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Abstract 

 

While music for all sizes of horn ensembles is becoming more popular, with arrangements 

and original compositions appearing in increasing numbers, literature on how to transcribe 

symphonic repertoire is sparse. Focusing on transcribing for eight horns, this dissertation 

provides an overview of the current state of transcribing for horn octet, followed by an in-

depth analysis of the practice of the author, comparing it to that of other major exponents in 

the field. The main areas examined are the use of the horn and its extended techniques, the 

treatment of the horn octet as a chamber ensemble, and the various ways in which techniques 

specific to other instruments can be adapted for horns. The results are based on the author‟s 

practice and other published repertoire for eight horns, supported by more general literature 

on orchestration and instrumentation. 

  

Symphonic transcriptions for horn octet became popular in the United States towards the 

middle of the twentieth century, and even today remain centred around well-known works 

from the classical and romantic repertoire. The main reason for doing these transcriptions is to 

provide repertoire for existing ensembles, taking advantage of the familiarity of this repertoire 

for both performers and audiences. Over the years, horn technique has evolved, and this is 

reflected in the transcriptions, mainly in terms of range extension, technical facility across the 

range, and equal treatment of all voices. This evolution also means that parts for instruments 

often considered to be more agile than the horn can be accommodated, and if not, then at least 

satisfactorily approximated. A case study of the author‟s transcription of Carl Maria von 

Weber‟s Der Freischütz overture contextualises many of the techniques previously presented. 

By outlining the techniques and principles through which each individual part can be 

employed and contribute to the ensemble, it is shown that indeed many works from the 

symphonic repertoire can effectively be transcribed for horn octet.  

 

 

 

 

 

 



 

 

 

 

5 

Table of contents 

 

Thank you and acknowledgements _______________________________________ 3 

Abstract _____________________________________________________________ 4 

Table of contents _____________________________________________________ 5 

List of tables _________________________________________________________ 9 

List of figures _______________________________________________________ 10 

Part A _____________________________________________________________ 17 

1. Introduction _________________________________________________________ 17 

2. Rationale ____________________________________________________________ 22 

3. Research questions ____________________________________________________ 24 

4. Aims, expected outcomes and benefits ____________________________________ 26 

5. Methodology _________________________________________________________ 28 
5.1. Online horn ensemble music bibliography ______________________________________ 28 

5.1.1. Website design _______________________________________________________ 29 
5.1.2. Design implementation _________________________________________________ 35 
5.1.3. Data collection________________________________________________________ 35 

5.2. Literature review __________________________________________________________ 35 
5.3. Case study: Der Freischütz overture (Carl Maria von Weber), arr. Armin Terzer ________ 37 

Part B _____________________________________________________________ 38 

Chapter 1: The current state of transcribing for eight horns ___________________ 38 
1.1. A brief history of large horn ensembles ________________________________________ 38 
1.2. Transcriptions for eight horns ________________________________________________ 39 

1.2.1. Composers and periods _________________________________________________ 40 
1.2.2. Types of works and durations ____________________________________________ 41 
1.2.3. Arrangers and publishers ________________________________________________ 42 
1.2.4. Range_______________________________________________________________ 43 

Chapter 2: Inspiration and preparation ____________________________________ 48 
2.1. Reasons for transcribing ____________________________________________________ 48 

2.1.1. Pedagogical purpose ___________________________________________________ 48 
2.1.2. Social _______________________________________________________________ 50 
2.1.3. Commercial __________________________________________________________ 51 
2.1.4. Personal / Intellectual __________________________________________________ 52 

2.2. Inspiration – How to find a work to transcribe ___________________________________ 53 
2.3. Sources _________________________________________________________________ 54 
2.4. Working tools ____________________________________________________________ 55 

Chapter 3: The horn, and the (eight part) horn ensemble ______________________ 58 
3.1. The horn: an updated entry into the handbook of instrumentation ____________________ 58 

3.1.1. Range_______________________________________________________________ 59 
3.1.2. Register considerations _________________________________________________ 63 
3.1.3. Notation _____________________________________________________________ 65 
3.1.4. Extended techniques ___________________________________________________ 69 
3.1.5. Wagner tuba _________________________________________________________ 77 

3.2. The (eight part) horn ensemble: pre- transcription basics ___________________________ 77 
3.2.1. Ensemble division as implied by the setup __________________________________ 77 
3.2.2. Material distribution ___________________________________________________ 85 
3.2.3. Player grouping _______________________________________________________ 88 



 

 

 

 

6 

3.2.3.1. Section separation _________________________________________________ 88 
3.2.3.2. Low and high separation ____________________________________________ 89 
3.2.3.3. Adjacent pairs ____________________________________________________ 90 
3.2.3.4. Separated pairs ____________________________________________________ 91 
3.2.3.5. Continuous line transferral __________________________________________ 91 

Chapter 4: General observations on transcribing and selected rules of orchestration 

(adapted to transcribing for eight horns) ____________________________________ 96 
4.1. General observations _______________________________________________________ 96 
4.2. Selected rules of orchestration (adapted to transcribing for eight horns) _______________ 98 

4.2.1. Aural imagination and common sense _____________________________________ 98 
4.2.2. Clarity and doubling ___________________________________________________ 99 

4.2.2.1. Orchestral tutti passage ____________________________________________ 102 
4.2.2.2. Solo passage played by an entire section _______________________________ 104 
4.2.2.3. Change in orchestration ____________________________________________ 105 
4.2.2.4. Melodic lines in octaves in the same instrument _________________________ 108 
4.2.2.5. Safety net for passages in the extreme high range ________________________ 110 
4.2.2.6. Reinforcement of thematic material in the low register ____________________ 112 
4.2.2.7. Balancing chords in significant places_________________________________ 113 

4.2.3. Part writing _________________________________________________________ 115 
4.2.3.1. Transcribing in F (rather than in C) ___________________________________ 122 
4.2.3.2. Leading parts towards the downbeat __________________________________ 123 
4.2.3.3. Distribution of rests _______________________________________________ 125 

4.2.4. Texture spacing ______________________________________________________ 127 
4.2.5. Chord spacing _______________________________________________________ 133 
4.2.6. Articulation _________________________________________________________ 138 
4.2.7. Dynamics ___________________________________________________________ 141 
4.2.8. The performer as arranger ______________________________________________ 146 

Chapter 5: Orchestral instruments and techniques for adaptation _____________ 147 
5.1. The orchestral range ______________________________________________________ 148 
5.2. Strings _________________________________________________________________ 154 

5.2.1. General string techniques ______________________________________________ 155 
5.2.1.1. Rapid passages ___________________________________________________ 155 
5.2.1.2. Double, triple, and quadruple stops ___________________________________ 162 
5.2.1.3. Divided strings ___________________________________________________ 162 
5.2.1.4. Glissandi _______________________________________________________ 164 
5.2.1.5. Trills __________________________________________________________ 164 
5.2.1.6. Tremolo ________________________________________________________ 166 
5.2.1.7. Pizzicato _______________________________________________________ 174 
5.2.1.8. Mutes __________________________________________________________ 176 
5.2.1.9. Harmonics ______________________________________________________ 176 

5.2.2. Violins _____________________________________________________________ 177 
5.2.3. Violas _____________________________________________________________ 181 
5.2.4. Cellos______________________________________________________________ 183 
5.2.5. Basses _____________________________________________________________ 186 

5.3. Woodwinds _____________________________________________________________ 187 
5.3.1. General woodwind techniques __________________________________________ 190 
5.3.2. Flutes ______________________________________________________________ 191 
5.3.3. Oboes______________________________________________________________ 192 
5.3.4. English horn ________________________________________________________ 193 
5.3.5. Clarinets ___________________________________________________________ 194 
5.3.6. Bassoons ___________________________________________________________ 196 

5.4. Brass __________________________________________________________________ 197 
5.4.1. Trumpets ___________________________________________________________ 200 
5.4.2. Trombones __________________________________________________________ 201 
5.4.3. Tuba ______________________________________________________________ 203 

5.5. Percussion ______________________________________________________________ 204 

Chapter 6: Transcribing decisions (a priori) ________________________________ 210 
6.1. Type of arrangement ______________________________________________________ 210 



 

 

 

 

7 

6.2. Level of difficulty ________________________________________________________ 213 
6.2.1. Scales______________________________________________________________ 214 
6.2.2. Arpeggi ____________________________________________________________ 218 
6.2.3. Soft, high entries _____________________________________________________ 220 
6.2.4. Key _______________________________________________________________ 223 

6.3. Complete work, part (movement), suite, or medley ______________________________ 233 

Chapter 7: The transcription process – a case study _________________________ 245 
7.1. Ensemble division and setup ________________________________________________ 247 
7.2. A priori transcribing decisions ______________________________________________ 251 
7.3. Transcribing process: Overview _____________________________________________ 254 
7.4. Transcribing process: In detail ______________________________________________ 256 

Bars 1-8: Introduction ______________________________________________________ 256 
Bars 9-24: Solo quartet and accompaniment _____________________________________ 258 
Bars 25-36: String tremolo and cellos solo ______________________________________ 259 
Bars 37-60: Molto vivace ___________________________________________________ 261 
Bars 61-90: Orchestral tutti __________________________________________________ 263 
Bars 91-122: More tremolo, clarinet solo and pizzicato ____________________________ 267 
Bars 123-144: Second theme _________________________________________________ 270 
Bars 145-158: Rapid passages with and without leaps _____________________________ 271 
Bars 159-190: Orchestral tutti and motivic development ___________________________ 272 
Bars 191-218: Second theme and homophonic passage ____________________________ 274 
Bars 219-238: Recapitulation ________________________________________________ 275 
Bars 239-278: Transition into C major _________________________________________ 275 
Bars 279-342: Finale _______________________________________________________ 276 

7.5. Comments ______________________________________________________________ 279 

Chapter 8: Post-production and final result ________________________________ 280 

Conclusion ____________________________________________________________ 285 

Reference list ______________________________________________________ 289 

I. Printed and online sources _____________________________________________ 289 

II. Musical examples ___________________________________________________ 292 

III. Recordings ________________________________________________________ 296 

Bibliography _______________________________________________________ 297 

I. General resources ____________________________________________________ 297 

II. Transcriptions for eight horns (other than reference list)___________________ 298 

III. Website design _____________________________________________________ 301 
i. Music bibliographies on hard copy _____________________________________________ 301 
ii. Websites _________________________________________________________________ 304 

Appendix A: Transcriptions for eight horns (sorted by composer) ____________ 306 

Appendix B: Transcriptions for eight horns (sorted by arranger) _____________ 314 

Appendix C: Transcriptions for eight horns (limited to and sorted by lowest note)

 __________________________________________________________________ 322 

Appendix D: Transcriptions for eight horns (limited to and sorted by highest note)

 __________________________________________________________________ 328 

Appendix E: Der Freischütz overture, side-by-side placement of original and 

transcription _______________________________________________________ 334 

Appendix F: Scores of selected transcriptions ____________________________ 335 



 

 

 

 

8 

Appendix G: Audio-CD content (includes complete recording of Der Freischütz 

overture (arr. Armin Terzer)) _________________________________________ 336 
 



 

 

 

 

9 

List of tables  

 

Table 1: Anticipated final-build search options on www.musicforhorns.com ____________________ 34 
Table 2: Lowest note (in horn in F, as written) frequency in repertoire ________________________ 44 
Table 3: Highest note (in horn in F, as written) frequency in repertoire _______________________ 45 
Table 4: Works in which the extreme high range is used ___________________________________ 46 
Table 5: Advantages and disadvantages of pencil and paper ________________________________ 55 
Table 6: Advantages and disadvantages of computer and notation software ____________________ 55 
Table 7: Notes and their harmonic function _____________________________________________ 61 
Table 8: Individuality of the double bass part ___________________________________________ 186 
Table 9: Examples of transposed transcriptions for horn ensemble __________________________ 225 
Table 10: Key change options _______________________________________________________ 227 
Table 11: Key change options for works in parallel major and minor keys ____________________ 229 
Table 12: Directly transcribed works not taking transposition into account ___________________ 232 
Table 13: Transcriptions of sections or movements of extensive orchestral works _______________ 233 
Table 14: Transcriptions of suites from extensive orchestral works __________________________ 234 
Table 15: Arrangements of medleys from extensive orchestral works ________________________ 235 
Table 16: Accidentals in parallel major and minor keys of C _______________________________ 254 
 



 

 

 

 

10 

List of figures 

 

A complete list including publication dates and publishers for all musical examples used in 

this study can be found in the reference list, section II. 

 

Figure 1: Current Music for horns work entry screenshot, Retrieved February 4, 2011, from 

http://musicforhorns.com/content/academic-festival-overture-c-minor-op80 ____________________ 32 
Figure 2: Current Music for horns browse menu screenshot, Retrieved February 4, 2011, from 

http://musicforhorns.com/browse?page=1 ______________________________________________ 33 
Figure 3: Current Music for horns search menu screenshot, Retrieved February 4, 2011, from 

http://musicforhorns.com/bibliosearch?page=46 _________________________________________ 34 
Figure 4: Octave designation system, The New Harvard Dictionary of Music ___________________ 43 
Figure 5: Arranged orchestral excerpt, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 9-18 ________________________________________________________________ 49 
Figure 6: Very difficult but playable passage in Gioacchino Rossini (arr. Armin Terzer for 4 horns), 

William Tell overture, mm. 289-302, horn 1 _____________________________________________ 52 
Figure 7: Almost unplayable passage in Gioacchino Rossini (arr. Armin Terzer for 4 horns), William 

Tell overture, mm. 391-414, horn 1 ____________________________________________________ 53 
Figure 8: Hand written transcription, Otto Nicolai (arr. Leigh Martinet), The merry wives of Windsor 

overture, 8 bars before rehearsal letter D to 4 bars before rehearsal letter E, horn 4 _____________ 56 
Figure 9: Comparison of transposed (in F) and sounding (in C) pitches _______________________ 59 
Figure 10: The standard range of the horn in transposed pitch (see section 3.1.3. below for a 

discussion on the adoption of “new” bass clef notation) ___________________________________ 59 
Figure 11: Extended range, D – f

3
 (Stiller, 1985, p. 72) ____________________________________ 61 

Figure 12: Extreme high range in Carl Maria von Weber (arr. Armin Terzer), Der Freischütz overture, 

mm. 78-82, horn 1: d
3
 ______________________________________________________________ 62 

Figure 13: Extreme low range in Carl Maria von Weber (arr. Armin Terzer), Der Freischütz overture, 

mm. 1-8, horn 8: D ________________________________________________________________ 62 
Figure 14: Registral characteristics: Valve horn in F (Adler, 2002, p. 316) ____________________ 63 
Figure 15: Advanced horn technique, example 1, Richard Strauss, Ein Heldenleben, mm. 1-16, horn 1

 ________________________________________________________________________________ 64 
Figure 16: Advanced horn technique, example 2, Richard Strauss, Symfonia domestica, rehearsal 

numbers 142-147, horn 1____________________________________________________________ 64 
Figure 17: Uni-directional technical passage in Johannes Brahms' (arr. Armin Terzer) Academic 

festival overture, mm. 17-19, horns 2 and 3 _____________________________________________ 65 
Figure 18: Old and new style bass clef notation __________________________________________ 67 
Figure 19: Low note in treble clef, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 204-211, horn 5 _______________________________________________________ 67 
Figure 20: High note in bass clef, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz overture, 

mm. 88-94, horns 7 and 8 ___________________________________________________________ 67 
Figure 21: Clef change on the bar line, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 89-96, horn 8 _________________________________________________________ 68 
Figure 22: Potentially confusing clef change directly before entry, modification of Figure 21 above _ 68 
Figure 23: Mutes used to distinguish primary and secondary material, Carl Maria von Weber (arr. 

Armin Terzer), Der Freischütz overture, mm. 24-29 _______________________________________ 70 
Figure 24: Insufficient time given to remove mute, Gioacchino Rossini (arr. Armin Terzer for 4 horns), 

William Tell overture arranged for 4 horns, mm. 88-94 ____________________________________ 71 
Figure 25: Quick, but possible mute removal, Gioacchino Rossini (arr. Armin Terzer for 8 horns), 

William Tell overture, mm. 90-93 _____________________________________________________ 72 
Figure 26: Stopped, loud passage in Johannes Brahms’ Academic festival overture, mm. 255-270 

(original) and mm. 256-270 (arr. Armin Terzer) __________________________________________ 73 
Figure 27: Use of hand-stopping in Ludwig van Beethoven (arr. John Lynsdale-Nock), Coriolanus 

overture, mm. 203-207 _____________________________________________________________ 73 
Figure 28: Potential double-tonguing passage in Carl Maria von Weber, Der Freischütz overture, mm. 

