melody - the melody of the
orchestra, of our selves and our environment. Wensmell a rose we can be reminded of the
essence of who we are. And when we play, allowedues to resonate in harmony with the Sound. If
we are in tune with who we are, open our heartsatahd to every single note, we are giving the
seed of confidence a chance to grow. Only then, witd the right kind of practice, will our
technique take care of itself. In other words, “Dtoplanning without sensory integration is a lost
cause, and yet much time and energy is spent guttia cart before the horse in therapy. Let us
return to our roots™® Perhaps if musicians returned to their roots, themapy would never become
an option.

According to Thomas Hemsley, building technique nsetraining the mind and imagination
to give the body clear impulses, and training thdybto react to these impulses with life-lustre and
precision. In his book Singing & Imagination, inagon to singers he writes that, above all,

“they must possess an instinct for music...every tangtudent makes a vocal sound which is not
guided by the imagination, and which is devoid lahévital and emotional content, he is separating
singing from its source, and therefore conditionmmgself to make vocal sounds which are not
appropriate to singing in our best traditidA”Unfortunately however, the mechanics of ‘technique’
all too often get annexed off from instinct, imagiion and that life-force which gives us the
motivation and impulse to express ourselves. Ansl ihwhere the problems begin, because these
things are the very foundation. These are what siékeasy and keeps it authentic. Any “technique”
which is not accessed from this solid foundatiomssable and can potentially fal#or without it, we

and our music are but the empty echo of life itself
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3.5 Intuition

When we are in tune with our inner voice, our matiion and our inner sense of pitch, we are
well within the boundaries or our constant selved we are centred. As centred individuals we can
keep in command of our musical intelligence, or whkarkas calls “intuition.” This allows for
flexibility and freedom because we have the comftgdeto experiment and rely on our intuition to
differentiate between those techniques that angfiidior building our Sound and those which do us
harm. We therefore know how to react to any teathar manuals’ advice on technique. Derek
Taylor claims that we should listen to what pedpere to say, and then either clearly accept it or
dismiss it'*! Parker J. Palmer is equally unequivocal about tw fhat there must always be
coherence between the method and the self. If wdezan to protect our own integrity or in Palmer's
words “discern what is integral to my selfhood, wfits and what does not®? then we are able to
"choose life-giving ways of relating to the foraeat converge within me*** When we protect what
is truly ours and follow our intuition, we can inporate good teaching and learn through practice to
cultivate a technique which is enduring, becaugeauthentic.

So do not miss the poinWhile analysis will most definitely lead to parsils, the lack of
attention to significant detail — the quality oeteound — will keep us safely bound to the congsai
of our comfort zones. And away from the Easy RdelPhilip Farkas writes, “let us not lose sight of
the fact that we are trying to attain a beautifblaracteristic tone*** Not only must we not lose sight
of this fact; we need to courageously abandon ourselves.t@at the magical healing powers
encapsulated in our own inner voice. The authoradisred that our voice can, and must, lead the
way. Her journey home back to the roots becamerausp journey to find peace in just being. And
listening. To the sound of the horn on the outsidel the word of God on the inside. There, at these
crossroads, she found her way back to a sounditpehnBecause a sound technique, for wont of
quoting the well-known verse of Erich Fried, “is attit is”.*** A sound technique IS sound! In the
truest sense of THE WORTS®

“Kto ma uszy do sluchania, niechaj slucha... ...The seed is the word of God. The seeds that
fell in good soil stand for those who hear the message
and retain it in a good and obedient heart, they persist
until they bear fruit.” (Luke 8, 15)
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Chapter 4 PRACTICE MAKES PERFECT (!)

It is time to put our theory of ease and sound practice and enter the practice room. Our
research showed that incorrect practice should \mdead at all costs. And we have already
established that this is the place where we caturauthe seed of confidence and build our safe
haven. Evans also emphasises that practice isethéokself-esteem and performing confidence and
so we should always practice confidence rather #tess>’ Aaron Williamon confirms that, “The
direction and quality of one’s practice are intégm performance enhancement, whether for the
fulfilment of short-term goals (e.g. performing W&l an upcoming concert) or the realisation of
long-term ambitions®®® Pip Eastop, too, believes that practice is the tkegchieving our goal. He
writes that “the playing characteristics of anyrptayer are precisely defined by what and how they
practise. Thus, getting the practice regime rightrucial. If a player does not play well, techtlica
or musically, it is because they have not beentigiag well. So, in my teaching, rather than simply
teach someone how to play | tend to work with th@mhow they practise - how they learn how to
play. In other words, | teach them to teach thewesel">° Tuba player Roger Bobo could not agree
more; “Private practice... is the time to developtiumental self-confidence, security, and musical
thought. It is also a time that can be wasted eneye destructive if not carried out with thoughd a
planning. Practice is the art of being your ownchea”®° k

And this is the good news. What delicious freed@matause it means that we have a choice.
We either work calmly and confidently towards owaty with ease, or we work against them and
tighten up. Thus our freedom of choice in the pcactoom is a golden opportunity. We can either
choose to make life difficult for ourselves, or kiad to ourselves. It is a choice between wasteful
struggle and harmony, between war and peace. Ewsdake of every single note. Yet many learners
still have not figured it out, and become unstudiew left to their own devices. They have not yet
made that choice, discovered the wonders of keapieasy. And simply feel at a loss as to what or
how, exactly, they should practise. f

This is perhaps understandable because there am@aecipe on how to practise. Studies
show that there are as many practising strategidisesie are colours of the rainbow, and horn pkayer
do make use of them all. From the strictly abidgdramework of someone like Andrew Joy, where
each week, each day and even every minute of peatithe is planned, including days &ff,to

a less routine approach by someone like Katie Pmjo® claims, “I am a rather unstructured kind of

157 A, Evans (2003pecrets of Performing Confidencendon: A & C Black, p. 66
18 A williamon (2004)Musical Excellence. Strategies and Techniques harre performanc®xford, Oxford
University Press, p. 5
159p Eastop, www.pyp.f2s.com, 30.3.07
150 R, Bobo (1988) “Being Your Own TeacheFhe InstrumentalisDec 1988
161 author’s observation, horn lesson with A. Joy42m7
52



person. Some days | will just do half an hour, dhecs four.**? And every shade in between.
Similarly, every French horn player's warm-up ifetient. Just by taking a glance at the suggestions
made by Frgydis Ree Wekre in Oslo compared witle Penzel's Eric Penzel Plan in Germany,
Julian Baker’'s warm-up in England, Edward Daniecki’s mdtho Poland, and Hans Clebsch’s

exercises in Cleveland, we can see that there enaalefinitive solution.