281-284 _________________________________________________________________________ 74 



 

 

 

 

11 

Figure 29: Glissando based on the natural harmonic series, Igor Stravinsky, The rite of spring (1911), 

4 bars to 2 bars before rehearsal figure 180, horn 1 ______________________________________ 75 
Figure 30: Fingered glissando based on a chromatic scale, Richard Strauss, Till Eulenspiegel, 12 bars 

to 10 bars before rehearsal figure 15, violin 1 ___________________________________________ 76 
Figure 31: Generic glissando notation, Hector Berlioz, Symphonie fantastique, 2 bars to 4 bars after 

rehearsal number 60, oboe 1 _________________________________________________________ 76 
Figure 32: Transcription in form of two orchestral sections in Carl Maria von Weber (arr. Armin 

Terzer), Der Freischütz overture, mm. 71-77 ____________________________________________ 80 
Figure 33: Transcription in form of alternating descending part distribution in Ludwig van Beethoven 

(arr. John Lynsdale-Nock), Coriolanus overture, mm. 1-10 _________________________________ 81 
Figure 34: Transcription in form of high to low part distribution in James Horner (arr. John Lynsdale-

Nock), Braveheart, mm. 50-55 ________________________________________________________ 83 
Figure 35: Weighing of melodic material towards horns 1 and 5 in Gioacchino Rossini (arr. Leigh 

Martinet), The barber of Seville overture, first page of condensed score _______________________ 86 
Figure 36: Weighing of melodic material towards horns 1 and 3 in Frederick Delius (arr. John 

Lynsdale-Nock), Summer evening, mm. 22-25 ___________________________________________ 86 
Figure 37: Antiphonal player grouping in Hector Berlioz (arr. Armin Terzer), La fuite en Egypte 

overture, mm. 140-149 _____________________________________________________________ 88 
Figure 38: Low and high voice distribution in Ludwig van Beethoven (arr. Armin Terzer), Fidelio 

overture, mm. 252-257 _____________________________________________________________ 89 
Figure 39: Adjacent pairs in Ludwig van Beethoven (arr. Armin Terzer), Fidelio overture, mm. 84-90

 ________________________________________________________________________________ 90 
Figure 40: Separated pairs in Carl Maria von Weber (arr. Armin Terzer), Incidental music to Der 

Freischütz, mm. 35-38 ______________________________________________________________ 91 
Figure 41: Continuous line transferral in Gioacchino Rossini (arr. Armin Terzer for 8 horns), William 

Tell overture, mm. 84-85 ____________________________________________________________ 92 
Figure 42: Overlapping line transferral in Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 183-187 _____________________________________________________________ 92 
Figure 43: (Extended) line transferral in Felix Mendelssohn-Bartholdy (arr. Armin Terzer), Paulus 

overture, mm. 117-121 _____________________________________________________________ 93 
Figure 44: Non-linear line transferral _________________________________________________ 94 
Figure 45: Paired line transferral in Ludwig van Beethoven (arr. Armin Terzer), Fidelio overture, mm. 

233-240 _________________________________________________________________________ 95 
Figure 46: Individual part writing in Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 184-188 ____________________________________________________________ 101 
Figure 47: Doubling in orchestral tutti, Carl Maria von Weber (original and arr. Armin Terzer), Der 

Freischütz overture, mm. 61-63 ______________________________________________________ 102 
Figure 48: Doubling in orchestral tutti, Ludwig van Beethoven (original and arr. John Lynsdale-Noc), 

Coriolan overture, mm. 34-35 _______________________________________________________ 103 
Figure 49: Doubling in solo passage played by an entire section, Carl Maria von Weber (original and 

arr. Armin Terzer), Der Freischütz overture, mm. 1-5 ____________________________________ 104 
Figure 50: Doubling in string section solo passage, Mikhail Glinka (original and arr. Richard Bissill), 

Ruslan and Ludmilla overture, mm. 11-14 _____________________________________________ 105 
Figure 51: Octave doubling to emphasize texture change, Carl Maria von Weber (original and arr. 

Armin Terzer), Der Freischütz overture, mm. 45-49 ______________________________________ 106 
Figure 52: Octave doubling to emphasize texture change, Felix Mendelssohn-Bartholdy (original and 

arr. Leigh Martinet), Nocturne from A midsummer night’s dream, mm. 1-3 and mm. 26-30 _______ 107 
Figure 53: Melodic octave doubling as present in original, Carl Maria von Weber (original and arr. 

Armin Terzer), Der Freischütz overture, mm. 42-44 ______________________________________ 108 
Figure 54: Melodic octave doubling as present in original, Maurice Ravel (original and arr. Leigh 

Martinet), Pavane pour une infante défunte, mm. 60-61 ___________________________________ 109 
Figure 55: Not observing doubling as present in original, Maurice Ravel (arr. John Lynsdale-Nock), 

Pavane pour une infante défunte, mm. 60-61 ___________________________________________ 110 
Figure 56: Doubling as safety net, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 77-82 ______________________________________________________________ 111 
Figure 57: Doubling as safety net, Gioacchino Rossini (arr. Leigh Martinet), The barber of Seville 

overture, 3 bars to 5 bars after rehearsal letter A, horns 1 and 3 ____________________________ 111 
Figure 58: Doubling thematic material in the low register, Carl Maria von Weber (arr. Armin Terzer), 

Der Freischütz overture, mm. 61-65 __________________________________________________ 112 



 

 

 

 

12 

Figure 59: Doubling thematic material in the low register, Otto Nicolai (arr. Leigh Martinet), The 

merry wives of Windsor overture, 1 before rehearsal letter C to 4 after rehearsal letter D, condensed 

score __________________________________________________________________________ 112 
Figure 60: Doubling notes in chords in significant places, Carl Maria von Weber (arr. Armin Terzer), 

Der Freischütz overture, mm. 45-49 __________________________________________________ 113 
Figure 61: Doubling notes in chords in a closing statement, Ludwig van Beethoven (arr. Christopher 

Jones), Symphony no.5, 1
st
 movement, mm. 491-498 ______________________________________ 114 

Figure 62: Doubling pedal notes in an opening statement, Gioacchino Rossini (arr. Leigh Martinet), 

The barber of Seville overture, m. 1 __________________________________________________ 114 
Figure 63: Division to avoid fast passage work, Carl Maria von Weber (original and arr. Armin 

Terzer), Der Freischütz overture, mm. 107-112 _________________________________________ 117 
Figure 64: Division to avoid awkward leaps, Carl Maria von Weber (original and arr. Armin Terzer), 

Der Freischütz overture, mm. 312-316 ________________________________________________ 117 
Figure 65: Division to avoid continuous fast tonguing, Carl Maria von Weber (original and arr. Armin 

Terzer), Der Freischütz overture, mm. 177-180 _________________________________________ 118 
Figure 66: Division to avoid long passages without rests, Carl Maria von Weber (original and arr. 

Armin Terzer), Der Freischütz overture, mm. 234-238 ____________________________________ 119 
Figure 67: Division of short, repeated phrases, Carl Maria von Weber (original and arr. Armin 

Terzer), Der Freischütz overture, mm. 183-187 _________________________________________ 120 
Figure 68: Fragmentation in Gioacchino Rossini (arr. Armin Terzer for 4 horns), William Tell 

overture, mm. 85-90 ______________________________________________________________ 121 
Figure 69: Exemplary passage to transcribe, Carl Maria von Weber, Der Freischütz overture, mm. 69-

72, violin 2 ______________________________________________________________________ 123 
Figure 70: Not leading towards the downbeat, not ideal transcription of Figure 69 above ________ 123 
Figure 71: Leading towards the downbeat, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 69-72, horns 2 and 3___________________________________________________ 124 
Figure 72: Exception to the leading towards the downbeat principle, Carl Maria von Weber (arr. 

Armin Terzer), Der Freischütz overture, mm. 312-316 ____________________________________ 124 
Figure 73: Seemingly continuous line that can be divided into gestures, Carl Maria von Weber, Der 

Freischütz overture, mm. 312-316, violin 1 _____________________________________________ 125 
Figure 74: Ineffective distribution of rests in the first horn part of Gioacchino Rossini (arr. Armin 

Terzer for 4 horns), William Tell overture, mm. 363-414 __________________________________ 126 
Figure 75: Effective distribution of rests in the first horn part of Carl Maria von Weber (arr. Armin 

Terzer), Der Freischütz overture, mm. 171-249 _________________________________________ 127 
Figure 76: Standard distribution of material in Johannes Brahms (arr. Armin Terzer), Academic 

festival overture, mm. 129-133 ______________________________________________________ 128 
Figure 77: Standard distribution of material in Frederick Delius (arr. John Lynsdale-Nock), Summer 

evening, mm. 14-17 _______________________________________________________________ 129 
Figure 78: Adaptation of accompaniment figures in passage with medium-range secondary line, Carl 

Maria von Weber (original and arr. Armin Terzer), Der Freischütz overture, mm. 9-11 __________ 130 
Figure 79: Adaptation of accompaniment figures in passage with low-range primary line, Carl Maria 

von Weber (original and arr. Armin Terzer), Der Freischütz overture, mm. 258-260 ____________ 130 
Figure 80: Adaptation of accompaniment figures in passage with pedal-range primary line, Carl Maria 

von Weber (original and arr. Armin Terzer), Der Freischütz overture, mm. 37-39 ______________ 131 
Figure 81: Adaptation of melodic line in passage with intersecting tessitura of primary line and 

accompaniment, Gioacchino Rossini (arr. Leigh Martinet), The barber of Seville overture, 7 bars to 10 

bars after the first Allegro vivace ____________________________________________________ 132 
Figure 82: Overtone series on C _____________________________________________________ 133 
Figure 83: Eight-part C major chords based on the harmonic series _________________________ 133 
Figure 84: C major chords in Carl Maria von Weber, Der Freischütz overture, mm. 279-281 (first 

chord) and mm. 284-286 (second chord) ______________________________________________ 134 
Figure 85: C major chords in my transcription (horns in F) _______________________________ 134 
Figure 86: Homophonic passage with effective voice leading, Carl Maria von Weber (original and arr. 

Armin Terzer), Der Freischütz overture, mm. 205-209 ____________________________________ 136 
Figure 87: Interrupted chord succession, Carl Maria von Weber (original and arr. Armin Terzer), Der 

Freischütz overture, mm. 9-10 _______________________________________________________ 137 
Figure 88: Maurice Ravel, Pavane pour une infant défunte, first horn, in original (orchestra and piano 

versions) and three transcriptions (Leigh Martinet, John Lynsdale-Nock, Armin Terzer) _________ 138 
Figure 89: Adaptation of articulation left to performer, Gioacchino Rossini (arr. Leigh Martinet), La 

gazza ladra overture, 4 bars before rehearsal letter O to rehearsal letter O, horn 1 _____________ 138 



 

 

 

 

13 

Figure 90: Original articulation of Figure 89, Gioacchino Rossini, La gazza ladra overture, 2 bars 

before rehearsal letter H to rehearsal 1 bar after rehearsal letter H, piccolo, oboe and clarinet ___ 139 
Figure 91: Different articulation in tremolo passages, Gioacchino Rossini (original and arr. Armin 

Terzer for 8 horns), William Tell overture, mm. 92-93 ____________________________________ 140 
Figure 92: Differing articulation between bassoons, cellos and basses, Carl Maria von Weber, Der 

Freischütz overture, mm. 152-154 ____________________________________________________ 141 
Figure 93: p block dynamic, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz overture, mm. 

183-187 ________________________________________________________________________ 142 
Figure 94: Adapted dynamics, modification of Figure 93 above ____________________________ 143 
Figure 95: Dynamic marking adapted for solo voice, Gioacchino Rossini (arr. Armin Terzer for 8 

horns), William Tell overture, mm. 1-5 ________________________________________________ 144 
Figure 96: Dynamic marking adapted for main voice within accompaniment figure, Carl Maria von 

Weber (arr. Armin Terzer), Der Freischütz overture, mm. 9-13 _____________________________ 145 
Figure 97: Adapted dynamic after a crescendo, Carl Maria von Weber (arr. Armin Terzer), Der 

Freischütz overture, mm. 50-52 ______________________________________________________ 145 
Figure 98: Range of the string section (Adler, 2002, p. 7) _________________________________ 148 
Figure 99: Reduced orchestral range _________________________________________________ 149 
Figure 100: Reduced orchestral range for horn in F _____________________________________ 149 
Figure 101: Standard transposition in Ludwig van Beethoven (original and arr. John Lynsdale-Nock), 

Coriolanus overture, mm. 1-3 _______________________________________________________ 150 
Figure 102: Standard transposition in a chamber setting, Ludwig van Beethoven (original and arr. 

Armin Terzer), Rondino, mm. 13-14 __________________________________________________ 151 
Figure 103: Original passage, Carl Maria von Weber, Der Freischütz overture, mm. 37-41 ______ 151 
Figure 104: Standard transposition of Figure 103 above __________________________________ 152 
Figure 105: Effective transposition of Figure 103 above __________________________________ 152 
Figure 106: Transposition in real sounding pitch in Ludwig van Beethoven (original and arr. 

Christopher Jones), Symphony no.5, 1
st
 movement, mm. 1-5 _______________________________ 153 

Figure 107: String section layout in score, Carl Maria von Weber, Der Freischütz overture ______ 154 
Figure 108: Beginning of Gioacchino Rossini, La scala di seta overture, strings _______________ 156 
Figure 109: Beginning of Felix Mendelssohn-Bartholdy, A midsummer night’s dream overture, violins

 _______________________________________________________________________________ 156 
Figure 110: Non-melodic scale pattern, Carl Maria von Weber (original and arr. Armin Terzer), Der 

Freischütz overture, mm. 88-89 ______________________________________________________ 156 
Figure 111: Beginning of most difficult passage in Gioacchino Rossini, William Tell overture, mm. 

316-320 ________________________________________________________________________ 157 
Figure 112: Possible solution for horn ensemble, my transcription of Figure 111 above _________ 158 
Figure 113: Fast tongued passage with leaps, Gioacchino Rossini (original and arr. Armin Terzer for 

8 horns), William Tell overture, mm. 324-325 __________________________________________ 158 
Figure 114: Complete fast passage in Gioacchino Rossini (arr. Armin Terzer for 8 horns), William Tell 

overture, mm. 314-350 ____________________________________________________________ 159 
Figure 115: Multiple stops, Carl Maria von Weber (original and arr. Armin Terzer), Der Freischütz 

overture, mm. 147-148 ____________________________________________________________ 162 
Figure 116: Divisi violas, Gioacchino Rossini, William Tell overture, mm. 62-66 _______________ 162 
Figure 117: Divisi cellos at the beginning of Gioacchino Rossini (original and arr. Armin Terzer for 8 

horns), William Tell overture _______________________________________________________ 163 
Figure 118: Harmonic series on C (Harmonics: C = 1, c = 2, c

1
 = 4, c

2
 = 8, c

3
 = 16) ___________ 164 

Figure 119: Woodwind trills in different registers, Gioacchino Rossini (arr. Armin Terzer for 8 horns), 

William Tell overture, mm. 176-195 __________________________________________________ 165 
Figure 120: Bowed tremolo as a colour, Carl Maria von Weber, Der Freischütz overture, mm. 24-27

 _______________________________________________________________________________ 167 
Figure 121: Bowed tremolo as an effect, Carl Maria von Weber, Der Freischütz overture, mm. 88-94

 _______________________________________________________________________________ 168 
Figure 122: My horn ensemble transcription of Figure 121 above __________________________ 169 
Figure 123: Muted only approach to tremolo, Carl Maria von Weber (original and arr. Armin Terzer), 

Der Freischütz overture, mm. 24-26 __________________________________________________ 171 
Figure 124: Fingered tremolo in Claude Debussy, La mer, 2 bars to 5 bars after rehearsal figure 8 172 
Figure 125: Measured effect in Gioacchino Rossini, William Tell overture, mm. 150-159, strings __ 172 
Figure 126: Semiquaver motif in the second section of Gioacchino Rossini, William Tell overture, mm. 

131-132, violin 2 _________________________________________________________________ 173 



 

 

 

 

14 

Figure 127: Solution to measured effect in Gioacchino Rossini (arr. Armin Terzer for 8 horns), William 

Tell overture, mm. 149-151 _________________________________________________________ 173 
Figure 128: Measured effect notation with integrated simplification, Johannes Brahms, Academic 

festival overture, mm. 379-380 ______________________________________________________ 173 
Figure 129: Pizz. indication in original Maurice Ravel, Pavane pour une infante défunte, strings, mm. 