4.1  Approaches to repertoire

When it comes to practising repertoire the textkdsoand of course good teachers do offer
some encouraging ideas and information. They maywook for you, but it may be worth giving it
a shot. Evans recommends us to include technieatipe, pleasurable practice and enough bragaks
any one practice session, and to avoid a compulvise of duty at all timé&® Who said that
practice should be torturous anyway?! Jargsens@®8jlpresents the diverse practising strategies in
terms of a) planning and the preceding persondkfselb) execution and c) evaluation or self-
reflection, all of which are interrelated and imteven. He emphasises the necessity for evaluation i
particular, and regrets that only 21% of musicemd students in 1998 used self-reflection to renew
their plans accordingl{?* Andrew Joy believes our positive learning curversgty hinges on the
quality of our evaluation, and encourages playemake a practice plan the night before. His advice
is to make use of a practice journal that will leesting with constructive, positive feedback. Relcor
everything about that day’s practice that was gé&deven better excellent, or more preferable, still
outstanding. Go on, praise yourself. Be kind torgeli. Avoid thoughts such as ‘that sounded
terrible’ or ‘you stupid fool- you should be abtedo that by now’. Replace the negative thought wit
a positive one, and in fact wipe out any negativeds from your vocabulary altogether. Take your
time - rethink The phrase you just played was...............ccooeviviiieinnnn. intéreg Now | wonder
how that happenedf?

Studies show that some musicians are guided by é¢xeressive ideas while technical work
initially takes a back seat, others develop a place the technical work is complete, and some have
no preconceived plan at all but let the piece ofimevolve of its own accord® There are also three
possibilities for execution; practise it in bitsaptise playing the whole, or use a combinatiobaih.

Julian Baker says that playing a piece through, tewea happens, is vital for building self-
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confidence®’ Logic pleads that at least this way we eradicate lmasic fear - our lack of stamina.
Which is why the author took his advice to hearewlpreparing for diploma exams and later on
concertos. Others may argue that playing throughwsste of time if the technicalities have notrbee
mastered, that this in itself will cause us to téghup. Yet again, we are in a quandary, and need t
experiment. But remember the golden rule. Easenahdalness are what we need.

Barry Green offers a helping hand. He advises establish whether we as individuals have an
“analytical” or “global” preference for doing thisgand encourages his readers to take the “Test for
analytical or global preferenc€® Having established our natural tendencies, we theve the
opportunity to either cash in on the side that pmaithates, or settle the imbalance by experimenting
with approaches from the opposite preference. RBgep states that the main problem with the way
students practise is that they do not concentrateigh on isolated problems and use intelligent
thought processes to sort the problem'8lBurton Kaplan also encourages a technique of pickin
the ‘berry’ out and working on it systematicalfy Whatever the approach, the majority, musicians
and experts alike, will agree on one thing. We nieefdrmulate our overall intentions in our minds

beforethe practice session begins. Even if the intanissimply to enjoy ourselves.
4.2  Realistic goal-setting

In fact, according to John Renesch, clarity iskbg. He highlights the importance of writing
down and formulating our goals rather than thinkatgput them, which can just take up all our
energy and remain fruitless. His motto is, “Writidgwn your desires is the single most valuable
action you can take to accomplish what you wafte says that the clearer people become about
what they want, the more control they gain oveirtlnees and the more self-assured they become of
the potential energies they possess. Surely tlsenmthing difficult in that? The parallels between
establishing and heading for our life goals onrgdascale and as a musician learning a new piece o
technique on a smaller scale become crystal danning our practice and sticking to it deepens ou
sense of accomplishment. Nevertheless, goals nuidtenset too high. They need to di¢ainable,
rather than too easy or too difficult, so after king hard we can enjoy that feeling of success.
Renesch wraps up his fifth chapter with the positivessage, “Finally, ...I want to stress that you can
always have fun with your goals! Your goals areeegrents that you make with yourself. It is

possible to pursue goals with a light heart andh it attitude of pure joyt*?
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Yehudi Menuhin shares these sentiments entirely Welcoming upbeat to Madeleine
Bruser’s book reads, “more and more we realize ithiata refined art that partakes of intuition, of
inspiration, patience, elegance, clarity, balaramg], above all, the search for ever greater joy in
movement and expression. This is what practiceedly about.*”® Bruser unfolds her 10-step
approach to reaching this joyful goal after she dwattined the ways in which musicians are prone to
struggle and thereby create tension. The firstyiag to run before we can walk. Pushing our minds
and bodies to play something faster than we are @@btauses us to tighten up, both physically and
mentally, and actually slows us down in the endilarly, fighting to produce a particular dynamic
can lead to pushing our muscles, not to mention rervous system. As a result we produce
a tightened, or in the case of the French hormytsound. Or force a loud sound out of clenched
muscles. Bruser moves us to patience. We mustesdistic goals. The dynamics and results will

come gradually if we patiently teach our minds bodies to do it naturally. At their pace, not ours.
4.3  No pain no gain?

Bruser gaurds us against the concept of practtsiige maxim ‘no pain no gaif*and doing
technical exercises until muscles become stiffore s a supposed way of strengthening them. We
cannot rush our minds and push our muscles witbausing our bodies to retaliate. And rob us of
our energy. She herself has never isolated tedhexeacises but will rather use real music to depel
technique gently and gradually. This, she arguegsyou energy rather than taking it away, as she
writes, “the value of an exercise depends on ytate ©f mind. If you don't find it interesting, thét
is not useful. Muscular pain is not necessary, angcular power is not as important as good
coordination.*”® In fact muscular pain, according to Bruser, is fingst dangerous form of struggle,
and the necessity to feel muscle soreness or gadhrpain barriers to develop strength and technica
way-with-all is “a completely false notior*® Julian Baker agrees that the easiest way to complet
mastery of the technical demands of the horn, idhfe student to focus first and last on the music
itself, and to practise skills as a vehicle forctéag a musical and expressive interpretation ef th
piece. He stresses that all the tried and teste ¥ea the student to discover his own best way of
playing, based on flexibility over the range of thetrument, strength and stamina, must always be
results-based. The music comes first - always. tNetother way rountf” But the student may still
struggle with his devilish perfectionisrA.fear of not practising enough due to deep-fatdef not

being perfect in front of an audience can leadracfising too much, or incorrectlyOver-practising
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leads to muscle over-use and anxiety. Which inptga or injury. That vicious circle again. And our

path to self-confidence is suddenly blocked.
4.4  Embouchure Overuse Syndrome

So turn off the Road to Hell as soon as possibté take a break. Or have a holiday. We
certainly do not need to spend hours and hoursulaip away. Practice can be divided into playing
time and study time. Fingerings or memory work, amdjing to become more in tune with the new
piece, can all be done while standing at the boys. £r watching Wimbledon on the television with
a cup of tea. We are supposed to be enjoying angsevhile practising, remember, not making our
lives a misery. And overuse of the muscles, pddrtyithe embouchure muscles in the case of the
horn player, is no laughing matter. Lucinda Lewas hn fact devoted two books to Embouchure
Overuse Syndrome, namely Broken Embouchures ando&rhiire Rehabilitation. She echoes the
sentiments of Georg Schreckenberger and asserts,

“any persistent lip pain, lip swelling, chronic fakfatigue, and playing problems which follow
a period of heavy or intense playing that haveimgroved after two weeks, is embouchure overuse
syndrome. It is important to understand that anreg embouchure functions very differently when
the symptoms linger over a period of time. An iegirembouchure works with less control and
energy to accommodate lip or facial discomforts] #s eventually causes one's playing technique
to erode and become dysfunctional. As a resultethBouchure becomes too "lax" to be effective in
playing, and then range, sound, and endurancecaezedy impacted.”

What is more, Lewis adds that, “Over the long teempouchure overuse syndrome does not respond
to either therapeutic layoff from the instrumentroedical treatment. The only permanent cure is
retraining the embouchure to function correctlyplaying.”’® And, as Moshe Feldenkrais already
taught us, it will take a lot more than just reagdiver pages to retrain the brain to attain this new

of using the embouchure muscles. Clearly thisptaae where no horn player wishes to go. In fact a
trip to the cinema with the horn left safe and gbimits case may be the better alternative ifghin
are not going well. So just stop and think for anmeat when you are about to do those mind-
numbing, lip-bashing so-called ‘endurance’ exewisére they really right for you? Or is

concentrating on the music, as Baker suggestsatiee bet for a more successful journey?
4.5  False confidence

Let us get back in the car and fasten our seattgltsmind the pit-holes as you go! In Step 6

of her book, Bruser draws our attention to theafigfof riding with psychological attitudes of fals
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confidence'’® Translated to our motoring analogy, these are @esbing around the corners while
clinging on over-passionately to the sides of taeand the music, b) skirting around the edges thus
avoiding true contact with the music itself andjwnping the lights and attacking the music with
aggression. All these attitudes breed ungratefigpboihg. Whether the psychological overindulgence
in a) underpinned by gripping our instruments aadding on for dear life, b) which results in a dull
performance due to playing safe or c¢) which exwukthe cockiness of a “look-at-me-in-my-shiny-
flash-convertible” macho in his sunglasses, thedtldrivers of all three styles may well get stuck i
the mud eventually.

Because their driving is fuelled by panic and féaterestingly enough, Lowen maintains that
“to live in fear of being fully alive is the statf most people**® Moreover he maintains that any
sharp moves in the wrong direction will lunge ukia state of anxiety, and this state needs to be
worked through before a person’s heart can be apagain'®! So go easy on the corners. Bruser
cautions all three drivers and directs them backdfety, back on to the straight and narrow. She
gently instils in each a change of heart, calmlglaxs the need to ventubeyondthese attitudes
and just have the courage to be genuine, be sirBpleencouragasto make a fresh start and return
to openheartedness. This takes courage and peaseeerBrusemrites, “By noticing destructive
impulses and not giving in to them, we open a spacea fresh, creative impulse to arise instead of
a habitual one®?

Kenny Werner confirms that the only way to our makueasy selves is through effortlessness.
And effortless mastery breathes from what he cdlle space®® a place of selflessness, a calm
consciousness of untroubled waters. Free from ege+d currents. In fact anything which does not
come from there is, in his opinion, not worth phayi Werner’s straightforward, soothing advice is to
“simply go into the space, and add the horn t&'@u get much more from dealing with the cause
than the effect; and, because of all else thatrgeaive from this center, your very soul may reveal
itself through the music'®* Concepts such @3he Zone”*° the “Inner Game**® and the “zZen*®’
techniques illuminated by Andrew Evans, Timothy@al and Barry Green all flow from the heart
of this principal. So drop your attitudes, be yourselffant just be. And build it up gently. Whatever
‘it’ is. Because, in the endt really doesn’t matter.