1-6 ____________________________________________________________________________ 174 
Figure 130: Descriptive indication of pizzicato in Maurice Ravel (arr. Leigh Martinet), Pavane pour 

une infante défunte, horns 2 and 3, mm. 1-5 ____________________________________________ 174 
Figure 131: Staccato dot indication of pizzicato in Maurice Ravel (arr. John Lynsdale-Nock), Pavane 

pour une infante défunte, horns 5-7, mm. 1-4 ___________________________________________ 175 
Figure 132: Combined pizz. and staccato dot indication of pizzicato in Maurice Ravel (arr. Armin 

Terzer), Pavane pour une infante défunte, horns 5-8, mm. 1-5 ______________________________ 175 
Figure 133: Violin line including harmonics ___________________________________________ 176 
Figure 134: Violin range, Adler (2002, p. 52)___________________________________________ 177 
Figure 135: High violin passage in Carl Maria von Weber, Der Freischütz overture, mm. 328-331, 

strings _________________________________________________________________________ 178 
Figure 136: My solution to Figure 135, conditioned by the violin range ______________________ 178 
Figure 137: Keeping part relations in Ludwig van Beethoven (original and arr. Armin Terzer), Fidelio 

overture, mm. 114-115 ____________________________________________________________ 179 
Figure 138: Motivic leaps in Johannes Brahms (original and arr. Armin Terzer), Academic festival 

overture, mm. 273-276 ____________________________________________________________ 180 
Figure 139: Complete line in violins, interrupted line in woodwinds, Carl Maria von Weber, Der 

Freischütz overture, mm. 88-90 ______________________________________________________ 181 
Figure 140: Viola range, Adler (2002, p. 66) ___________________________________________ 181 
Figure 141: The viola as a low instrument, Johannes Brahms, Academic festival overture, mm. 7-12182 
Figure 142: My solution to Figure 141 ________________________________________________ 182 
Figure 143: Cello range, Adler (2002, p. 76) ___________________________________________ 183 
Figure 144: Typical cello passage, opening of Gioacchino Rossini (original and arr. Armin Terzer for 

4 horns), William Tell overture ______________________________________________________ 184 
Figure 145: Cello line covering bassoons, violas and basses, Carl Maria von Weber, Der Freischütz 

overture, mm. 158-161 ____________________________________________________________ 185 
Figure 146: Double bass range, Adler (2002, p. 84)______________________________________ 186 
Figure 147: Woodwind section layout in score, Carl Maria von Weber, Der Freischütz overture __ 187 
Figure 148: Extended woodwind section layout in score, Richard Strauss, Ein Heldenleben ______ 188 
Figure 149: Standard (classical) doubling between woodwinds and strings in orchestral tutti, Carl 

Maria von Weber, Der Freischütz overture, mm. 305-311 _________________________________ 189 
Figure 150: Flute range, Adler (2002, p. 181) __________________________________________ 191 
Figure 151: Oboe range, Adler (2002, p. 194) __________________________________________ 192 
Figure 152: Oboes lead the woodwind and brass chords in Carl Maria von Weber, Der Freischütz 

overture, mm. 234-238 ____________________________________________________________ 193 
Figure 153: English horn range (in F), Adler (2002, p. 194) _______________________________ 193 
Figure 154: Extract from the English horn solo in Gioacchino Rossini, William Tell overture, mm. 211-

214 ____________________________________________________________________________ 194 
Figure 155: Clarinet range (in Bb), Adler (2002, p. 206) __________________________________ 194 
Figure 156: Fast mid-range arpeggi in the clarinets, Johannes Brahms (original and arr. Armin 

Terzer), Academic festival overture, mm. 17-19 _________________________________________ 195 
Figure 157: Bass clarinet range (in Bb), Adler (2002, p. 212) ______________________________ 196 
Figure 158: Bassoon range, Adler (2002, p. 221) ________________________________________ 196 
Figure 159: Bassoon part doubled in cellos and basses, Carl Maria von Weber, Der Freischütz 

overture, mm. 66-70 ______________________________________________________________ 197 
Figure 160: Brass section layout in score, Nikolai Rimsky-Korsakov, Sheherazade _____________ 198 
Figure 161: Woodwind and brass section excerpt from Felix Mendelssohn-Bartholdy, Paulus overture, 

mm. 156-159 ____________________________________________________________________ 198 
Figure 162: Excerpt from Figure 161 above in sounding pitch and reduced score ______________ 199 
Figure 163: Trumpet range, Adler (2002, p. 331) ________________________________________ 200 
Figure 164: Tenor trombone range, Adler (2002, p. 342) __________________________________ 201 
Figure 165: Bass trombone range, Adler (2002, p. 343) ___________________________________ 201 
Figure 166: Trombones used as chord foundation in Carl Maria von Weber, Der Freischütz overture, 

mm. 61-68 ______________________________________________________________________ 201 
Figure 167: Bass trombone line from Figure 166 transcribed for horn _______________________ 202 



 

 

 

 

15 

Figure 168: Disregarding the texture spacing in low brass parts, Johannes Brahms (original and arr. 

Armin Terzer), Academic festival overture, mm. 398-400 __________________________________ 202 
Figure 169: Tuba range, Adler (2002, p. 350) __________________________________________ 203 
Figure 170: Use of timpani in early nineteenth century music, Carl Maria von Weber, Der Freischütz 

overture, mm. 290-295 ____________________________________________________________ 205 
Figure 171: Inclusion of characteristic timpani part in transcription, Edward Elgar (arr. Armin 

Terzer), Enigma variations, Variation VII: Troyte _______________________________________ 206 
Figure 172: Solo snare drum roll omission in Gioacchino Rossini (arr. Armin Terzer for 8 horns) 

William Tell overture, mm. 18-24 ____________________________________________________ 207 
Figure 173: Flutter-tongue used to approximate snare drum roll in Richard Strauss (arr. Armin 

Terzer), Till Eulenspiegel, mm. 571-577 _______________________________________________ 208 
Figure 174: Simplification in Johannes Brahms (original and arr. Terzer), Academic festival overture, 

mm. 379-380 ____________________________________________________________________ 211 
Figure 175: Rapid scale pattern in Johannes Brahms, Academic festival overture, mm. 379-380 ___ 214 
Figure 176: Various solutions to Figure 175 based on doubling of the note values ______________ 214 
Figure 177: Arpeggio and scale combination solution to Figure 175_________________________ 215 
Figure 178: Scale figure included at the end of Johannes Brahms (arr. Armin Terzer), Academic 

festival overture, m. 395 ___________________________________________________________ 215 
Figure 179: Omitted scale pattern, Gioacchino Rossini (original and arr. Leigh Martinet), La gazza 

ladra overture, 5 bars before the end _________________________________________________ 216 
Figure 180: Simplified scale pattern through change in articulation, Mikhail Glinka (original and arr. 

Richard Bissill), Ruslan and Ludmilla overture, mm. 8-14 _________________________________ 217 
Figure 181: Simplified arpeggio, Gioacchino Rossini (original and arr. Leigh Martinet), La gazza 

ladra overture, 7 bars to 4 bars before rehearsal letter E (original) and 8 bars to 5 bars before 

rehearsal letter J (arrangement) _____________________________________________________ 218 
Figure 182: Omitted harp arpeggio, Maurice Ravel (original and arr. Leigh Martinet), Pavane pour 

une infante défunte, mm. 7-8 ________________________________________________________ 219 
Figure 183: Simplified harp arpeggio, Maurice Ravel (original and arr. John Lynsdale-Nock), Pavane 

pour une infante défunte, mm. 7-8 ____________________________________________________ 220 
Figure 184: Preparation of high entry in first horn part of Carl Otto Nicolai (arr. Leigh Martinet), The 

merry wives of Windsor overture, mm. 21-26 ___________________________________________ 221 
Figure 185: Preparation of high entry in first horn part of Gioacchino Rossini (arr. Leigh Martinet), 

The barber of Seville overture, 14 bars to 6 bars before rehearsal letter D ____________________ 221 
Figure 186: Preparation of high entry in Erik Satie (original orch. Debussy and arr. John Lynsdale-

Nock), Gymnopédie no.3, beginning __________________________________________________ 222 
Figure 187: Second horn part in my transcription of Ludwig van Beethoven, Fidelio overture, mm. 43-

58 _____________________________________________________________________________ 223 
Figure 188: Extract arranged in the original key, Ludwig van Beethoven (arr. Armin Terzer), Fidelio 

overture, mm. 193-199 ____________________________________________________________ 224 
Figure 189: Different transpositions of Wolfgang Amadeus Mozart (original, arr. John Lynsdale-Nock, 

arr. Kerry Turner), The marriage of Figaro overture, m. 1 ________________________________ 226 
Figure 190: Parallel minor and major keys in Gioacchino Rossini, William Tell overture, beginnings of 

sections 1 and 4 __________________________________________________________________ 228 
Figure 191:  Highest passage in original transposition of Gioacchino Rossini (arr. Armin Terzer for 4 

horns) William Tell overture, mm. 404-411 ____________________________________________ 230 
Figure 192: Better key and better range for Gioacchino Rossini (arr. Armin Terzer for 8 horns), 

William Tell overture, mm. 417-422 __________________________________________________ 230 
Figure 193: Not transposed transcription of Claude Debussy (original and arr. Armin Terzer), Le petit 

négre, beginning _________________________________________________________________ 231 
Figure 194: The hero’s adversaries theme _____________________________________________ 236 
Figure 195: Hero section, ending in the dominant (B flat major) of the companion theme ________ 236 
Figure 196: Beginning of the companion section (E flat major) _____________________________ 237 
Figure 197: Stringing harmonically related (dominant – tonic) sections together _______________ 238 
Figure 198: Cut from after figure 23 to figure 35 ________________________________________ 239 
Figure 199: Stringing harmonically related (enharmonic tonic – tonic) sections together ________ 240 
Figure 200: Cutting sections enclosed by the same material _______________________________ 241 
Figure 201: Cut between after figure 44 and after figure 75 _______________________________ 242 
Figure 202: Harmonic adjustment in the cut between after figure 44 and after figure 75 _________ 243 
Figure 203: Excerpt in the same numbered part as in the original, mm. 14-18 _________________ 247 
Figure 204: Melody and accompaniment contrast, mm. 42-46, mm. 113-119, mm. 158-162 _______ 248 



 

 

 

 

16 

Figure 205: Adjacent pairing, mm. 42-46 ______________________________________________ 250 
Figure 206: Low and high pairing, mm. 1-8 ____________________________________________ 250 
Figure 207: Line transferral, mm. 145-149 _____________________________________________ 251 
Figure 208: Potential difficulty: Extended (low) range, mm. 1-6, double bass __________________ 251 
Figure 209: Potential difficulty: Pizzicato, mm. 26-27, double bass _________________________ 251 
Figure 210: Potential difficulty: String tremolo, mm. 30-36, strings _________________________ 252 
Figure 211: Potential difficulty: High entry, mm. 61-64, violin 1 ____________________________ 252 
Figure 212: Potential difficulty: Extended (high) range, mm. 78-80, violin 1 __________________ 252 
Figure 213: Potential difficulty: Continuous rapid passage, mm. 81-85, violins ________________ 252 
Figure 214: Potential difficulty: Rapid scale, mm. 86-90, violin 1 ___________________________ 252 
Figure 215: Potential difficulty: Rapid passage with leaps, mm. 145-148, violin 1 ______________ 252 
Figure 216: Potential difficulty: Repeated notes in rapid arpeggio, mm. 279-284, violin 1 ________ 252 
Figure 217: Potential difficulty: Extreme range, mm. 326-330, violins _______________________ 253 
Figure 218: Marked score page, mm. 71-77 ____________________________________________ 255 
Figure 219: Ineffective use of clefs, mm. 4-8 ____________________________________________ 257 
Figure 220: Division of and omission in accompaniment figure, mm. 9-13 ____________________ 258 
Figure 221: Alternative way to notate connecting chords, mm. 24-29 ________________________ 260 
Figure 222: Identifying the mid-point in a diminuendo ____________________________________ 261 
Figure 223: Ineffective use of tessitura, mm. 37-41 ______________________________________ 261 
Figure 224: Awkward part writing, mm. 42-44 __________________________________________ 262 
Figure 225: Inverted image in repetition, mm. 65-66 and mm. 67-68_________________________ 264 
Figure 226: Mm. 73-76 reduced _____________________________________________________ 265 
Figure 227: Chord spacing in mm. 73-76 ______________________________________________ 266 
Figure 228: Chord spacing in m. 87 __________________________________________________ 266 
Figure 229: Colour trill as tremolo in m. 91 ____________________________________________ 268 
Figure 230: Elongating notes for seamless transition, mm. 95-101 __________________________ 269 
Figure 231: Rapid passage with leaps, mm. 145-148 _____________________________________ 271 
Figure 232: Rapid passage without leaps, mm. 153-158 __________________________________ 271 
Figure 233: Chord spacing in mm. 73-76 (Figure 227 re-printed) ___________________________ 272 
Figure 234: Chord spacing in mm. 171-174 ____________________________________________ 272 
Figure 235: Motif used in the development section, mm. 175, violin 1 ________________________ 273 
Figure 236: Interlocking motif in woodwinds, mm. 183-187 _______________________________ 273 
Figure 237: Lead voice in mm. 205-208 _______________________________________________ 274 
Figure 238: Chord building in mm. 205-208 ___________________________________________ 274 
Figure 239: Inverted quartets, mm. 42-44 and mm. 219-221 _______________________________ 275 
Figure 240: C major chords, mm. 279-281 and mm. 284-286 ______________________________ 276 
Figure 241: C major chords in transcription (horns in F) _________________________________ 277 
Figure 242: Hector Berlioz (arr. Armin Terzer), La fuite en Egypte overture, mm. 42-48 in the original 

key (F# minor) ___________________________________________________________________ 280 
Figure 243: Hector Berlioz (arr. Armin Terzer), La fuite en Egypte overture, mm. 42-48 a semi-tone 

lower (F minor) __________________________________________________________________ 281 
Figure 244: Transposition effect on clefs in Gioacchino Rossini (arr. Armin Terzer for 4 horns), 

William Tell overture, mm. 106-110 __________________________________________________ 282 
Figure 245: Non-effective downward transposition, Gioacchino Rossini (arr. Armin Terzer for 4 

horns), William Tell overture, m. 219 _________________________________________________ 282 
Figure 246: Accidentals adaptation, Felix Mendelssohn-Bartholdy (arr. Armin Terzer), Paulus 

overture, mm. 70-75, horn 3 ________________________________________________________ 283 
Figure 247: Accidentals adaptation, Johannes Brahms (arr. Armin Terzer), Academic festival overture, 

mm. 124-126, horn 1 ______________________________________________________________ 283 
Figure 248: Cb major or B major, Frederick Delius (arr. John Lynsdale-Nock), Summer evening, mm. 

26-29, horn 6 ____________________________________________________________________ 284 
 

 



 

 

 

 

17 

Part A 

 

1. Introduction 

 

Music for the horn has a long and illustrious history, ranging from simple hunting calls to 

elaborate orchestral and solo literature for the modern double, or, increasingly, triple horn, via 

their Baroque and Classical predecessors. Transcribing works for horn ensemble, in 

comparison, is a rather recent practice. Arguably a consequence of horn schools throughout 

the world expanding towards the end of the twentieth century, and therefore increasing the 

technical proficiency of students and amateurs, today more players are able to cope with the 

demands of challenging repertoire. While horn quartet music provides one outlet, horn 

ensembles, or horn choirs, as they are also known, allow for the involvement of a greater 

number of players and an effective approximation to symphonic repertoire. With the 

expansion of this new medium away from highly specialised, professional performance to 

usage in educational and amateur settings, the amount and diversity of repertoire has also 

started to increase. 

 

Much of the music written and arranged for horn ensembles is done by individuals for 

specific groups. Similar to Kerry Turner‟s large output for horn quartet due to his 

involvement with the American Horn Quartet, the most prolific arranger of horn ensemble 

repertoire is Leigh Martinet, whose output is published by the Baltimore Horn Club. Further 

additions can be attributed to Lowell Shaw for his publishing company, The Hornists‟ Nest, 

and to Karl Stiegler and Manfred Klier, who arranged excerpts from Wagner‟s operas into 

Lohengrin, Rheingold, Siegfried, and Tristan und Isolde fantasies for a 1986 Bayreuther 

Festspiel-Hornisten CD (1986). The release of The London Horn Sound CD and sheet music 

in 1999, though, marks the beginning of a much wider diffusion of horn ensemble repertoire, 

with performances by multiple ensembles becoming accessible on Youtube, and the number 

of transcriptions increasing at an exponential rate.  

 

Bringing together up to 32 professional hornists, including works by Händel, Mozart, Berlioz, 

Rossini, Glinka, Humperdinck, Wagner, Abreu, Ellington, Carmichael, van Heusen, Mercury, 

Horner, and several arrangers, The London Horn Sound showcased the versatility of the horn 

ensemble and its ability to reproduce complex musical ideas from different genres. While 

increasingly demanding orchestral parts by composers such as Wagner, Mahler, Schoenberg, 
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and Richard Strauss had been a steady development in classical music since the mid-

nineteenth century, with The London Horn Sound these standards also started to apply in 

music for horn ensemble. Though written for the top London players, the arrangements also 

sold to institutions and amateur ensembles. Traditionally, orchestrators were often advised to 

keep their horn parts as simple as possible and to avoid wide and „unvocal‟ leaps (Jacob, 

1940, p. 33). Such cautions gave way to a better understanding of the advanced technical 

possibilities on the horn, in line with Schoenberg‟s predication that ultimately players on all 

instruments in the orchestra would be equally capable (1975, p. 324). “At the same time we 

can frankly accept the fact that the brasses are now chromatic instruments and can banish 

certain inhibitions based on classic writing” (Rogers, 1970, p. 55). The move away from horn 

parts limited in their range and versatility towards integrating high-end virtuosity may also be 

attributed to the insider knowledge of most arrangers, who also happen to be hornists. 

Writing, and even more so arranging, for horn ensemble has since been popularised further 

with the release of The London Horn Sound (1999), Vienna Horns (2007), Opera (2007), 

Texas Horns (2008), Give it one (2008) and Vienna Horns: Director’s cut (2009). 

 

Reaching the end of the first decade of the twenty-first century, we now have a considerable 

body of repertoire available for horn ensemble, including many works for eight, twelve and 

sixteen horns. Regarding my own practice, I have devoted extensive time and resources to 

transcribing orchestral works for horn ensemble since 2006, with close to 50 transcriptions 

completed. Within these, fourteen are transcriptions of symphonic works for horn octet, 

which in terms of duration and note count is only equalled by Martinet. With more than ten 

years in the profession as a performer, my works are based on a deep knowledge of the 

capabilities of the horn, but at the same time an aim to maximise the playing experience. As 

Strauss (Berlioz & Strauss, 1991, p. I) notes: 

 

In the art of instrumentation, as in other arts, the question of 

theoretical books is highly problematic. I claim that a 

musician with talent for composition, who plays the violin or 

some wind instrument in an orchestra, will have more skill in 

instrumentation (without any knowledge of its theory) than 

the equally gifted pianist or music critic who has diligently 

studied textbooks, but has never come closer to orchestral 

instruments than the first row of a concert hall.  