When we have recognised that practice is a veriviohehl thing, we can begin to take our

time to experiment. Easy does it. Begin with themvap. It may be best to keep things simple with

179 M. Bruser (1999 he Art of Practicing. A guide to making music friiva heartNew York: Bell Tower, p. 157
180 A Lowen (1994)Bioenergeticrkana: Penguin Compass, p.133
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long notes, easy scales and harmonic patterns. svbgs ourselves? What are we trying to prove?
We can use it to warm up our sense of self-contideand rekindle the mind-body-musician
connection withint®® This choice can be made every day. Between fightie destructive battle of
trying to prove a point, or making peace. And whaitiwe have been fighting anyway? Surely,

standing alone with our instruments, then the gelsson we have been fighting against is our Self!
4.6  Practice plan

So let bygones be bygones. Perhaps we even neéardgioe ourselves, or others. But
certainly let us make the most of our freedom dfich and take the plung&xperiment Draw up
your own first practice plan. And if you find aftarwhile that it does not work for you, just thrdw
away and start again. Make a list of your dailys&gtials’, the things which you think might work fo
you. And use other people’s ideas to spark off ymagination. If you do not know what helps, just
start somewhere and add or subtract one thingafitdy a few weeks. Remember: gently does it. As
a guideline or starting point, take for examplekiat practice tabl@ or Frgydis Ree Wekre's
sketch!®® Fig. 1 gives one of the author’s infant examplemnfr17.1.07, which includes some
elements she now rejects but found helpful at ttme.t Or alternatively, if you are accustomed to
structuring every minute of your day anyway, justkpup your horn and play whatever comes into
your head. Whichever the case, do not procrastii2itgging the channels fareative flow is our
highest priority. And, as nobody else can do itusy ultimately, by following ouown intuition, trial
and error are our best guidelines.

Whichever way we look at ifpractice makes perfect. If we practise pushing minds and
bodies too far before they are ready, thereby régaig practising patterns of pain and anxiety, we
will perfect them, which can even lead to totaldk-elown But if we make ourselves comfortable,
learn to relax, and ease our way into our playimg gieces naturally, we are preparing the ground fo
establishing a deep-rooted performing confidenakasound technique which will stand us in good
stead on the concert platforrBo make the right choice. Keep a simple approanhewery single
note. And keep your eyes on the easy road at all times.nbt overtake on the fast lane, or go
skidding off onto the hard shoulder, then beat gelirup about it. That's double trouble. As Georg
Schreckenberger says, it is better to patiently plae note beautifully rather than bash through an
entire study aimlessly. Let it all go. The latteaymot only result in injury but may also be palritu
the ears. That is, if we were listening. Becausamhg, in the end, is not enough when it comes to

practice We need to be fully aware of what we are dofwgd above all, learn to listen. Reallgten

188 quthor’s warm-up, personal aim
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Fig. 1

HIGH Bflats ARE EASY FOR ME
| LET MY HEART SING
| SUPPORT MYSELF

8.00- 9.15 Feeling good!
- Jumping jacks, Froydis arm-dangle, Standing Y, Bisoutine, bent over breathing
- lips acrobatics
- mouthpiece buzzing
- lung expansion exercises x 4
Horn, body and mind connection!
- long notes
- slow even arpeggios
- easy major scales
- minor melodics up to top
- lip arpeggio flexy
- lip trill plus arpeggio
9.15-9.45  EFT (print plan)
- Bflats
Breathing, excess tension, exam anxiety
9.45-10.05 Bflat work
- arpeggios up
- glissando up
- slow intervals up
break
10.15-11.15 Strauss first bottleneck
F-jump (2), I'Bflat (3), 2% (3a) start (1)
break
p.3 first line (4), (5)
Sprinkler
11.15-11.45 Break
11.45-12.45 Srauss bottlenecks
Last line (13), (12)
Break
Slow movement (6), (7)
Sprinkler

lunch
13.15-14.30 Cherubini play-through
1% bottleneck (7,6)
2" bottleneck (end backwards)
break
14.40-15.20 Tchaikowsky play-throughs

Sprinklers

Farkas forte low register

Long notes with crescendo/dim
Lip trills

Fergus Bach

Mouthpiece and tuning machine
Bending

Caruso
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Chapter 5 A SOUND SUPPORT SYSTEM

Having developed a healthy attitude to practice aneeready to broaden our horizons beyond
the confines of the practice room. Practice muspiieinto context. In order for the seed of sound
technique to grow, it needs constant care andtatterin other words, we need to prepare the ground
because a sound technique needs a sound supperhsysflower only blossoms when its roots are
well-watered and flowers when the conditions argo@mable with enough light, the right
temperature, the right company and a safe envirahntieis this integral nature in all things which
breeds a healthy consciousness. We need wholemeisspmpartmentalisation. The patient can be

healed when the doctor sees his body as an intefae, not just one part of it.

5.1 Anintegrative concept

Or take a famous building. A church for exampleu@aunited science, art and nature in his
unigue concept of the Temple of the Sacred FarBircelona's well-known landmark. 15 types of
stone from different stages of geological time ased as materials due to their specific aesthetics,
resistance and durability. He claims that “religidawildings, essentially, have to endure, in thmesa
way as thereligion that they house'™ The same goes for any musician. Thus we must apjgy
integrative concept to the healthy horn player. Misd, body and soul are his temple. Which all
need preserving so that the music can flow andstdtid the pressures - over time. So how does
a horn player create his own support system? Oseemto this question is offered by Frgydis Ree
Wekre. It is a map in the form of a circle calldthe “inner” Life of a musician’ and divided into
segmentS? (Fig. 2). The author's own sketch took on rathefedént contours. Of a horn inside
a heart fed by many surrounding commodities (Fjg™3Each individual of course must find his
own map or image. Whoever does not know whereaix, shay be gently pointed in the direction of
integrative medicine. Michigan State University 8chof Music’s teaching course on Healthy
Musicianship is founded upon the new paradigm #matintegrative approach can lead to the
resolution of the unique problems experienced bgiaans and performers. It works on the principle
of health and wholeness, of commitment to self-cdrased on the fundamental assumption that the
body has within it the ability to heal itseff** And that all manner of healing and commitment to
self-care intrinsically involves our cultural tridns and our relationships. Michigan University

values the fact that musicians are highly depahdn their bodies as a vehicle for expresdion.