 

Within the field of arranging for horn ensembles, this study focuses on transcriptions of 

orchestral works for eight horns, for a number of reasons. In order to do justice to an original 

work, the ensemble size is paramount. Also, the choice of source (symphonic works) and 

ensemble size (eight) is directly related. Eight is often the minimum number of parts required 



 

 

 

 

19 

to faithfully reproduce the melodic and harmonic language of much (pre-twentieth century) 

orchestral repertoire. Transcriptions for horn quartet (and a few works for five, six and seven 

horns) exist, for example Kerry Turner‟s rendition of George Bizet‟s Carmen or Mozart‟s The 

marriage of Figaro. However, while they are popular with performers and audiences, the 

absence of certain harmonic material becomes quite apparent when compared to the re-

worked version (by the same arranger) for eight horns. Classical works are often based on 

four-part harmony, which makes four voices the minimum number of players required in most 

transcriptions. The resulting transcription however, more often than not, may be marred by 

missing harmonies, awkward part-writing, and especially by difficulties with the distribution 

or availability of rests. A transcription for eight voices instead opens up many more 

possibilities, including antiphonal effects to represent the contrasts between different sections 

of the orchestra. In Romantic works the problems mentioned above are even more 

pronounced, effectively stripping a potential transcription for less than eight voices of many 

of the original work‟s characteristic sounds and textures. 

 

Symphonic works may include choral elements in addition to the orchestra. Transcriptions of 

purely choral works are not included in this study, as these usually merely involve allocating 

an instrument to each vocal line. This can be observed in transcriptions of mixed instrumental 

and choral works such as Schubert‟s Nachtgesang im Walde (both by Martinet and Henslee) 

and Schumann‟s Five hunting songs (both by Martinet and Pizka). In a transcription for eight 

horns, usually one quartet represents the four-part choir, while the other contains the 

instrumental parts. The arranging techniques required are therefore generally limited, and the 

result fairly similar to the original. Orchestral music, on the other hand, has the number of 

voices and resulting complexity that justifies an in-depth discussion of the process and 

techniques involved in the transcribing process. “Symphonic”, in the context of this study, 

denotes classical (as opposed to popular) orchestral music, including symphonies, overtures, 

concertos, and also incidental music. This includes baroque, classical, romantic, post-

romantic, and other twentieth century music, though very little of the latter has been arranged. 

 

It is important to note that the horn ensemble, unlike most ensembles made up of exclusively 

one instrument, has the range to be able to effectively reproduce orchestral works. Four 

workable octaves are now available to most ensembles, which allows for solid bass and treble 

registers, as well as two more octaves in between for the inner voices. While not all registers 

have the same characteristics and volume, careful treatment can compensate for these 

differences when needed, and exploit them when desired.  

 



 

 

 

 

20 

The other reason the horn can approximate an orchestral sound is its range of expression and 

timbre, described as: 

 

Its warm, noble tone lends itself well to poetic and 

meditative: its sound is clothed in the colors of romance. Yet 

the horn has a dual nature: upon command it can be defiant, 

assertive, dramatic, and vital. (Rogers, 1970, p. 54) 

 

The ability to create both soft, warm, lyrical and loud, accented, dramatic sounds within an 

extended pitch and dynamic range gives the horn ensemble the variety it needs to do justice to 

orchestral works.  

 

Finally, the terms arrangement and transcription require some discussion as their meanings 

overlap. The Oxford Dictionary of Music (“Arrangement,” 2010) lists a number of meanings 

under the heading of Arranging, and sub-heading of Arrangement or transcription, including 

“adaptation of a piece of music for a medium (instrumentation) other than that for which it 

was originally composed.” Transcription is then said to sometimes mean “rewriting for the 

same medium but in a style easier to play. In the U.S.A. there appears to be a tendency to use 

„Arrangement‟ for a free treatment of the material and „Transcription‟ for a more faithful 

treatment”. The article goes on to say that “in jazz, „Arrangement‟ tends to signify 

„orchestration‟.” 

 

In Whithall‟s (2010) entry into the Oxford Companion to Music, arrangement is defined 

exactly the same way as in the Oxford Dictionary, while in Grove Music Online, Boyd (2010) 

defines it as the “transference of a composition from one medium to another.” This shows that 

the difference in meaning of arrangement and transcription is not quite clear cut. In my 

experience I have seen contradicting uses of the two terms, but have come to an 

understanding of arranging as a process that involves some degree of re-composition, usually 

of some of the harmonic material of a work. Transcription, on the other hand, to me indicates 

a work that faithfully reproduces the original, but in a different instrumentation.  

 

Whatever the process involved, it is usually the case that, on publications, the person will be 

identified as the “arranger”, whether or not their process was closer to arranging or 

transcribing. Moreover, the works are promoted and sold as “arrangements”. Therefore, in 

this study, I will use both terms interchangeably, referring to the specific meaning of 

transcription explained above. The reason I have used transcribing in the title of this study is 

because that is the concept I associate with my practice. While some may perceive 

transcribing as limited in its degree of artistic freedom to the notes the composer wrote,  
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Boyd (2010) also notes that whether it is a straightforward, almost literal transcription, 

elaboration or simplification, there is always some degree of re-composition involved.  

 

Arranging – often colloquially called “transcription” or 

“adaptation” – actually resembles the process of translation. 

It is the craft, or art, of rescoring a musical work. The idioms 

of the original are interpreted in terms of the new language. 

The medium changes while the spirit and flavour of the 

music are preserved. (Rogers, 1970, p. 143) 

 

The secret of effective arrangement is in adapting the idiom 

of your original to that of your instrumental medium. A good 

arrangement should sound as though it were an original 

conception, and not an arrangement at all. In short, it is often 

necessary to alter the letter of the original in order to preserve 

its spirit. (Jacob, 1940, p. 13) 

 

The outlining of the transcribing process, as well as the techniques involved in making the 

result effective (for the audience) and enjoyable (for the performers) is the subject of this 

study.  
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2. Rationale 

 

Most research topics grow out of a personal involvement in the subject matter, and my case is 

no exception. The numerous transcriptions I have done over the past five years followed my 

completed first attempt in 2006 to transcribe Gioacchino Rossini‟s William Tell overture for 

horn quartet. Ambitious, naive, and without guidance during any of the stages, the result was 

based on many sound principles (outlined throughout this study) though ultimately 

unsatisfactory. It is now evident to me that there were too few players to cover the musical 

material satisfactorily, and there also were several misjudged passages in the extreme high 

range. Grove (1985, p. iii) suggests” that the basic problem facing any beginning arranger is 

the lack of conception and judgement which shapes any well written arrangement” 

(transcription), and this applied to me at that early stage.  

 

During the following years I developed a personalised approach to transcribing, including a 

substantial number of techniques to deal with specific instruments as well as the horn 

ensemble as an entity. This approach was mainly facilitated by my intimate knowledge of the 

possibilities of the instrument, more common sense, a strong involvement in an ensemble 

within an educational institution, and tough but necessary conversations with my publisher. 

By looking at and playing through other arrangers‟ works, I started noticing similar 

approaches, and a correlation between the techniques used and the resulting effectiveness of 

the work in performance. Had such knowledge been accessible in a published form, it would 

have saved me a lot of the experimenting and hours spent over questioning choices made. 

Grove (1985, p. iv) goes on to propose “that a beginning arranger needs an effective reference 

source which specifically details the actual working problems that come up in the course of 

writing any arrangement.” This has certainly been my experience. 

 

The lack of literature on transcribing in general is quite note-worthy. Within the scope of my 

literature review, there is no notable research into the adaptation from one medium into 

another, with the exception of orchestrating piano music. Furthermore, there is little literature 

regarding the process of doing piano reductions, a standard occurrence for at least a couple of 

centuries for concerti, vocal and choral works, and to a lesser extent symphonies and other 

orchestral works. There is writing about arranging jazz and pop charts, though the principles 

are very different, and only very basic concepts can be translated into transcribing for horn 

ensemble (such as Grove, 1985). With the number of publications for horn octet increasing, 

some form of reference work would be a valuable contribution to a neglected but growing 
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area of musical practice, supporting the arrangers in their approach to effectively transcribe 

symphonic music. 

 

A further reason for demonstrating the intellectual work that is required for a transcription is 

the validation of the arranger and resulting work. Anecdotally, I have heard numerous times 

that transcriptions are merely a “copy and paste job”, with bits taken from the original and 

transferred to the arranged score. This may have been and still is true for some transcriptions, 

but a well thought through transcription of a symphonic work requires a great deal more than 

that. It is my intention, through this study, to demonstrate the amount of thought and 

preparation necessary, as well as the knowledge and techniques needed for a transcription to 

succeed, and therefore hopefully change some of the erroneous preconceptions I have 

encountered. 

 

One reason why the above opinions are often encountered may be the number of ineffective 

transcriptions in existence. Often these are done by students, unpublished, and forgotten after 

(or before) a first performance. I have seen several, and have heard of many more by teachers 

worldwide. Sometimes this is a result of unsuitability of the source work chosen, though, 

more often than not, the deficiencies of the transcription are due to unsound techniques. Be it 

uninspired part distribution resulting in under-utilised members of the ensemble, thick 

textures as a result of using a condensed range, muddy sound due to the choice of the wrong 

tessitura, or any number of other questionable decisions, some simple modifications to a 

specific problem area may completely change the success of a transcription. This is not to 

suggest that there is a predetermined methodology to transcribing, but that a base set of 

approaches set forth in this thesis could form a fundamental framework which could support 

an arranger‟s craft. 
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3. Research questions 

 

My work revolves around the two principles of process and technique. Process indicates what 

goes on both physically and mentally between the conception of a transcription and its 

realisation, while technique encompasses the technical knowledge required to make the result 

effective for both performer and audience. This results in the overarching primary research 

question: 

 

 How can symphonic works be transcribed effectively for an ensemble of eight 

horns? 

 

 In terms of the process of transcribing, the main research question is: 

 

 What processes underlie the effective transcription of symphonic works for an ensemble 

of eight horns? 

 

Sub-questions within this area are: 

 

 What kinds of works have been transcribed? 

 What are the processes that guide my own transcribing practice?  

 

In terms of the techniques of transcribing, the main research question is: 

 

 What are the transcribing techniques found in effective transcriptions of symphonic 

repertoire for eight horns? 

 

Sub-questions within this area are: 

 

 What is, and even more so, what is not taken from the original? 

 How is the horn ensemble divided? 

 What extended techniques can be found and how are they used? 

 How does the arranger deal with each individual orchestral instrument and its specific 

techniques? 
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To contextualise these two areas, I am examining my own practice and will compare it to 

other major exponents in the field. In addition I will draw on research on the transcribing 

practice for horn ensemble over time, and through my extended work on creating a 

bibliographical database of horn ensemble work, give an overview of the repertoire as it 

currently stands. A further research question, central to this research, can be formulated as 

follows: 

 

 How does my own practice compare to that of major exponents in the field, and, drawing 

on insights gained from the study of past transcribing technique and the state of current 

repertoire, to what extent can it function as a (successful) guide to transcribing further 

orchestral repertoire for eight horns? 
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4. Aims, expected outcomes and benefits 

 

A full list of aims for my work, based on my own practice and the examination of a large 

number of other transcriptions, may be set out as follows: 

 

 Find out what people transcribe 

 Examine the modifications that were made compared to the original, and why they might 

have been necessary 

 Evaluate their effectiveness 

 Show how the parts within a horn ensemble can be divided 

 Look at what extended techniques are used for, and what the aural implications are 

 Find consistent rules on how to deal with each individual orchestral instrument and its 

specific techniques 

 

This can effectively be summed up as the search for principles in the transcribing process that 

are universally applicable to most orchestral works. Ideally the outcome would be some form 

of “guide to transcribing orchestral works for eight horns”, outlining the way to approach 

such an endeavour, and the specific choices and techniques that enable one to effectively deal 

with the transcribing process. The main beneficiaries would be current arrangers in the search 

for solutions to problems encountered, or seeking different approaches they may not have 

been aware of previously. Young hornists may find the outlining of the process involved more 

useful, as it will hopefully eliminate much of the uncertainty and hesitance prior to 

approaching a transcription of an orchestral work. By breaking down the process step-by-step, 

even a one-hundred page long score may not seem as daunting as it may have appeared 

previously. Finally, literature in one field always influences the theory and practice in related 

areas, so it is my hope that arrangers for other instrumental ensembles join the search for 

more open discussion, transparency, improved techniques, and, as a result, more satisfying 

music-making. 

 

In terms of the personal element present in this research, I am interested in my own position 

within the world of transcribing orchestral music for horn ensembles, and how my practice 

develops in relation to others in the field. Making but few concessions in terms of playing 

technique required, and adhering very closely to the original score, but at the same time 

striving for highly idiomatic writing for each single part in my transcriptions, there are very 

few works among my transcriptions that are less than difficult to play. In my view, writing for 
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the horn ensemble should be a continuation of the advances in horn writing Richard Strauss 

pioneered, and arrangers should not be afraid to explore the extremes of agility and range.  
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5. Methodology 

 

The methodological tools employed for my research are a mixture of custom-built and 

standard procedures. To gain access to as many works for horn ensemble as possible, besides 

looking at the readily available repertoire, I designed and launched my own online horn 

ensemble bibliography. Once I had the necessary body of works, I compared them with my 

own transcribing practice, identifying processes and techniques within all the works that 

would mirror or go beyond my processes. In order to be able to place my research within a 

larger framework, I then looked at literature in related fields, mainly arranging, 

instrumentation and orchestration. Finally, having identified one of my own works, Der 

Freischütz overture as being representative of many of the processes and techniques 

uncovered, this transcription was chosen to feature as a central case study within this study. 

 

These methodological tools will be looked at in detail in the sections that follow. 

 

5.1. Online horn ensemble music bibliography 

 

The primary methodological tool for the collection of music, identification and storage of 

quantitative, work-related information, and promotion of my research was the designing, 

building and populating of a web-based sheet music bibliography. The website in its current 

build can be found at www.musicforhorns.com, and contains information and available 

samples from works for four or more horns. As the function of the website is not only to 

gather data for the research, but also to provide a service to the horn community, it includes 

many works beyond transcriptions for eight horns featured in this study. In addition, many of 

the same transcribing techniques used in works for horn octet can be found in ensembles of 

other sizes (mainly multiples of four), so the exploration of this repertoire supported this 

study. 

 

The basic idea behind creating the website in the early stages of my research was to create a 

point of connectivity with a wide community of arrangers, thereby assuring I would be up to 

date on developments within the world of transcribing for horn ensemble. Exposing my 

research to composers, arrangers, publishers and performers has put me in touch with the 

major exponents in the field, and allowed me to extensively study their music. By not limiting 

it to transcriptions for eight horns, I have also been able to gain much insight into the 

http://www.musicforhorns.com/
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workings of transcriptions for any number of players, the chief alternate ones being four and 

twelve horns. As the octet often functions like a double quartet, and twelve horns as a triple 

quartet, many of the same transcribing principles and techniques apply. 

 

The creation of the website underwent two major stages: the design of a new bibliographical 

system that utilizes the technological possibilities of the twenty-first century together with a 

system of promotion that maximises third party data submission, and the subsequent 

implementation of this design.  

 

5.1.1. Website design 

 

The first step in designing the system was to evaluate a considerable amount of printed and 

online bibliographies: 

 

 Sheet music bibliographies in hard copy  

 Horn ensemble music bibliographies 

 Sheet music bibliographies online 

 Bibliographies in comparable fields 

 Library catalogues 

 Sheet music online retail sites 

 Free digital media distribution websites  

 

A full listing of all individual sources can be found in the bibliography, section III. When 

selecting these, special attention was given to cases that would inform design issues centred 

around which bibliographical information was covered, what the browse and search 

capabilities were, and whether there were any web-specific features useful for the collection 

and organisation of meta-data. As such, a high number of conventional bibliographies, as well 

as library catalogues and online sites involving sheet music, were consulted. From this, a list 

of database entry fields was compiled: 
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Title information: 

 Title 

 Original title 

 Original instrumentation 

 

Information relevant to the people involved: 

 Composer 

 Year composed 

 Editor 

 Arranger 

 Year arranged 

 Type of arrangement 

 

Availability information: 

 Availability 

 Publisher 

 Year published 

 Catalogue number 

 Sheet music format 

 

Instrumentation: 

 Number of players 

 Additional players 

 Additional instruments 

 Additional equipment 

 

Quantitative information: 

 Approximate duration 

 Technical difficulty rating 

 

Formal aspects: 

 Structure / Movements 

 Clefs 

 Key signatures 

 Meters 

 Range 
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Comments: 

 Creator‟s comments 

 Performance notes 

 User comments and ratings 

 

Website-specific additions: 

 Credits 

 Links 

 (Sample) score 

 (Sample) audio 

 

This is at the core of the website, which now contains entries of hundreds of works for horn 

ensemble, including both arrangements and original works (at a ratio of about 1:2).  
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Figure 1: Current Music for horns work entry screenshot, Retrieved February 4, 2011, from 

http://musicforhorns.com/content/academic-festival-overture-c-minor-op80  

 

 

http://musicforhorns.com/content/academic-festival-overture-c-minor-op80
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The way to access this information is through the browse and search menus, and possible 

from a number of angles. 

 

Figure 2: Current Music for horns browse menu screenshot, Retrieved February 4, 2011, from 

http://musicforhorns.com/browse?page=1  

 

 

 

 

 

 

 

 

http://musicforhorns.com/browse?page=1
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Table 1: Anticipated final-build search options on www.musicforhorns.com  

 Basic Advanced 

Title Choose from list Input title 

Composer Choose from list Input name 

Year composed Select pre-defined range Input range 

Arranger Choose from list Input name 

Year arranged Select pre-defined range Input range 

Number of players Select specific number Select range 

Additional players Input instrument  

Technical difficulty Select specific difficulty Select range 

Duration Select pre-defined range Input range 

Publisher Choose from list Input name 

Availability Choose combinations  

Content availability Choose combinations  

 

Figure 3: Current Music for horns search menu screenshot, Retrieved February 4, 2011, from 

http://musicforhorns.com/bibliosearch?page=46  

 

http://www.musicforhorns.com/
http://musicforhorns.com/bibliosearch?page=46
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5.1.2. Design implementation 

 

The project went through a number of changes before the final solution was chosen. The 

database is built on both standard and custom modules within the open source content 

management platform Drupal (http://drupal.org/). This ensures that the information is stored 

in a database driven system, which organises the data so it can be accessed from a number of 

angles. Attention was given to interactivity, with the possibility of third party data input, user 

ratings and a discussion board. 

 

5.1.3. Data collection 

 

Most of the data currently on the website was collected in early 2010, on a field trip to Las 

Cruces, New Mexico State University, to examine the music library of Nancy Joy, who is 

associate professor of horn there. With over 200 works, including most of the core repertoire, 

this has formed the basis for the website and my research work. In addition, specialised horn 

ensemble publisher Corniworld provided their whole catalogue for review purposes, which, 

adding works from my own library, brings the total to more than 300. Each of the entries 

contains quantitative and qualitative data, and includes notes (akin to a review) of between 

100 and 1000 words.  

 

5.2. Literature review 

 

The scope of the literature review is to examine five areas related to transcribing for horn 

octet: 

 

 Literature on the history and current state of arranging/transcribing for horn ensemble 

 The scores of the arrangements/transcriptions 

 Literature on arranging/transcribing for any instrumental combination 

 Literature on instrumentation 

 Literature on orchestration 

 

Due to the relatively wide definition of “horn ensemble” (including works for four horns), the 

focus both in literature and repertoire tends to be focused on the horn quartet. There is some 

information in the articles by Schweikert (1985) and Matlick (1999), and some more on 

http://drupal.org/
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various specialised publishers‟ websites though, on the whole, transcribing for horn ensemble 

is recent and a practised rather than researched and documented craft.  

 

The basis for this study, therefore, is predominantly the scores of transcriptions. Copyright 

and publication dates provide an indication of when the horn octet became popular; 

composers and their life dates demonstrate what repertoire was chosen for transcription; 

looking into arrangers may suggest why and how works came into existence; identifying the 

publishers gives insight into the commercial nature of the business; transcribing decisions and 

techniques can be extrapolated from examining the scores. All these aspects will be looked at 

in greater detail in Part B, Chapter 1. 

 

The literature on arranging and transcribing for other kinds of ensembles is as sparse as that 

for horn octet, with the exception of arranging and orchestrating popular music. This, 

however, is a considerably different process, and therefore little more than a few broad 

concepts are transferable from that literature. In popular music, arranging usually equates to 

having only a tune and perhaps chord symbols available, and writing the counterpoint and 

harmonies to it. This is another reason why I associate my practice with the term transcription 

rather than arrangement, to avoid such confusions. Beyond popular music, there are some 

useful comments on preparation for doing an arrangement in Grove (1985) and Miller (2007), 

though there is little more to be gained from these works. 

 

Instrumentation and orchestration are the two areas that are well documented in the literature. 

Instrumentation refers to literature on the individual instruments (range, playing techniques, 

and similar information) while orchestration deals with the usage of these instruments within 

an ensemble. The literature on instrumentation is useful in two aspects. One is the 

examination of the horn and its technical capabilities, outlined in Chapter 3. The main source 

in this regard is Hill (2010), supplementing my own knowledge and experience predominanty 

in regards to extended techniques, though there are some relevant comments in almost every 

instrumentation book featured in the reference list. The other aspect literature on 

instrumentation influences is the listing of instrument-specific techniques. Looking at how 

these techniques are dealt with in existing arrangements, and devising approximations when 

they are not, is the topic of Chapter 5. The two main works consulted on instrumentation are 

Adler (2002) and Del Mar (1981).  

 

The literature on orchestration informs all aspects of the actual transcribing process, mainly 

how to adapt material from orchestral instruments, and how to write idiomatic and interesting 

parts for every player. The main reference works are Adler (2002), Forsyth (1982), Kennan & 
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Grantham (2002), and Rimsky-Korsakov (1964), though very insightful remarks can be found 

in Jacob (1940), Rogers (1970) and (Joseph) Wagner (1959). In addition, the following 

chapters and sections deal with the specific topic of orchestrating piano music for orchestra, 

which, while not very closely related to the nature of my topic, nevertheless is somewhat 

similar in concept: “Transcribing for orchestra” in Adler (2002, pp. 666-756); “Problems in 

transcribing piano music” in Kennan & Grantham (2002, pp. 188-206); “Craft of arranging” 

in Rogers (1970, pp. 143-152); Reference chart of keyboard idioms and patterns, used 

throughout the book in Wagner (1959). 

 

5.3. Case study: Der Freischütz overture (Carl Maria von Weber), arr. 

Armin Terzer 

 

In order to contextualise the process and techniques outlined in Chapters 3 to 6, my 

transcription of Der Freischütz overture is examined and analysed in detail in Chapter 7. 

Many of the points raised throughout the thesis apply to this specific case study, and can be 

illustrated clearly within the full context of an extended work. It is my contention that a single 

case study provides ample demonstration of my approach to transcribing symphonic 

repertoire for eight horns. A selection of my other transcriptions for eight horns are provided 

in Appendix G. Examples from other arrangers‟ works are used in the preceding chapters to 

demonstrate differing approaches where applicable. 
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Part B 

 

Chapter 1: The current state of transcribing for eight horns 

 

1.1. A brief history of large horn ensembles 

 

Historical information about the horn ensemble is sparse, especially in regards to groups 

larger than quartets. Schweikert‟s (1985) article about the history of the organised horn 

ensemble in the United States provides the most interesting insights, as some of the earliest, 

and certainly the largest number of transcriptions for octets originated there. Schweikert 

(1985, p. 20) places the roots of horn ensemble music in entertainment provided for royal 

European hunting parties. Subsequently, music of the kind was included in eighteenth and 

nineteenth century operas, most notably Weber‟s Der Freischütz („Hunter‟s chorus‟) and 

Euryanthe, Rossini‟s Semiramide, Berlioz‟ Le damnation de Faust, and Wagner‟s Tristan und 

Isolde. In addition, adaptations of choral works favoured by singing societies, and immigrants 

taking European music to the United States led to an increase in interest in ensemble music 

towards the end of the nineteenth century (Boehm Shaffer, 2004, p. 14). 

 

Schweikert goes on to list some of the earliest quartet concerts, introduces venues, 

performers, repertoire, audience and critics‟ reception, and writes about the foundation of 

music societies. These societies were key to the establishment of larger horn ensemble 

repertoire, as for the first time music with more than four parts was required. Schweikert 

(1985, p. 25) cites a review taken from the Musical Courier (August 18, 1897, p. 24) of a 

concert by the Echo Club, based in New York City around 1900, and comprising 44 players 

for that particular event: 

 

Hermann Dutschke appeared as the conductor of his fellow 

horn players, and the numbers played by them were “The 

Pilgrims‟ Chorus,” from “Tannhäuser”; the “Hunting 

Chorus,” from “Der Freischütz,” a quartet by the late 

Frederick Rietzel; Mozart‟s “Ave Verum,” “Hymnus,” by 

Beethoven, and the “Hunting Chorus,” from Weber‟s 

“Euryanthe.” 
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This says little about the nature of the arrangements, though the following paragraph may 

imply that some of the works performed were indeed for large ensemble: 

 

Of special interest was the new suite by Charles Becker, 

dedicated to the Echo Club by the composer, who was 

present and conducted the work. The suite is difficult (in 

eight voices), but it was smoothly and beautifully performed. 

(Schweikert, 1985, p. 26) 

 

Matlick (1999) continues from Schweikert, considering the situation of the horn ensemble 

tradition in the 1950s. He claims the only available literature at the time consisted of 

arrangements of male vocal quartets, Wagner transcriptions and orchestral potpourris 

(Matlick, 1999, p. 44). Max Pottag, a famous hornist and teacher, is a name that is closely 

linked with the horn ensemble tradition at the time, though to my knowledge no large 

ensemble repertoire of his (if there ever was any) survives.  

 

The first person mentioned in the above articles in association with large horn ensembles is 

Lowell Shaw. Matlick (1999, p. 44) introduces him as second hornist of the Buffalo 

Symphony and an avid proponent of the horn ensemble as a training group.  This idea soon 

grew into the Buffalo Horn Club and, in the 1960s, resulted in the establishment of The 

Hornists‟ Nest, a publication outlet of Shaw‟s horn ensemble arrangements. In the early 

1950s, The Los Angeles Horn Club started to organise horn ensemble concerts, spear-heading 

the tradition on the East Coast. The establishing of a regular flow of repertoire for eight horns, 

however, should be credited to Leigh Martinet, founder of the Baltimore Horn Club in the 

mid-1950s.  

 

Matlick (1999, p. 46) and the Baltimore Horn Club Publications (n.d.) website describe the 

lack of (good) publications for horn ensemble as the main motivator for Martinet to produce 

new material. While some of the early small ensemble works are published by The Hornists‟ 

Nest, all large repertoire is available under Martinet‟s own publishing company, Baltimore 

Horn Club Publications.  

 

1.2. Transcriptions for eight horns 

 

Combining Boehm Shaffer‟s (2008) research with my own (Music for horns, 2009), more 

than 150 transcriptions for eight horns can be found. Most of these are currently in print and 

are listed in Appendix A, with various aspects examined in detail below. The quantity of 
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works is constantly increasing, so this list will soon be out of date. It is substantial enough, 

however, to reflect the nature of the growing repertoire and provides some interesting insights 

into the practice of transcribing for eight horns. The variety of arrangers represented allows 

the observation of many common approaches, and as a result the identification of effective 

transcribing approaches and techniques. Having been able to view a large number of these 

works, I will only cite examples from a selection of representative cases rather than trying to 

represent a large number of them. Examples from these will be used throughout this study.  

 

1.2.1. Composers and periods 

 

Most of the transcriptions are of works by well-known composers: 

 

 Johann Sebastian Bach (6) 

 Ludwig van Beethoven (10) 

 Johannes Brahms (4) 

 Anton Bruckner (5) 

 Edward Elgar (3) 

 Georg Friedrich Händel (4) 

 Gustav Holst (3) 

 Felix Mendelssohn-Bartholdy (4) 

 Wolfgang Amadeus Mozart (3) 

 Maurice Ravel (3) 

 Gioacchino Rossini (8) 

 Franz Schubert (5) 

 Robert Schumann (5) 

 Richard Wagner (13) 

 Carl Maria von Weber (3) 

 

In total, works by these fifteen composers make up about half of all the transcriptions for 

eight horns included in this study. Sorting the list by composers‟ year of birth, the earliest is 

Phillipe Verdelot (~1480s-1530s), but there are only a hand full of works by living 

composers. Not considering a few heavily abridged transcriptions of works by Stravinsky and 

Prokofiev, the most recent classical composer in the list is Maurice Ravel (1875-1937). This 

is roughly, with exceptions, where transcriptions of symphonic repertoire stop, with the focus 

then shifted to arrangements of film music, stage and show, popular music and jazz. The lack 
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of transcriptions of classical twentieth century orchestral repertoire is likely due to the 

changing nature in the compositions themselves, with the increasing use of characteristic 

sound effects and extended techniques, not to mention developments in electronic and 

experimental music. Most of these would be very difficult, if not impossible, to satisfactorily 

reproduce or even approximate on the horn. Even if there had been more transcriptions of 

works from this period though, it would not have made much of a difference to this research, 

as this study is only concerned with classical symphonic repertoire. However, in order to give 

a better understanding of the works for eight horns available, all transcriptions for eight horns 

(Appendix A) will be included in the overview given below. 

 

With the composers roughly put into centuries, the distribution is as follows: 

 

 Pre-eighteenth century (up to but excluding Bach): 10 (6%) 

 Eighteenth century (Bach to Beethoven): 26 (17%) 

 Nineteenth century (Weber to Satie): 86 (55%) 

 Twentieth century (including Ravel onwards): 34 (22%)  

 

Taking into consideration that most of the transcriptions of twentieth century works are short 

or abridged, as are the pre-eighteenth century ones, the vast majority of repertoire comes from 

the Classical and Romantic periods. This is not surprising, as music of that time lends itself 

well for horn ensemble, with emphasis on melody, harmony and rhythm rather than sound 

colours and instrument-specific effects and techniques.  

 

1.2.2. Types of works and durations 

 

 There are a few categories that dominate the list, topped by overtures (25), extracts from 

operas/ballets (23) and movements or parts of symphonies (16). Overtures are well suited to 

transcribe for horn ensemble as they often present a range of attractive thematic material from 

a much longer work in less than fifteen minutes. This provides the ensemble, and perhaps 

even more so the audience, with an interesting, not too long, and not too tiring work to 

perform and listen to. The relative brevity of transcriptions seems to be a general rule for horn 

octet, with most works being under ten minutes and very few anywhere close to or exceeding 

twenty.  
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1.2.3. Arrangers and publishers 

 

There are 48 different arrangers present in the listing reproduced in Appendix A, but the 

majority of symphonic works is done by a much smaller number of people. Notably these 

include: 

 

 Cynthia Carr (5) 

 John Humphries (6) 

 Christopher Jones (9) 

 John Lynsdale-Nock (7) 

 Leigh Martinet (24) 

 Mort Shafer (10) 

 Armin Terzer (15) 

 

The major publishers of transcriptions for eight horns are: 

 

 Arundel Music (4) 

 Baltimore Horn Club (24) 

 Corniworld (16) 

 Hornists‟ Nest (4) 

 Kenneth C. Henslee (6) 

 Pelican Music (13) 

 Hans Pizka (14) 

 Real Music (6) 

 VerMeulen Music (13) 

 

There is a direct connection between many of these arrangers and publishers: Cynthia Carr is 

the founder of Arundel Music, John Humphries and Mort Shafer publish predominantly with 

Pelican Music, Christopher Jones with Real Music, John Lynsdale-Nock is the founder of 

Corniworld (which also publishes my works), and Leigh Martinet is the founder of the 

Baltimore Horn Club. As horn octet music is essentially a niche market product, done by 

hornists for hornists, the same applies to the publication of this repertoire.  

 

The publication dates (or dates of copyright, whichever is given on the edition) are also quite 

interesting. Undoubtedly some substantial arrangements were available in the first half of the 
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twentieth century, like Karl Stiegler‟s (1876-1932) Lohengrin and Siegfried fantasies. The 

first publication dates, however, are from the late 1960s and early 1970s. Lowell Shaw‟s 

Hornists‟ Nest publications, Southern Music‟s publishing of Verne Reynold‟s Cantos’, and 

Hans Pizka‟s releases in the early 1980s are the earliest examples of commercially available 

horn octet music. The largest publishing contributor in the 1980s and 1990s is Leigh Martinet 

with the Baltimore Horn Club Publications, a few additions by Keith Campbell (Thunderlip 

Horn Creations), publisher Kenneth C. Henslee, and Bob Ashworth (Editions db).  

 

The year 2000, however, is where the major contributions begin, with the release and 

popularity of Cala Record‟s The London Horn Sound music, and new, specialised publishers 

emerging such as Christopher Jones‟ Real Music, John Lynsdale-Nock‟s Corniworld, Cynthia 

Carr‟s Arundel Music, and VerMeulen Music. In fact, the majority of arrangements for eight 

horns have been published in the last decade, which is a testament to the increase in and 

popularity of horn ensemble activity.  