191 exhibition, Temple de la Sagrada Familia, Barca|dn8.07

192 £ Ree Wekre (1991) “The “inner” Life of a musicidtustration for lecture, “Teaching Main instrumeon
Conservatory level”

193 author’s notes, 13.12.06

194 Michigan State University School of Music (2006)ealthy Musicianship, Integrative Medicine - Finglipour Way
in the new Medical Paradigm”, Feb 2006: 1
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is committed to helping musicians develop straggee sustain health throughout their careers by

cultivating good relationships with their thoughtsjotions, physical functioning and environment.
An integrative, holistic approach to medical andsioal practice as encouraged in Michigan

works with a conceptual construct which dividestleeds of a musician into four aré&sThese are

1. the physical elements such as nutrition, sleepyement, shelter and protection from harm

2. the emotional elements which include a saferenmient, meaningful relationships, meaningful

work which is consistent with the individual's ke and abilities

3. mental elements such as the belief that our workributes to the world and can be carried out

without censure as well as the creative interacatiith ideas and other people

4. spiritual elements such as an evolving undedatgnof who we are, who we love and our sense of

purpose.

If we can develop our own system to cover all aregs establish what kinds of foods suit us best,

how much sleep we need, figure out our daily rhythinich is most conducive to optimum work and

relaxation, find meaning in all our relationshipslagoals, attend to our spiritual needs, develap ou

weekly routine to allow all things to slot into pinicely, we have prepared the ground. All we need

do then, as suggested at the very outset, is takeot ourselves by taking care of our daily needs.
5.2  The bigger picture

Just as the body effects the mind, the mind theybadd a sound technique is all-
encompassing, horn playing is only one aspectviidi Horn playing is not just about playing the
horn! If we are to approach it healthily, we needjét the bigger picture. Our music-making must be
part of the bigger scheme of things. In fact theversity of Michigan believes that the livelihoodl o
our society as a whole depends on it. They adsatt‘our culture is in transition, and art and nausi

d®® A recent article in

education are fundamental ingredients for the hgatif our broken worl
The Observer Magazine draws attention to the Bfersy essence of music. El Sistema, a youth
project in Venezuela, seeks to save children from ldarios in the belief that if children can be

brought away from drug addiction, crime and desp#ip an orchestra to play European classical
repetoire, life can be changed dramatically. Orenaged French horn player is reported to be
practising Bizet's Carmen Suite at a home for abaed and abused children. He maintains that if he
had not started playing horn, he would be “whewas, only further down the line — either dead or
still living on the streets smoking crack, like wihewas eight.**’ Simon Rattle describes El Sistema

as “nothing less than a miracle...From here, ltseduture of music for the whole world®

195 Michigan State University School of Music (2008)bughts on “how to liveting, March 2006
196 ;14;
ibid, p. 2
197 E . vulliamy “Orchestral Manoeuvredhe Observer Magazin29 July 2007
198 14;
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We as horn-playing musicians certainly need to aperhearts. And enjoy life! Derek Taylor
advises any horn player not to focus too much @nitistrument but to go out and enjoy him or
herself**®While many of us in Western society are privilegedave so many of life's opportunities
open to us, we still seem unable to live it to fié Alexander Lowen suggests that the majority of
people live in a state of fear. Madeline Bruseo aldvocates that stage fright in the end boils dtwwvn
the fear of beingof sensing our positive energy, our adrenalin amdheart beat, which becomes so
tangible on the concert platforff’ And Elisabeth Kiibler-Ross’ ground-breaking workwdreer to

the conclusion that most people are afraid, nalyofg, but of living***

5.3  Some horn players’ tools and techniques

So we need to combat our feaBy applying, during practice and our daily/weekbytines,
our own system for walking in confidence, we arettom right track. Part and parcel of our system
should also be to find life-enhancing activitiesiethwe enjoy, which help us build confidence in
ourselves, reduce stress and thus help keep oessepen, both in the practice room and towards life
itself. There are many options, from the more commaports such as swimming, cycling, football,
aerobics or jogging to Yoga and Tai Chi, Alexandechnique and Feldenkrais or dance. Or a
combination. According to experts, both relaxatiechniques and levels of fithess are beneficial for
performance and help minimise performance an%®tAs part of their syllabus for autumn 20086,
Michigan State University School of Music includéte principles of Yoga and Feldenkrais for
healthy musicianship. Once again, preferencesdiffétr enormously depending on the individual.

Alexander Technique is meanwhile relatively widesygr among musicians and institutions of
music education. Many horn players have been kniowrse Alexander Technique, including Barry
Tuckwell, Thomas Jostlein and Katie Pryce. Pip &@asind Rachel Niketopoulos are certified
Alexander teachers. However it may not work for rggee. Katie finds it helpful before
performances, whereas Thomas does not use itatiaelto horn playing at all but for every day life
(though he admits that the one may well lap overtaithe other). Georg Schreckenberger tried
Alexander for many months but it did nothing fomhat all. He prefers to stick to cycling and
jogging. Radovan Vlatkovic rather incorporates edats of Tai Chi into hiseaching. And there are
other, less common techniques players use sucimasidhal Freedom Technique (EFT), which was
introduced to the author by Andrew Joy, or Reikiskna Mascher-Turner for example is a qualified

Reiki therapist. For her, Reiki and horn playingdane and the same source. She explains,

199 author's notes, phonecall with D. Taylor, 14.11.07

200\ Bruser (1999 he Art of Practicing. A guide to making music friiva heartNew York: Bell Tower, p. 227

2015 Haupt (documentary film 2002) “Elisabeth KiibRwss. Dem Tod ins Gesicht Sehen”, Switzerland

202 \williamon, A. and Thompson, S. (2006) “Awarenesd incidence of health problems among conservastirgents”,
Psychology of Music 34: 423
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“I can feel after doing Reiki how much more | caach out to the audience. It is a subtle vibration.
Music is the carrier wave through which | can s&wedki and connect with the audience. Through

this it is possible to experience and share théifgepower of music on a deeper level. There is no
gap for me between Reiki and the horn - both creesame space. This is the point where light can
come in.?®

Many horn players practise meditation techniquesnsJPlicker for instance uses the
technique of meditating on a particular note. Har h is F sharp. He stumbled across the principles
of meditation in a hotel room while on tour in Jand has been meditating ever since. He claims
that it is always about finding the way to our bihéag, and maintains that, “it doesn’t matter what
you do. There is only one way. And that is the wayourself. How you get there is irrelevafit®”
Jens decides in the moment what he needs, andcdhisvary greatly depending on the playing
situation and what is expected of him. He does netessarily meditate directly before
a performance, because he finds that he needsaincstiate of alertness in order to react well.eBth
may however find meditation before going on stdgekey to total relaxation and concentration. It is
certainly advisable to find a pre-performance maitivhich works for you.