 

1.2.4. Range 

 

How the range used in transcriptions for eight horns has developed over the years is best 

demonstrated in Table 2 and Table 3 below (when the date on the edition was not specified, 

an approximation was used for as many works possible). Full data for both tables can be 

found in Appendices C and D respectively. The octave designation system used throughout 

this study is the same as the one used in The Horn Call, the International Horn Society‟s 

quarterly publication, taken from The New Harvard Dictionary of Music (1986), edited by 

Don Randel: 

 

Figure 4: Octave designation system, The New Harvard Dictionary of Music 
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Table 2: Lowest note (in horn in F, as written) frequency in repertoire 

Note Frequency Year(s) of occurrence 

C 2 2009 (x2) 

C# / Db 4 1982, 2002, 2007, 2008 

D 13 1985, 1999, 2002 (x2), 2005 (x2), 2008, 2009 (x6) 

Eb 7 2000 (x3), 2001 (x2) 

E 10 1997 (x2), 2000 (x2), 2001 (x2), 2008, 2009, 2010 (x2) 

E# / F 19 1973 (x3), 1974, 1983, 1990 (x3), 1991, 1992 (x2), 1997 

(x3), 2000 (x2), 2008, 2009, 2010 

F# / Gb 5 1973, 1994, 1997, 2010 

G 21 1979, 1981, 1985 (x3), 1986, 1988, 1989, 1990, 1993, 1997 

(x3), 1999, 2000 (x3), 2001, 2003, 2005, 2009 

G# 1 2000 

A 7 1992, 1997, 2000, 2007, 2009 (x3) 

A# / Bb 6 1969, 1999, 2008 (x2), 2010 

B 2 1998, 2008 

c 8 1990, 1993, 1998, 2008 (x2), 2009 (x3) 

      

Table 2 above contains information on all the works in Appendix C that had the range and 

completion year specified in either Boehm Shaffer (2008) or my research, a total of 105 out of 

156. The majority of works have G‟s and F‟s as their lowest note, which is consistent with the 

popular keys (for hornists) of C major and B flat major. This observation is based on G and F 

being the dominants of these two keys (the dominant is the other essential fundamental 

besides the tonic in classical symphonic repertoire). Lowest notes in this range can be found 

throughout the repertoire, as can be higher ones. Writing below F, on the other hand, is 

predominantly found in transcriptions from the twenty-first century, with the majority of 

occurrences (more than 80%) from that time. There are few works that only use the upper half 

of the pedal range, especially among those from the twenty-first century, which indicates that 

the range of the horn is now indeed considered to include almost the full pedal octave. 
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Even more interesting is the extension of the range upwards: 

 

Table 3: Highest note (in horn in F, as written) frequency in repertoire 

Note Frequency Year(s) of occurrence 

f
3
 1 2009 

e
3
 5 2008 (x2), 2009 (2) 

eb
3
, d#

3
 2 2009 

d
3
 6 1985, 1989, 2001, 2009 (x2), 2010 

db
3
, c#

3
 8 1992, 2001 (x2), 2009 (x2), 2010 (x3) 

c
3
 32 1981, 1983, 1993 (x2), 1994, 1997, 1998, 1999, 2000 (x8), 

2001, 2002, 2003, 2005, 2007, 2008 (x4) 2009 (x5) 

b
2
 12 1982, 1986, 1990, 1991, 1997 (x4), 2002, 2008 (x2), 2009 

bb
2
 13 1973, 1979, 1992 (x2), 1993 (x2), 1997 (x2), 1998, 1999, 

2010 (x2) 

a
2
 17 1969, 1973, 1988, 1990 (x3), 1997, 1999, 2000, 2001 (x2), 

2002, 2005, 2009 (x2) 

ab
2
, g#

2
 6 1973 (x2), 1979, 1985, 2007 

g
2
 7 1974, 1985 (x2), 1993, 2000, 2009 

gb
2
, f#

2
 3 1997, 2000, 2005 

    

This table is based on the same works as the previous one (listed in Appendix D). The note c
3
 

is clearly the standard upper limit, in conformity with the recommendation of most books on 

orchestration. While in Chapter 3 I will argue that in the twenty-first century there is an 

expectation for an orchestral principal horn player (and as an extension of this, the ambitious 

student) to have a high range including d
3
,  the standard in the twentieth century was 

considered to have been c
3
. To be able to better adapt the span of the orchestra the added 

notes are invaluable, which is why perhaps today‟s arrangers are less inhibited by the 

occasional excursion beyond c
3
. However, it is also true that some professionals advise 

against it, as was explained to me by John Lynsdale-Nock (personal communication, June 

2009).  
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A closer look at which arrangers use the extreme high range shows that the practice is 

somewhat spread: 

 

Table 4: Works in which the extreme high range is used 

Composer Title Arranger Year Pitch 

Schumann, Robert Five hunting songs op.137 Martinet, Leigh 2001 c#
3
 

Mendelssohn-

Bartholdy, Felix 

Paulus overture Terzer, Armin 2009 c#
3
 

Weber, Carl Maria von Der Freischütz (Incidental 

music) 

Terzer, Armin 2010 c#
3
 

Wagner, Richard Tristan and Isolde prelude Jones, Christopher 2001 c#
3
 

Beethoven, Ludwig van 

 

Poco sostenuto – Vivace from 

Symphony no.7 in A op.92 

Campbell, Keith 1992 c#
3
 

Lecouna, Ernesto Malaguena Meyer, Dick 2009 c#
3
 

Rachmaninov, Sergei 

 

Symphony no.1 in D minor  

(1
st
 movement) 

Usselmann, Philip 2010 c#
3
 

Beethoven, Ludwig van Fidelio overture Terzer, Armin 2010 db
3
 

Rossini, Gioacchino William Tell overture Terzer, Armin 2010 d
3
 

Weber, Carl Maria von Der Freischütz overture Terzer, Armin 2009 d
3
 

Rimsky-Korsakov, 

Nikolai 

„Procession of the nobles‟ from 

Midas 

Emerson, James 1989 d
3
 

Wagner, Richard Rheingold Fantasie Klier, Manfred 1985 d
3
 

Wagner, Richard 

 

„Funeral march„ from Die 

Götterdämmerung 

Jones, Christopher 2001 d
3
 

Menken, Alan Beauty and the beast Meyer, Dick 2009 d
3
 

Brahms, Johannes Academic festival overture Terzer, Armin 2009 d#
3
 

Brahms, Johannes Finale from Symphony no.3 Robinson, Bernard  eb
3
 

Faure, Gabriel Three pieces from Dolly suite Robinson, Bernard  e
3
 

Gade, Jacob Tango jalousie Terzer, Armin 2008 e
3
 

Piazzolla, Astor Libertango Terzer, Armin 2009 e
3
 

Ravel, Maurice Menuet antique Terzer, Armin 2009 e
3
 

Strauss, Richard Capriccio suite Terzer, Armin 2008 e
3
 

Strauss, Richard Daphne suite Terzer, Armin 2009 f
3
 

 

In my practice, despite what Table 4 may imply, the extreme high register is used sparingly. 

The reason many of my transcriptions have notes above c
3 
is because they arise from the 

context of the music (as will be seen in examples later). In the works of other arrangers I was 
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able to study, the same was the case. It is my assumption, therefore, that, more than any other 

factor, the greater technical capabilities of players of the twenty-first century have inspired 

arrangers to extend the boundaries of writing for horn. 
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Chapter 2: Inspiration and preparation 

 

This chapter deals with the issues of inspiration and preparation, the processes that lead up to 

the commencement of the actual transcribing process. As the points raised depend on the 

background, circumstances and methods of each individual, I will not speculate on what other 

arrangers base their decisions on, but will outline a number of my own reasons for 

transcribing, as well as my sources and working tools. 

 

2.1. Reasons for transcribing 

 
The reasons to do a transcription are presumably as numerous as the number of people doing 

them. The following listing is by no means meant to be exhaustive, but suggests several of the 

main lines of thought that are likely to precede an arrangement, and have done so in my own 

practice. 

 

2.1.1. Pedagogical purpose 

 

There are two main ways an educational setting can be an inspiration to an arranger. I have 

seen the task of doing a transcription included as an option in a theory subject assessment. It 

is, however, far more likely that works are created as the result of a contribution to ensemble 

practice. This is similar to what is advocated by Peter Luff, Senior Lecturer in Horn at 

Queensland Conservatorium Griffith University. Such cases of student works are evidently 

done under a varying degree of supervision, and therefore with an unpredictable degree of 

success. I have had the chance to view a number of student works in the private library of 

Nancy Joy, associate professor of horn at New Mexico State University, and have heard of 

several from Peter Luff. In both cases, many of the transcriptions in question only ever 

received one performance. In my own practice as an arranger, I have done several works for 

the QCGU horn ensemble, though not as part of any course requirement.  

 

A further possibility of a transcription influenced by an educational setting sees the roles 

reversed, with the instructor doing a transcription for the students. Typically the horn teacher 

would aim to provide a carefully designed challenge for the students. Besides training in 

technical challenges such as range, rhythm, intonation, ensemble playing and others, the 
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possibility of playing through some of the standard orchestral excerpts would seem to be a 

major benefit that could be achieved by transcribing the required passage, or entire work.  For 

example, in my transcription of Weber‟s Der Freischütz overture, reproduced in Figure 5 

below, the first four players (mainly the fourth, for whom it is a standard orchestral excerpt) 

have the opportunity to test the opening solo in its original key and with a closely matching 

accompaniment.  

 

Figure 5: Arranged orchestral excerpt, Carl Maria von Weber (arr. Armin Terzer), Der 

Freischütz overture, mm. 9-18 
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As demonstrated by the Queensland Conservatorium horn ensemble during the 42
nd

 

International Horn Symposium, Brisbane, July 22, 2010: 

 

Freischutz overture - orchestral excerpt.mp3
 

(Track 1 on attached CD) 

 

Without an orchestra at one‟s disposal, the horn ensemble provides an accompaniment that is 

much closer to reality than a piano reduction. An ensemble background allows for much more 

realistic dynamic contrast (especially in the loud passages), and the working out of intricacies 

between the solo part(s) and ensemble. 

 

2.1.2. Social 

 
Beyond educational settings, horn ensembles are an integral part of the musical lives of many 

amateur and professional horn players. Many transcriptions are dedicated to ensembles, and 

done by members of the group or people associated with it. At present, most of my 

transcriptions would be in this category. In my own practice, this has shifted the focus away 

from highly demanding transcriptions of challenging symphonic repertoire to a much lighter 

kind of music that is easier to play. This meant delaying further transcriptions of Richard 

Strauss‟ music in favour of transcriptions of popular movie themes. Though less intellectually 

stimulating for me, the change was welcomed by the ensemble.  

 

As in my case, transcribing with a social purpose in mind is not incompatible with it being 

educationally beneficial. The ensemble with which I currently play all my transcriptions is 

attached to Queensland Conservatorium Griffith University, which makes for an ideal 

combination of the two. By giving professionals, amateurs and students a platform to perform, 

Martinet‟s output for the Baltimore Horn Club is quite likely to have served both functions as 

well (Baltimore Horn Club Publications, n.d.).  
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2.1.3. Commercial 

 

A transcription can be considered commercial when it was done with the explicit intent to 

either be commercially recorded or published. Martinet decided to produce new material for 

his group before publishing it, so in that case and, one suspects in many others, the social 

factor predates the commercial. I, for instance, have never done a transcription purely for 

publication (or to be recorded), or for financial gain. However, I have noticed that the thought 

of publication has started to somewhat influence my choice of repertoire. I am now looking 

for works that are under ten minutes long and widely known (mainly to hornists). An example 

of this would be Beethoven‟s Fidelio overture. Examples of commercial works, specifically 

written for a CD release, would be the arrangements on the CD Vienna horns: Director’s cut 

(2009). 

 

Besides recording or publication, a transcription may also be the result of a commission. 

Lynsdale-Nocks‟ arrangement of Bach‟s Badinerie, the final movement of the Suite no.2 for 

orchestra BWV1067 is one example of a commission, written for Hugh Seenan and the horns 

of the Guildhall School of Music in London (personal communication, June 2009). Payment 

for such commissions does not have to consist of a monetary transaction. Nowadays it is quite 

common for arrangers to prefer the value of publicity gained through recording or 

performance to direct payment, especially when they are involved in the publication process 

and revenue, such as is the case with Lynsdale-Nock and his publication house Corniworld 

(personal communication, June 2009). 

 

Transcribing for publication may be equivalent to self-commission. Many transcriptions of 

the light or popular classics are likely to owe their existence to an anticipation of sales. The 

Baltimore Horn Club Publications catalogue, as an example, is filled with marches, polkas, 

and individual, popular movements from symphonies or other orchestral works. Presumably, 

this is also why Ravel‟s Pavane pour une infante défunte has been arranged several times, as 

have been Mendelssohn‟s Nocturne from A midsummer night’s dream and Sousa marches.  
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2.1.4. Personal / Intellectual 

 
Not all transcriptions are necessarily done with public performance in mind. This is how I 

originally started my practice: the first full transcription I did was of Rossini‟s William Tell 

overture for horn quartet. Inherently flawed in many of the decisions I made, this was not 

done for educational, social, or commercial reasons, but rather as an academic exercise and 

practical challenge. The two questions I posed myself were: 

 

 Can this work be transcribed for four horns, including all essential notes of the orchestral 

version? 

 Can I play each part of the resulting transcription? 

 

The process of answering these questions showed me that, on one hand, I did very much 

enjoy transcribing orchestral works, and on the other hand, that I liked pushing the limits of 

horn technique to the extreme. In terms of the William Tell overture for horn quartet, the first 

question was answered in the affirmative, the second very much in the negative.  

 

Figure 6: Very difficult but playable passage in Gioacchino Rossini (arr. Armin Terzer for 4 

horns), William Tell overture, mm. 289-302, horn 1 

 

 

Figure 6 above shows one of the numerous very difficult passages in horn 1. The fast tempo, 

in combination with the extreme high range, makes this passage inaccessible to many players. 

One step further towards the extreme, the passage in Figure 7 below is virtually impossible to 

play. Bar 392 contains a fast run up into the extreme high register, bars 394-395 a leap larger 

than two octaves, bars 398-399 a leap larger than an octave into the extreme high range, and 

bars 410-411 extreme high range up to f#
3
. 
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Figure 7: Almost unplayable passage in Gioacchino Rossini (arr. Armin Terzer for 4 horns), 

William Tell overture, mm. 391-414, horn 1 

 

 

Having since slightly revised the demands placed on the players, this personal approach to 

transcribing has remained my primary motivation when looking for a new piece to transcribe. 

I enjoy the process, and at the same time push the limits of the playable, even if this may 

result in decreased opportunities for performance. My transcriptions of extracts from Richard 

Strauss‟ Capriccio and Daphne, for instance, in rehearsal were interrupted around the twenty 

bar mark, and have not been heard since. Other works, though, were performed in their 

entirety on several occasions, including Brahms‟ Academic festival overture and Weber‟s Der 

Freischütz overture. This supports my theory that hornists increasingly are pushing the 

boundaries of what the instrument is called upon to do, and appreciate arrangers who provide 

them with opportunities to do so. I consider the aural outcome to be far more exciting for both 

players and listeners when the instruments are sensibly pushed to their limits, and the output 

of fellow arrangers seems to increasingly move into this direction as well. 

 

2.2. Inspiration – How to find a work to transcribe 

 

Sometimes the reason to transcribe for horn ensemble predetermines the nature of the result 

(for example with assignment, suggestion, and commission). If that is not the case, I rely on 

what I call delayed (memory), immediate, and future (research) inspiration.  

 

Delayed inspiration includes works that I have known for a long time, such as Beethoven‟s 

Symphony no.5, Ravel‟s Pavane, and Mendelssohn‟s Nocturne from A midsummer night’s 

dream. I would have arranged all of these, had I not found out that multiple versions already 

exist. Works that had not been transcribed before and fall into my category of delayed 
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inspiration are Rossini‟s William Tell overture, Richard Strauss‟ Till Eulenspiegel, Weber‟s 

Der Freischütz overture, and Beethoven‟s Fidelio overture. 

 

Immediate inspiration results from what we hear, see, or perform (a combination of the two) 

at a particular moment. Examples would be listening to a recording of a work, looking at a 

score (not quite as likely as the former), or sitting in a rehearsal or concert. One example of 

immediate inspiration for me came when listening to a selection of Rossini overtures on CD. 

Having previously arranged William Tell and an as of yet incomplete The barber of Seville, 

Tancredi seemed to be another viable option. Previously, when I had heard it for the first time 

in a rehearsal, I considered La scala di seta overture, but due to the technical difficulty it 

never materialised.  

 

Research into what works to arrange can be as productive as it can be frustrating. Going 

through one‟s music collection listening to find a suitable work is time consuming, and 

finding something suitable and inspiring cannot be guaranteed. The same applies to browsing 

through scores in the library, though if a work was found in this manner, at least the source 

for the transcription would be available at the same time. In my own practice, Richard 

Strauss‟ Capriccio and Daphne, Mendelssohn‟s Paulus overture, and Berlioz‟ La fuite en 

Egypte overture are all examples of works found through research. In other words, I had 

never heard them before finding them when specifically looking for works to arrange.  

 

One issue to keep in mind when selecting a work is that of copyright. While the specific laws 

may vary depending on the country, transcribing a work that currently is still in copyright 

prohibits its publication (unless permission is granted), and applies strict rules to public 

performance. Within an educational setting this may be of no concern, as often performances 

are not-for-profit, or works only ever rehearsed. If that is not the case, however, copyright 

should be carefully considered, and all official requirements adhered to. 

 

2.3. Sources 

 

However the arranger approaches the search for repertoire to transcribe, the first step towards 

preparing for the actual transcribing process is obtaining the appropriate printed source 

material and recording (if necessary). These sources can roughly be divided into primary or 

secondary sources. The former would include both the composer‟s full score or alternative 

versions/arrangements by the composer. Secondary sources would include arrangements by 

others which may or may not have been approved by the composer. These may include 



 

 

 

 

55 

transcriptions for other ensembles (such as symphonic/brass band), or 

reductions/arrangements that reduce and simplify the material (such as many arrangements 

for piano or piano duet). 

 

Usually the full orchestral score is, and should be, the main source used for transcriptions of 

orchestral repertoire. However, in the case of scores inaccessible in this format, alternatives 

can provide a close approximation to the original. This is especially true for movie and 

popular music, where easy/intermediate versions for school bands and vocal/piano reductions 

are as close as one may get. Classical orchestral music though is usually widely available. The 

same is true for recordings: most orchestral music, unless very recent or obscure, has been 

recorded and should be accessible. Whenever possible, sources as close to the original as 

possible should be used. 

 

2.4. Working tools 

 

The next step in the preparation is the setting up of arranging tools. The bare necessities are 

pencil and manuscript paper, though there are obvious advantages in using a computer and 

music notation software. Miller (2007, pp. 22-4) outlines the advantages and disadvantages of 

both approaches, briefly summarised below: 

 

Table 5: Advantages and disadvantages of pencil and paper 

Advantages Disadvantages 

can be used anywhere any time tedious to correct mistakes 

portable score and part have to be done separately 

cheap dependent on legible hand writing 

easy to sketch with no aural feedback 

more immediate feeling  

 

Table 6: Advantages and disadvantages of computer and notation software 

Advantages Disadvantages 

contains many time-saving pre-sets desktops are immobile 

multiple input options laptop screens are too small 

easy score manipulation software is expensive 

score and parts are connected limited by program‟s capabilities 

playback option  
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The exact approach to notating a transcription depends on the individual arranger. When 

transcribing classical works, I only use notation software and input every detail from the 

original lines of the score (such as dynamics and articulation) as I go. During the time it takes 

to do this essentially mechanical process, I reflect upon the upcoming material and decisions 

that need to be made. In addition, entering the details at this stage gives me a much better 

understanding of the lines I have just assigned to a particular part. It is in a way analogous to 

actually playing the line, and considering to what extent it is playable, idiomatic, and hence 

enjoyable as well as functioning effectively within its context. An example of a pen and paper 

approach is Leigh Martinet, whose transcriptions for the Baltimore Horn Club series are 

published in hand writing, inclusive of notes, alterations, corrections, mistakes, and 

omissions. Figure 8 below shows one such example, with the indication of clef change at the 

end of the first line, and two reminders of the key signature in the second. 

 

Figure 8: Hand written transcription, Otto Nicolai (arr. Leigh Martinet), The merry wives of 

Windsor overture, 8 bars before rehearsal letter D to 4 bars before rehearsal letter E, horn 4 

 

 

The use of notation software makes it easier to modify scores, but also to store and multiply 

them. While hand written parts need to either be photocopied or scanned to subsequently be 

reproduced, digitally created scores can directly be sent to print anywhere in the world. 

Notation software can also help in the selection of the correct template and set up the score so 

all that is required of the arranger is to input notes, articulation, dynamics, and special 

markings. Further, notation software such as Sibelius and Finale have additional scanning and 

import features, allowing for the recognition and transference of scores from printed page to 

digital (with more or less successful results), or the import of a MIDI sound file or pdf score. 

Caution is advised with MIDI import: MIDI files are authored sound files, with the result 

depending entirely on the author‟s skill and investment. More often than not the files are 

missing essential information, with the strings amalgamated into a “string orchestra sound”, 

and other distinctive features omitted. Using an imported MIDI file as the basis for a 

transcription may save some note input time, but due to the reasons mentioned above, it is not 

recommended. Pdf import is a safer option, as what can be seen on the page is what ideally 

will displayed on the screen after the procedure. However, more often than not, the level of 



 

 

 

 

57 

recognition leaves much to be desired, necessitating time-consuming proof-reading, time that 

may be better spent on the actual transcribing process. 

 

Whatever the individual arranger‟s preferences in regards to the form are, advanced 

knowledge of the instrument, interesting voice-leading, and a great attention to detail are what 

make the content of a transcription effective. 
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Chapter 3: The horn, and the (eight part) horn ensemble 

 

Before moving on to a detailed consideration of each orchestral instrument, and how to adapt 

the music and techniques for horn ensemble, every arranger should make a conscious decision 

on how to use the horn, as well as the ensemble as a whole. These decisions will have a great 

impact on all aspects of the transcription, most notably on the range and technical difficulty of 

the parts. As will be shown in this chapter, expanding the range beyond what has been the 

proposed standard in orchestration literature of the twentieth century opens up many more 

possibilities, as do a range of extended techniques best described in Douglas Hill‟s Extended 

techniques for the horn (2010, originally published in 1983) and Timothy Thompson‟s 

“Extended techniques for the horn: An historical overview with practical performance 

applications” (1997). As the number of extended techniques used in current transcriptions for 

eight horns is quite limited, however, only Hill‟s publication will be referenced here. In terms 

of the ensemble, there are several ways to divide the players, reinforced or juxtaposed with 

various possibilities to distribute the musical material. This section is predominantly based on 

my own practice, but also includes information on alternative methods and practices. 

 

3.1. The horn: an updated entry into the handbook of instrumentation 

 

A close knowledge of the instrument‟s technical and expressive capabilities is required when 

transcribing for horn. If the arranger is not a hornist, then a considerable number of excellent 

books on instrumentation are available for guidance.  Among them are Adler (2002, originally 

published in 1982), Berlioz & Strauss (1991, originally published in 1844, and revised in 

1904), Del Mar (1981), Forsyth (1982, originally published in 1914), Jacob (1940, originally 

published in 1931), Kennan & Grantham (2002, originally published in 1952),  

Rimsky-Korsakov (1964, originally published in 1912), Rogers (1970, originally published in 

1951), Stiller (1985), and (Joseph) Wagner (1959).  

 

Most of these outline the capabilities of the horn that one could reliably expect from a 

competent professional during the nineteenth and twentieth centuries. There are, however, 

limitations within them that are no longer applicable in the early twenty-first century. 

 

To better understand the range indications given throughout the following chapters, it is 

necessary to explain the concept of transposed pitch in F, or “horn pitch”, as it is sometimes 
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referred to. The modern double horn has one side that is built in the key of F. This means that 

without the use of any valves, one can achieve the notes of the natural harmonic series of F, 

realistically from the second partial up to somewhere just above the sixteenth. Traditionally, 

the instrument could physically be altered by means of crooks to sound in different keys, 

which is why most horn parts from before the twentieth century (and some beyond) appear in 

any key from A flat basso to C alto. Towards the end of the nineteenth century, the instrument 

in F has become standard, and parts written in F with it (even though the instrument has 

further been developed into a “double”, or even “triple” horn by adding tubing to the effect of 

horn in B flat, and E flat or F alto). These “Horn in F” parts are written a fifth higher than 

they sound: 

 

Figure 9: Comparison of transposed (in F) and sounding (in C) pitches  

 

 

Unless otherwise noted, all pitch indications in the rest of this study are in transposed pitch (in 

F, as indicated on the hornist‟s music). 

 

3.1.1. Range 

 

The standard range for the horn found in most of the literature is: 

 

Figure 10: The standard range of the horn in transposed pitch (see section 3.1.3. below for a 

discussion on the adoption of “new” bass clef notation) 

 

 

The pitch notation shorthand I am adopting throughout this study is “b”, b in italics for “flat”, 

and “#” for sharp.
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A chronological comparison of the sources shows that this range extension is starting to be 

reconsidered (all ranges are given as notated for horn in F, meaning in transposed pitch): 

 

 Berlioz & Strauss (1991, originally published in 1844, and revised in 1904, p. 248): G – 

c
3
, with bb

2
 – c

3
 marked as “very rare”. It is very interesting to note here that Strauss uses 

the range up to e
3
 in his Symfonia domestica, therefore not adhering to the rules he seems 

to endorse in this volume published one year after the completion of the symphony. 

 Rimsky-Korsakov (1964, originally published in 1912, p. 25): F# - c
3
, with a

2
 – c

3
 marked 

as “little used” 

 Forsyth (1982, originally published in 1914, p. 110): F# - c
3
 

 Jacob (1940, originally published in 1931, p. 31): F# - c
3
, with C – g

2
 marked as the core 

range  

 Rogers (1970, originally published in 1951, p. 53): F# - c
3
, with an added E on the low 

end 

 Kennan & Grantham (2002, originally published in 1952): F# - c
3
, with A – g

2
 indicated 

as core range 

 Wagner (1959, p. 200): F# - c
3
, with g#

2
 – c

3
 marked as “insecure” 

 Del Mar (1981, p. 221): F – c
3
, noting that “a few more notes at each end have been 

written – and can be obtained by good players” to extend the range to C – f
3
 

 Adler (2002, originally published in 1982, p. 315): D – c
3
, with D – F bracketed (implying 

it may be better to avoid it) 

 Stiller (1985, p. 72): D – f
3
, with F – c

3
 marked as the core range 

 

The range extensions shown above are certainly correct and, in the strictest sense of the word 

“standard”. Almost all of the solo and orchestral repertoire moves within these boundaries 

and, more often than not, the hornist does not even come close to the extremes. Del Mar 

(1981, pp. 221-223), however, points out some of the repertoire that requires virtuoso playing 

outside these boundaries, and any experienced solo or orchestral player would at times 

encounter such instances from within the standard repertoire. Examples include: 

 

Joseph Haydn, Symphony no.51: f
3
 

Richard Strauss, Symfonia domestica: e
3
 

Robert Schumann, Konzertstück: e
3
 

Ludwig van Beethoven, Symphony no.9: F 

Gustav Mahler, Symphony no.6: E 

Richard Strauss, Die schweigsame Frau: Db 
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Stiller (1985, p. 72) goes one step further, indicating the range as being: 

 

Figure 11: Extended range, D – f
3
 (Stiller, 1985, p. 72) 

 

 

The semibreves show the standard range, while the crotchets indicate the extremes on either 

side. The inclusion of f
3
 on the high end, but not C on the low one is curious, with many more 

players able to somehow reach that note rather than his indicated f
3
. Read (1976, p. 10) 

features the exact same range in Contemporary instrumental techniques, though notes that the 

highest pitches can only be achieved at a relatively high dynamic level. Kennan & Grantham 

(2002, pp. 127-128), while acknowledging the increasing use of the triple and descant horn, 

do not mention any implications for the range. While this shows that F# - c
3
 may be 

considered the standard range on the horn, it is my belief that Stiller better indicates the level 

of skill required of today‟s professional performer. 

  

For the knowledgeable arranger, the implications of an extended range are far-reaching. In 

popular keys, as outlined in Table 7 below, notes below and above the standard range open up 

a whole new world of possibilities. The table contains information on the key of the original 

work (in transposed pitch, therefore not the key the original would normally be referred to), 

important pitches beyond the standard range, and the traditional classical function they may 

assume: 

 

Table 7: Notes and their harmonic function 

Key (transposed) Low note Function High note Function 

C major C I (tonic) e
3
 3

rd
 of I (tonic) 

G major / minor D V (dominant) d
3
 5

th
 of I (tonic) 

F major C V (dominant) f
3
 I (tonic) 

D major D I (tonic) d
3
 I (tonic) 

B flat major F V (dominant) d
3
 3

rd
 of I (tonic) 

A major E V (dominant) c#
3
 3

rd
 of I (tonic) 

E flat major Eb I (tonic) eb
3
 I (tonic) 
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Effectively, the extreme range that can be used lies somewhere in between C
 
and f

3
, with D

 

and d
3
 required of an aspiring professional player. My transcriptions contain anything from B

1
 

to f#
3
, though these extremes are only used in exceptional circumstances. As a rule, using D

 
to 

d
3 
gives the arranger the full range of options, while making the result playable but still 

pushing the boundaries.  

 

Figure 12: Extreme high range in Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 78-82, horn 1: d
3
 

 

 

Figure 13: Extreme low range in Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 1-8, horn 8: D 

 

 

Transcriptions within a narrower range are certainly available, though, just as in the orchestral 

literature, there seems to be a tendency in newer ensemble repertoire to make use of all the 

possibilities of the instrument. I have briefly touched on this point in the rationale, but 

perhaps nobody can say it better than Richard Strauss, one of the greatest masters of writing 

for the horn: 

 

Thus, the practical instrumentalist, through his skill, 

stimulates the composer to new ideas. Great ideas, on the 

other hand, which at first do not seem feasible, gradually lift 

the ambitious instrumentalist to their level. They have had 

the greatest influence on progress in the construction of 

instruments, on improvements in their technique, and on the 

enrichment of their expressive possibilities. (Berlioz & 

Strauss, 1991, p. I) 
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3.1.2. Register considerations 

 

Beyond the extremes of range, there are two further aspects that an arranger must take into 

account: how the horn sounds in any particular register, as well as the transitioning between 

these. Several authors attempt to describe the character of the horn‟s sound in different 

registers. Adler‟s (2002, p. 316) is reproduced below: 

 

Figure 14: Registral characteristics: Valve horn in F (Adler, 2002, p. 316) 

 

Missing an entire octave at the low end in this graphic, Adler (2002, p. 316) goes on to say 

that anything lower than F# is hard to control because the embouchure needs to be very loose, 

and the pitches in question are most effective when sustained or used in slow moving 

passages. The rest of the range though, he goes on to say, can be played with agility. This is in 

line with two of his earlier remarks: 

 

Today, brass instruments suffer from few of the limitations 

that formerly frustrated their players, and brass players are 

among the most agile and versatile members of the modern 

orchestra. Composers are no longer hampered by any 

limitations of brass instruments, other than possibly range. 

(Adler, 2002, p. 296) 

 

The horn has as much agility as any other brass instrument, 

and is an excellent solo instruments as well as a successful 

doubler. (Adler, 2002, p. 312) 

 

While this may be accepted knowledge among today‟s advanced performers, these statements 

by no means represent what was thought of the horn in the past. Rimsky-Korsakov (1964, p. 

24), in 1912 claimed that, “in spite of the valves the horn has but little mobility and would 

seem to produce its tone in a languid and lazy manner.” Many more recent authors simply do 

not comment on this issue. Yet, again, even a quick look at some of the orchestral repertoire 
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reveals how much horn technique has advanced, and that indeed agility and flexibility 

between Bb and e
3
 is required. 

 

Figure 15: Advanced horn technique, example 1, Richard Strauss, Ein Heldenleben, mm. 1-16, 

horn 1 

 

 

Figure 16: Advanced horn technique, example 2, Richard Strauss, Symfonia domestica, rehearsal 

numbers 142-147, horn 1 

 

 

In addition, I have found that most difficult passages do not seem to be an issue even for 

tertiary students or competent amateurs, as long as they are uni-directional, that is, either 

moving only upwards, or only downwards. In the following excerpt from my transcription of 

Brahms‟s Academic festival overture, horns 2 and 3 reproduce the clarinet and viola parts 

(which incidentally are written in the same fashion). I have witnessed this performed 

effortlessly, admittedly to my surprise at first. When different players repeated similar 

patterns throughout the work with ease though, the potential of uni-directional writing proved 

itself. 
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Figure 17: Uni-directional technical passage in Johannes Brahms' (arr. Armin Terzer) Academic 

festival overture, mm. 17-19, horns 2 and 3 

 

 

As demonstrated by the Queensland Conservatorium horn ensemble during the 42
nd

 

International Horn Symposium, Brisbane, July 22, 2010: 

 

Academic festival overture - uni-directional split passage.mp3

         (Track 2 on attached CD) 

 

The problem with a change of direction, especially involving the transition between low and 

high registers, lies in the modification of the embouchure of most players. When playing a 

downward moving passage the lip tension decreases, the aperture opens, and depending on 

the level (and school) of technique used, there may even be more pronounced physical 

movements of the facial muscles. The opposite applies when moving upwards. Writing a line 

that only moves into one direction alleviates the problem, and therefore yields better results. 

The two parts in Figure 17 above could be performed by one player, but the success rate for 

the average performer would be considerably lower, as I have witnessed on numerous 

occasions. 

 

3.1.3. Notation 

 

Horn parts were traditionally written in a variety of transpositions, usually matching the key 

of the work or movement. Del Mar (1981, p. 216) puts the standardisation of notation into 

horn in F within the nineteenth century, though different transpositions were used well into 

the twentieth century. The question today is whether there is any point whatsoever in keeping 

the parts in old repertoire transposed in the different keys. Interesting discussions on the issue 

can be found in the http://hornplayer.net information archive (“Transposing,” n.d., and 

“Transposing (2),” n.d.). In summary, the point in favour of having parts in F is the increased 

accessibility due to the uniformity in transposition. As horn students learn to read horn in F, 

uniform parts in F would result in the elimination of transposition. On the other side is the 

http://hornplayer.net/
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argument that playing within the key of the work can be beneficial in terms of harmonic 

awareness and tuning, as well as being true to the traditional roots of the instrument, the 

natural horn. 

 

Whatever one‟s personal preference, almost all horn ensemble repertoire available today is 

written for horn in F. Given that a transcription itself may be considered an alteration of the 

original version, it may seem foolish to insist on notation that is based on an outdated practice 

based on an outdated instrument design. However, there is one case in which a good reason 

can be given to adhere to traditional writing: orchestral excerpts. The reader may refer back to 

Figure 5: Arranged orchestral excerpt, Carl Maria von Weber (arr. Armin Terzer), Der 

Freischütz overture, mm. 9-18 where horns 3 and 4 have been notated in C, just like in the 

orchestral version. This is more of a personal choice than a rigid principle, and perhaps some 

will not see the point in this practice, as noted above.  However, it is my belief that the 

advantage of having performed the part as it would appear in most original editions (in C) 

outweighs the argument for the adaptation of a universal transposition (in F) as noted above. 