In the author’s case, practising Alexander Techamiquost evenings and sometimes before
performance proved helpful for a time, as well asigture of the above. However her passion had
always been dance. When she switched from ballrdanting to Flamenco, the benefits for playing
the horn proved enormous. It is excellent for cowtion, the stamping is particularly grounding and
sharpens our sense of rhythm, it strengthens thef lire repetition as a reliable means of learning,
opens up the ribcage for breathing, is good forall/eosture, and is simply great fun. What is more
it makes use of hip swivelling and circling fronettvaist which are particularly helpful for anybody
who is prone to that life-strangling divide in thmedriff. These can even be used before performance
as part of a physical warm-up. She also swims d&id for general physical stamina and
concentration, and relies on prayer. Beta-bloclatsot improve symptoms of performance anxiety
on the concert platform, but tension and conceptravorsened, and any feelings of being a fraud
were magnified due to having to rely on somethiagintrinsic to her being. She does not believe in
taking medication to play a successful concertpoeters to keep putting trust in her own system.

The system is ever-evolving. But one thing remapesstant: Ultimately it is we as
individualswho are responsible for creating the right envirenmgiving ourselves all the nutrition
we need. Having recognised this fact, and with meeustanding of a healthy approach to technique,
we are open to horn playing and life itself. Outhp#o self-confidence and success is no longer
blocked. We can put theory into practice in thecpeca room, find out how to do the things we need

to do daily, and do themvith confidence.

203 author’s notes, meeting with K. Mascher-Turner12207
204 author’s notes, phonecall with J. Pliicker, 3.6.07
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Fig. 2 The “inner” life of a musician (Frgydis Rééekre)
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Fig. 3
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CONCLUSION  The Heart of the Matter

Not all players of the French horn lack confiderme face performance-related health
problems. However, as our research revealed, itatdme overlooked that there is a small proportion
who do. It is to these players that this paperldeen primarily devoted. Conventional research into
evidence and statistics provided us with a wedltimformation and painted a picture of musicians’
problems in general. At the same time, howevetniteiled the dearth of hard facts available to
players and teachers of the French horn specificdlhe evidence presented in the form of case
studies by players who had undergone crises thepssdielped to identify our prime concerns,
namely focal dystonia, stress-related tension amtbpnance anxiety. Since experts are in agreement
that confidence can be learned and all such coscamne preventable, we then set out on
a journey back to health under the following premi$he above problems among French horn
players need not arise, as long as technique resove keep healthy in body, mind and spirit, aod d
the right practice.

This sounds easy enough! However, the more a Hagpeiplacking confidence goes in search
of advice, the more complicated his problems semfinetome. First of all, he may be blocked by
underlying issues connected with personality antivation. Andrew Evans asserts that “motivation
is the dynamo behind all healthy, self-activatetioac goal setting and career plannifg"Healthy
horn playing certainly involves clarifying our maditions, reminding ourselves of why we took up
the horn, building a safe environment, and setmgelves reasonable goals. Secondly, although the
student may think he can hear, he may not actuadlylistening. While all around the globe
motivational speakers are making a fortune preackonmanifold audiences, horn players lacking
confidence listen to teacher after teacher, aétacher. Is it not the case that the average listéme
a desperate search to fill up the lethargic voithiwj is missing the message? It is my contentia t
it is not thevoice of the speaker on the outside he needs o Ieisthe one of intuition and clarity on
the inside. And many a horn player, particularlydsint, is missing the point. He may be listening to
his teacher speak, but hear in a way that undestirsevery own sense of judgemenhis is at the
very core of why he lacks confidence.

So we need to build upon what Ewans coined ourstant self’. If we disregard our inner
instincts and intuition, we cannot build a healtityrn technique which is authentic and therefore
stable. | am in no way suggesting that we disniigs literature available to us on French horn
technique as useless. All those manuals were writie a reason, and should be granted the due
attentionand respect they deserve. And by virtue of such dwersity, there will certainly be

something helpful to all of us. But we must respratsense of discernment which allows us to make

205 A Evans (2003PBecrets of Performing Confidencendon: A & C Black, p. 28
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proper use of them. Moreover our literature neet b® restricted to the French horn. | whole-
heartedly recommend Thomas Helmsley’s delightfudkbon singing to any student looking for fresh
impulses on the essence of a sound technique wdael not undermine his own integrity. Neither
am | suggesting that listening to ourselves playamg notes for hours on end will be enough to gain
complete command of the instrument. Technical wéi-all, as with all things in life, needs to be
learned. We have to do the exercises. But we dd toekeep it easy and natural. It is the fundamenta
way we do things which counts.

This means not putting the cart before the H8Psed, in my opinion, requires a redefining of
technique in the common consciousness of many @cRrleorn teacher and play@&mbouchure or
breathing alone cannot teach techniqu/ithout constant attention to sound, without liggn
properly and allowing our life-force to flow, withban integrative approach which does not narrow
technique down to one aspect only, the exercisgswed prove fruitlessWe must put our technique
on a firm footing, and come batkthe basics. A technique which is built upondtable foundations
of authenticity, ease and sounkhe sound of music, the sound of the world arousidof our natural
vibration and the sound of our own voice. For ashaee seen, a sound techniqueséind! So when
it comes to practice, we must take any advice waitlpinch of salt. Do the exercises gently,
experiment and follow our intuitionf it helps, do it. If it hurts or causes tensiony suggestion is:
do not even think about itn fact, try to go beyond any feelings at alldammerse yourself in the
World of Sound. This is the way we need to practeepractice indeed makes perfect, we need to
learn to practisewell.

Having said that, we have also seen that practmeeamay not suffice. Stress is part and
parcel of our everyday life as a person, musicizh lzorn player. It is therefore crucial that wertea
to counteract stress by developing a self-suppstes. This in turn provides us with all we need to
keep ourselves and our technique sound and hed#ftladdition to our daily practice routine, it will
include a physical daily warm-up, supporting phgbmr mental training, relaxation, and stillnesd an
time off. With the help of the tools we use, outlwind courage, as well as the assistance of good
teachers and experienced therapists and coachegdf be, we can build our own personal system
which honours our subjective experience, our ahititbe guided by our internal sense of balance and
capacity to trust our inner judgement. And becausesystem is authentic and we are therefore at
ease in ourselves, the things we do d&ilgiot only build our confidence; they help us wigrst any
external pressures. As Evans asserts, “The goal fin@ outset has been to give performers the tools
and the understanding to cure themselves of thedlyptresses and anxieties of gh@fession, so

that they acquire the confidence of knowing thaytban deal with the inner demorf§®”

206 Michigan State University School of Music (2008)bughts on “how to liveting March 2006
2973, Rohn 2004 Weekend Event, VIP Lunch, DVD 8, GDTrack 5
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Such an integrative approach does not apply to platying only. If integration and integrity
are a life-force, then when we focus on just omegth.e. the horn, or one single aspect of playhe
horn such as embouchure, we rob ourselves of ourlmeath. We are simply not able to embrace
life as a whole and this, paradoxically, makesmaying suffer. So we need to relax, have faitld an
enjoy ourselves! Healthy horn playing is about ifegltotally comfortable in the artistic role and is
rooted in open-heartedness. It is about being uchovith nature and the world around us. About
playing a part in community and relationships, antively dancing to the tune of the ancient human
dance in which “the old empower the young with theiperience and the young empower the old
with new life, reweaving the fabric of the humamuounity as they touch and turff®If we are not
able to stand up and play a simple tune to oldekdif the local community to brighten up their
coffee morning, then horn playing to my mind is megless. But if we can turn that pile of
plumbing into the sound of magic for young childremake their eyes light up or even instil in them
the desire to play, then what a wonderful giftislta self-perpetuating circle. The joy we experenc
in making music is passed on to others and comels tioaus tenfold. This brings true confidence. It
flows from the heart.

And it is from the heart only that great teachiag élourish. We have seen that when a player
is lacking or has lost confidence and is facingigrerance-related health issues, both student and
teacher can become unstuck. In his exploratiorhefitner landscape of a teacher’s life, Palmer
confirms that while the student is desperate tmléaw to trust his instincts, his teacher may ldek
integrity, perhaps through no fault of his own,te&ach him this very lesson. Palmer views the
recovery of inner resources as crucial to goodhieac “The work required to “know thyself” is
neither selfish nor narcissistic. Whatever selfwlealge we attain as teachers will serve our stisdent
and our scholarship well. Good teaching requirdéks@wledge: it is a secret hidden in plain
sight.””*° In my own personal experience, the teaching whigboted in self-knowledge does not try
to conceal its limitations, nor is it self-rightenar self-imposing. It is open, trusting and speakb
integrity while welcoming any unfamiliar personaiperiences with open arms. Its voice effortlessly
reaches the hearts of its students. And they in thave the chance to develop that sense of
discernment, a capacity to trust in their own judgat, which is at the heart of true learning. Both
teacher and learner are grounded in mutual respect.

Which is where great horn playing can begin. Acoaydto Palmer, “Technique is what
teachers use until the real teacher arri?ésHe emphasises that, “The connections made by good

teachers are held not in their methods but in thearts — meaning heart its ancient sense, as the

209p palmer (1998)he Courage to Teackan Fransisco: Jossey-Bass, p. 25
20jhid, p. 3
21jhid, p. 5
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place where intellect and emotion and spirit andl wonverge in the human seft*® Indeed,

| strongly believe that, both from the very outaed at higher levels, it is the primary role of the
teacher to exercise integrity; to teach from tharband help a child, or later on a student, nartus
own seed of confidence, his Own Sound. A teachestmrmot stand in the way by imposing
a technigue which may not suit that, probably gesmsistudent. It is his duty to respect what is
intrinsic to that player’s self, what makes thatsp@ entirely uniqgue — embouchure, breathing-wise
and otherwise.

If musicians were taught to listen and developrttethnique easily from the very beginning,
as we have seen in the teaching of Arnold Jacbley, would naturally know how to nurture their
authentic sound, have confidence in their stabt@rtiggue and be less likely to find themselves at
a point of crisis. Learning to play the horn wolld what Werner described as “the unfolding of
a natural process™3 The more demanding technical aspects of the imsmi would come gradually,
without forcing a thing. And with the correct guid®, a player could build on his own support
system. A good teacher should first and foremosberage the student to help himself, and have
confidence in himself.

Michigan State University validates the subjecexperience of the individual, and points out
the missing link in our education system as we kitaw\Western society:

“There has been a deliberate avoidance of ackn@wigdhow we assess and learn from the
subjective experience of living, how we obtain kiedge and internal sense of balance, and how we
come to judge the “rightness” of things. These famdamental to the practice of integrative
medicine, and precisely because they are cenfpakts of this new paradigm in medicine, they have
been subject to scepticism, and looked upon wieit #d doubt?™* But fear we need not This
paper has shown that there is a growing awaremessstitutions of musical training, and there are
teachers of the French horn around the world whe handerstood, and whos advice is very much
worth listening to.

To conclude, horn playing is not about pushing.tiNgi ourselves nor our muscles. It is an
evolving entity which is based on a sound, heatéghnique carefully nurtured through healthy
musicianship, and above all securely embedded enntlitritious soil of authenticity. To prevent
performance-related ill-health from rearing its yudiead, we must carefully protect and base
everything we do on our authentic selves. It is nwiwe are not looking after ourselves, stray away
from our path, and adopt techniques which are d@beus that problems arise. While a good teacher

can help greatly if we sensitively follow his ad¥jave must take on the responsibility for develgpin

212 514
ibid, p. 11
213 K. Werner (1996 Effortless Mastery. Liberating the Master Musichfithin New Albany: Jamey Aebersold Jazz, Inc.
p.28
%14 Michigan State University School of Music (2006)e#lthy Musicianship, Integrative Medicine - Findiyaur Way
in the new Medical Paradigm”, Feb 2006, p. 2
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confidence in our own strategiestrategies that are right for u&\nd while teaching must be sound
from the very beginning, in the end, we ourselves @ur own best teacher. As Kristina Mascher-
Turner said, sometimes it just takes us a long tomealise i£*®

Let us return to our opening statement. It is mytention that not only do we needaund
technique, a fit body and a calm spiritas Mr. Parry suggests, but these three elemeets ar
interdependent and interwoven into a wholesomeesysthich is self-organising. With our own
personal system securely anchored in place, wérealy walk in the steps of Jim Rohn. We then not
only know but sensewhat to do daily to attend to our well-being arevelop our self-esteem. We
know what is good for us and what helps us praetisie By listeningcarefully, we can learn to cope
with and overcome the voices of distraction ingde heads, and can joyfully and easily live lifelan
music to the full. With confidence.

So to those who have lost confidence, my messatfesisJust pick up the pieces, and play
your heart out!” If Shakespeare was right and mbsithe food of love, and if good teaching comes
from the heart, the child who is listening to yath sound guidance and gentle direction, will tear

to have confidence in himself, patiently perseveke heart and - play on!

“If music be the food of love, play on!”
William Shakespeare

Afterword:

I wish to thank all those who, each in his or her omdividual way, helped me find
the courage to pick up the pieces, and play onspicial thanks also goes to the horn players, yamil
members and coaches who supported me in writirgyghper. According to David Grimshaw and
Judith Palac/Healing from an illness can be tricky. Can thesargo from injury to impairment to
understanding to engagement to transformation sotoething other than what was before, and yet
reformulate himself or herself in a way that allowm or her to continue to be an artist? Is that th
way of art? It takes hold of people, and they giteido understand it, learn it, and become a dadtt o
Like the clay on the potters’ wheel, people arevfed into something new. In doing this, they
become part of the body of work in their field, wiin turn gives them the opportunity to offer
something back, perhaps to create something newvainwitheir field. Sometimes seemingly
unfortunate things like injuries change people, ey find the need to do things differently, bessu
they understand themselves differently. The contéxinderstanding may have widened as a result to

the illness, and so one sees another way to be abaio work that was previously not within his or

215K, Mascher-Turner, email 6.5.07
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her repertoire. This creative act can be a gifkldacthe community that changes its course for the
better. This is the process by which paradigm skifiange the culture of a field of endeavdf.”

In the above lines | found acknowledgement of ttadidity of my own story as the
perpetuating momentum for my work, and at the séme discovered a new purpose. That of
sharing my story for the benefit of others. At thegginning of my research | did not know whether |
would find any written literature or similar voices help me weave all the loose ends into onesd al
lacked the courage to openly share my experieBgsalong the way | bumped into many kindred
spirits, both old and new. This gave me confideirty grateful | am! | hope my ideas contribute, at
least in a small way, to instilling confidence irethearts of other travelling - and perhaps ldgirn
players. lalso hope that in the future | will be able to makemall contribution to the community
through my own teaching.

As for me, it is time to take to the dance flooceragain. Not necessarily among the fiery frills
and extravagance of Flamenco. But this time wigagner. And in relationship with my family and
my mentors, my playing colleagues and friends, togents and my Self. In a Word, with Life. For
my personal journey from physical break-down torceiag and gradual healing brought me to
believe that if we lose our faith, we lose evemythiWhereas music-making truly is a wonderful gift!

It is on this positive note, safely at shore in thiehestra and securely anchored in my Mother
and Father tongues of English and Polish, thatathre a sigh of relief.

And lay my pen to rest.

Therefore we are always confident... Ufamy wiec zawsze...
...We live by faith, not by sight. ...kierujemy sie wiarg, a nie widzeniem.
(2 Corinthians 5:6-7) (2 list do koryntian 5, 6-7)

28D N. Grimshaw and J. A. Palac (2006) “Music Edisraand Performing Arts Medicine: The State of Alkance”
Physical Medicine and Rehabilitation Clinics of NoAmerica Performing Arts Medicine, Vol. 17: 889
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Appendix

Poem translation:

Frische Fahrt

Laue Luft kommt blau geflossen,
Frihling, Frahling soll es sein!
Waldwarts Hornerklang geschossen,
Mutger Augen lichter Schein;

Und das Wirren bunt und bunter
Wird ein magisch wilder Fluf3,

In die schéne Welt hinunter

Lockt dich dieses Stromes Gruf3

Und ich mag mich nicht bewahren!
Weit von euch treibt mich der Wind.
Auf dem Strome will ich fahren,

Von dem Glanze selig blind!
Tausend Stimmen lockend schlagen,
Hoch Aurora flammend weht,

Fahre zu! Ich mag nicht fragen,

Wo die Fahrt zu Ende geht!

Joseph von Eichendorff

Brisk Journey

Warm breezes come flowing in the blue;

It must be springtime, springtime!

Horn calls shooting into the forest,

The bright glow of courageous eyes;

And the confusion, more and more variegated,
Becomes a magically impetuous river;

Down into the beautiful world

This stream'’s greeting lures you.

And | don’t want to hold out against it!
The wind drives me far from you;

| want to journey down that stream,
Blissfully blinded by its gleaming!

A thousand voices call alluringly,
Aurora wafts ablaze high in the sky
Onward! | don’t want to ask

Where the journey will end!

Joseph von Eichendorff?*’

2173, Appelbaum (1995Freat German Poems of the Romantic Bew York: Courier Dover Publications
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