 

Another controversy on notation, which however by now has successfully been resolved, is 

the debate on bass clef notation. Ericson (2008) gives some excellent background on the 

issue, and Stiller (1985, pp. 71-72) presents the dilemma as follows: 

 

Prior to the beginning of the twentieth century it was, for no 

very good reason, universal practice when writing for the 

horn in the bass clef to notate a part an octave too low, i.e., a 

fourth down rather than a fifth up.  Since the more logical 

modern practice did not become universal until quite 

recently, many twentieth-century horn parts are notated in the 

old system, and horn players are occasionally uncertain as to 

which system is intended even in brand-new works. 

 

Forsyth (1982, p. 75) resolves it thus: 

 

But in the case of the bottom notes of the Horn there was 

another convention. This convention, which has persisted to 

our day, consisted in writing them in the bass-clef, but an 

octave too low. There is not a word to be said for this foolish 

custom. The only reason for adopting the bass-clef at all 

should be the avoidance of leger-lines. What can one say 

about a pretended simplification which only adds a 

complication? 
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Given that the range now may easily reach C, old style bass clef notation is no longer viable: 

 

Figure 18: Old and new style bass clef notation 

 

 

When writing for horn ensemble, old style bass clef notation has little use. An exception may 

be when trying to reproduce challenging parts as they appear in the original, such as selected 

works by Wagner or Richard Strauss. Unless the whole transcription uses the same bass clef 

notation though, I would advise against it. 

 

Speaking on the use of clefs in general, hornists play in both treble and bass clefs. The 

generally accepted dividing point is f, which can be written in either clef. Stiller (1985, p. 71) 

writes that hornists are used to seeing notes as low as c in treble clef, and notes as high as c
1
 

in bass clef, though this brief comment only touches on a rather complex issue when it comes 

to notating a part. In fact, it is quite uncommon to see notes lower than e in the treble clef.   

They would usually appear if, and only if, it is a short excursion into the region. Whenever 

there is a string of more than three or four notes, arrangers seem to prefer a change in clef. On 

the other hand, notes in bass clef may well reach g
1
, especially if, again, the line moves into 

the standard bass clef region instantly. The obvious reason behind this is the avoidance of 

confusion, which would result from a frequent change in clef.  

 

Figure 19: Low note in treble clef, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 204-211, horn 5 

 

 

Figure 20: High note in bass clef, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 88-94, horns 7 and 8 
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Should a change of clef be necessary, I would suggest that the ideal spot to place it is directly 

before the bar of the new entry: 

 

Figure 21: Clef change on the bar line, Carl Maria von Weber (arr. Armin Terzer), Der 

Freischütz overture, mm. 89-96, horn 8 

 

 

This gives the clearest indication to the player, while avoiding confusion especially when 

counting rests:   

 

Figure 22: Potentially confusing clef change directly before entry, modification of Figure 21 

above 

 

 

This is in line with the practice of most arrangers, including Martinet, Lynsdale-Nock and 

Jones. 

 

A further notational aspect where the practices of composers, arrangers, sometimes even 

within their own output, digress is the use of key signatures. Historically, a key signature was 

not necessary, as the horn parts were written in the key of the work, and therefore always read 

in C major. However, with the advances in instrument making and the above mentioned 

standardisation to parts in F, adding a key signature became more common, even though not 

standard. Jacob (1940, p. 31) writes about the use of key signatures gaining ground in the 

early twentieth century, and having the advantage of giving the player a surer sense of the 

tonality of the piece. Forsyth (1982, p. 115) claims there is no reason nowadays why the horn 

should not have a key signature, while adding that the more the clefs and key signatures are 

simplified, the better for the progress of the art.  

 

Today, it is quite common to find most of the “easier” key signatures in repertoire, namely 

anything up to three flats or sharps. Once it gets past that point, however, many composers 

opt for their omission. Horn ensemble transcriptions, on the other hand, usually include key 

signatures, as does symphonic band music. It is therefore difficult to establish a rule in this 

regard. As a side-note, when using a notation software, and trying to omit key signatures, “no 
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key” or “atonal” should be selected rather than “C major”. This avoids putting the horn parts 

in G major (when transposing), adding one unnecessary sharp to the key.  

 

A final consideration on notation should be given to the language used. Traditionally, the 

language used to indicate title, tempo, and other performance requirements, whether it be 

Italian, German, French, English, or other, depended upon the provenance or personal 

preference of the composer. On this particular matter opinions are evidently divided, with 

many arrangers either using their native language, or translating all terms into English, while 

others, including myself, adhere to the language that is used in the original. This may also 

depend on the purpose of the transcription, with groups or individuals either embracing the 

challenge or trying to avoid the added complication. In the end, it may be best to go with 

one‟s preference and leave the issue of translation, if necessary, in the capable hands of the 

performers. 

 

3.1.4. Extended techniques 

 
There are a large number of extended techniques available on the horn, many, if not all, of 

which can be useful when transcribing orchestral repertoire. Douglas Hill‟s Extended 

techniques for the horn (2010) lists them in the following categories: 

 

 Range 

 Mutes 

 Hand muting 

 Tonguing / articulations 

 Trills and tremolos 

 Glissandi 

 Half-valved effects 

 Varied timbral potentials 

 Vibrato 

 Quarter-tones 

 Vocalisations 

 Air sounds 

 Mouthpiece effects 
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Further to the issue of range considered above, Hill (2010, p. 10) places it between C and c#
3
 

(standard), and Bb
1
 and f

3
 (extreme). This is very close to my advocated standard range for 

horn ensembles from D – d
3
. Also, the use of vibrato is more of a personal choice than a 

transcribing technique, so it will not be included in this section. This leaves all other 

techniques listed above, which will be examined in the order they are presented above. 

 

Any number of objects can be placed in the bell to change the colour of the sound, though the 

two main ones are the straight and stopping mutes. The straight mute muffles the sound and 

adds edge to it in loud dynamics, but does not affect the pitch. In the horn ensemble, besides 

using it when it is demanded in the original work, it can be useful to create a contrast between 

primary and secondary material: 

 

Figure 23: Mutes used to distinguish primary and secondary material, Carl Maria von Weber 

(arr. Armin Terzer), Der Freischütz overture, mm. 24-29 

 

 

In Figure 23 above, the chords are muted so as to give emphasis to what originally was a 

double bass pizzicato in horn 8, and a cello solo in horn 4. Mutes can also be used to reinforce 

the string tremolo effect, as is considered later on in Chapter 5. When using mutes, it is 

essential that the players have at least a few seconds of rest beforehand, in order to be able to 

pick them up and insert them, as well as to remove them afterwards (Stiller, 1985, p. 75).  
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A good example of bad practice in this regard is my first transcription of Rossini‟s William 

Tell overture for horn quartet: 

 

Figure 24: Insufficient time given to remove mute, Gioacchino Rossini (arr. Armin Terzer for 4 

horns), William Tell overture arranged for 4 horns, mm. 88-94 

 

 

One possible result is given in the following audio example, with all parts played and 

overdubbed by me in 2006: 

 

William Tell Overture - no time for mute.mp3
 

(Track 3 on attached CD) 

 

The noise that can be heard is the impact of the mute on the floor when dropped, which at the 

time seemed to be the only option to avoid not playing some of the notes (even hanging the 

mute was not quick enough). In the re-worked version for eight horns, shown in Figure 25 

below, this shortfall was amended (even though the change still has to be quite quick). 
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Figure 25: Quick, but possible mute removal, Gioacchino Rossini (arr. Armin Terzer for 8 

horns), William Tell overture, mm. 90-93 

 

 

As demonstrated by the International Horn Society Advisory Council horn ensemble during 

the 42
nd

 International Horn Symposium, July 23, 2010: 

 

William Tell Overture - time for mute.mp3
 

(Track 4 on attached CD) 

 

The other mute frequently used is the stopping mute, which can substitute for hand-stopping 

and is especially effective in the low register. Stopping changes the pitch to a semi-tone 

higher, so the hornist has to compensate for this by playing a semi-tone lower. Theoretically 

this should be enough to avoid issues with tuning, but in my experience many players find 

this technique difficult to master. Using a stopping mute makes tuning easier, but many 

students and amateurs do not own one. Stopped notes can be notated in various ways, though 

for horn ensemble the common way is to place a cross above the note. Whether to use hand-

stopping or a stopping mute is usually left to the performer and depends on how much time is 

given. In Figure 26 below, the performer would not have enough time to insert a stopping 

mute, so this passage definitely has to be played hand-stopped. 
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 There are two main uses for stopping: It creates a nasal, penetrating sound in the loud 

dynamics, and a muffled, distant one in the soft ones. It is rare to find the loud version in a 

transcription unless copied from the original. One instance where I have reproduced the 

original technique is in Brahms‟ Academic festival overture:  

 

Figure 26: Stopped, loud passage in Johannes Brahms’ Academic festival overture, mm. 255-270 

(original) and mm. 256-270 (arr. Armin Terzer) 

 

 

 

Jacob (1940, p. 32) advises that stopping should be “reserved for moments of dramatic 

intensity or terror.” While this may not be the case in the example in Figure 26 above, it is a 

rather dramatic change of texture. The simpler change in colour resulting from the soft 

stopped notes is favoured by some arrangers: 

 

Figure 27: Use of hand-stopping in Ludwig van Beethoven (arr. John Lynsdale-Nock), Coriolanus 

overture, mm. 203-207 
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In general, there seems to be a clear distinction between arrangers who use stopped notes and 

those who do not. Lynsdale-Nock is notable as one who frequently calls for them, while most 

other arrangers seem to avoid them. In my own practice, I rarely use stopping unless specified 

by the composer, and instead try to achieve different colours through textural and registral 

nuances. This is mainly to avoid the issues with intonation mentioned above, and the 

necessity to take an additional mute along (especially for the low horn players). Using 

stopped notes is a valid option though, and perhaps over time hornists‟ technique will adapt to 

make it a welcome addition to any work. 

 

Any other mute options (plunger, cup mute, practice mute and others) I have never seen used 

in a horn ensemble transcription, and have never used myself. While they are part of the 

options available to the modern hornist, they seem to not have found any application in 

transcriptions yet. This is perhaps due to their association with jazz and popular styles, rather 

than symphonic repertoire. 

 

Little needs to be said about tonguing and articulation, except that the hornist has as many 

options available as other brass and woodwind instruments. In pre-twentieth century classical 

music, a limited number of markings are used (staccato, legato, tenuto, and accent being the 

main ones), though Hill (2010, pp. 26-36) outlines many more. Double and triple tonguing 

should get a special mention here: While effective and generally employable, too much of it 

can severely affect the difficulty of a part, and its viability in musical terms needs to be 

considered. In a passage like Figure 28 below, it is much more practical to just write a quaver 

arpeggio (as I did in my transcription) than to insist on the doubling of every note: 

 

Figure 28: Potential double-tonguing passage in Carl Maria von Weber, Der Freischütz overture, 

mm. 281-284 
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In general, double and triple tonguing appears sparingly in horn ensemble repertoire, and the 

same applies to the technique of flutter-tonguing. Flutter-tonguing is produced by 

 

curl[ing] the flattened tongue upward in a relaxed, yet firm 

manner against the roof of the mouth allowing it to “flutter” 

with a consistent air stream (Hill, 2010, p. 32). 

 

I have used it to approximate string tremolo, but mainly for solo snare drum rolls. Examples 

can be found below in the section on instrumentation. 

 

Trills and tremolos are similar techniques: both are a fluctuation between two notes, the trill 

of adjacent and the tremolo of ones further apart. They are best transcribed directly from the 

original, with the choice of fingering left to the performer. The ideal interval is one that 

consists of two adjacent notes in the harmonic series, as the hornist can simply lip-trill 

between the two. As a general rule, the wider the interval the harder it is to create the desired 

effect. The exception is semitones, which, unless they are in the extreme high range, cannot 

be lip-trilled and therefore have to be fingered. 

 

A glissando is the result of sliding between two notes. There are various types of glissandi, 

with the harmonic (based on the overtones) favoured in horn parts, „white‟ or „black‟ notes 

called for in the piano repertoire, or the sliding in orchestral instruments such as the clarinets, 

trombones or strings. I have found three main ways to notate passages of this kind in the 

orchestral literature:  

 

 Natural (harmonics) glissando:  

 

Figure 29: Glissando based on the natural harmonic series, Igor Stravinsky, The rite of spring 

(1911), 4 bars to 2 bars before rehearsal figure 180, horn 1 

 

© Copyright 1912, 1921 Hawkes & Son (London) Ltd 

Reproduced by permission of Hal Leonard Australia Pty Ltd the exclusive agent for Australia & 

New Zealand. 

Used By Permission. All Rights Reserved. Unauthorised Reproduction is Illegal. 
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 Chromatic glissando: 

 

Figure 30: Fingered glissando based on a chromatic scale, Richard Strauss, Till Eulenspiegel, 12 

bars to 10 bars before rehearsal figure 15, violin 1 

 

 

 Sliding glissando: 

 

Figure 31: Generic glissando notation, Hector Berlioz, Symphonie fantastique, 2 bars to 4 bars 

after rehearsal number 60, oboe 1 

 

 

There is a difference in sound between the natural (harmonics) glissando and the fingered 

(chromatic) one, as one does not, while the other does involve the valves. The sliding 

glissando can be played as either of these two options, a decision that is usually made by the 

performer depending on the musical context and the amount of time available. In my 

experience, fingered glissandi are more effective across short intervals, while natural 

(harmonic) glissandi allow for a faster bridging of large distances (as the natural harmonic 

series skips several notes in the lower registers). I tend to copy the glissando notation from 

the original, and leave it up to the performer whether to take this to heart. If in doubt, I would 

recommend using the notation given in Figure 31, and leave the execution to the performer. 

This notation also includes one further possibility on how to execute the glissando: the half-

valved effect. 

 

Pressing down only half way combinations of valves results in a constricted sound, but at the 

same time eliminates the stability of the pitch, allowing for potentially smooth slides  

(Hill, 2010, p. 51). While this is an option for a glissando, it very much depends on the 

performer‟s ability whether the technique will be effective or not. 

 

Other timbral variations, including cuivré, bells-up, quarter-tones, vocalisations, air sounds 

and mouthpiece effects are either not directly applicable to or may simply be copied into 

transcriptions of symphonic music, and so are not considered here.  
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3.1.5. Wagner tuba 

 

Broadly speaking the Wagner tuba can be used exactly the same way as the horn, especially if 

it is a compensating F and B flat model (as it has similar fingerings to the modern double 

horn). If the instruments are single F (low) or B flat (high) models, it is recommended to 

adjust the parts accordingly. Invented by and named after Richard Wagner, the tubas add 

“greater weight and breadth of tone” to the horn section (Del Mar, 1981, p. 271).  

Del Mar (p. 269) writes that the range corresponds to that of the horn, as is supported by 

examining those passages from the repertoire that employ it: Der Ring des Nibelungen, 

Bruckner‟s symphonies 7-9, or Strauss‟ Alpine symphony, Elektra and Die Frau ohne 

Schatten. While the extremes of the range may not be covered in the repertoire, they are 

possible to achieve. 

 

Technical proficiency becomes more of a problem when the tubas are single F or B flat 

models, effectively limiting the range. The arranger, however, has no knowledge of which 

models will be used by the performers, unless the transcription was done exclusively for a 

specific ensemble. Wagner tuba parts can be written exactly like horn parts, but with the 

different sound in mind. While mutes exist, they are not commonly used, and the techniques 

possible on the horn through the use of the right hand are not reproducible. Existing 

transcriptions that include tubas are rare, as few non-professional bodies own a full set. 

Notable exceptions are arrangements of works that feature them in the original version, such 

as Bruckner‟s (arr. Gunther Legat) Remembering the 7
th
 Symphony, or my transcription of 

extracts from Richard Strauss‟ Eine Alpensinfonie.  

 

It may be argued that the use of Wagner tubas should be restricted to symphonic repertoire 

that features them in the original, in order to preserve some degree of historical accuracy.  

 

3.2. The (eight part) horn ensemble: pre- transcription basics 

 

3.2.1. Ensemble division as implied by the setup 

 

In terms of physical setup, there are two typical options how to space the ensemble: in a 

single, or two lines. The single line setup is usually curved, so there is the possibility of eye 

contact between all players, as well as better visibility of the conductor for those players on 

the extremes (In my experience most large horn ensembles use a conductor for both rehearsal 



 

 

 

 

78 

and performance, so visibility is an issue that needs to be taken into account). When in two 

lines, the setup usually is straight. Apart from this physical setup, there are two ways to divide 

an ensemble of eight horns, corresponding to the traditional divisions of either the orchestral 

section, or the horn quartet. The rest of this section will focus on this division of parts, with 

brief mentions of the aural image they produce in combination with the setup of the ensemble. 

Also, as a matter of convenience, the single line setup will be illustrated as a straight line, 

rather than the curved shape it usually has in rehearsal and performance. 

 

The orchestral section of four horns consists of two high horns, 1 and 3, and two low horns, 2 

and 4. This division of roles stems from historical practice, when the section comprised two 

pairs of horns in different keys (Adler, 2002, p. 316). Del Mar (1981, pp. 223-224) gives two 

main seating possibilities for this setup: 

 

 

a)  1. 2. 3. 4. 

b)  4. 3. 2. 1. 

 

There is an interesting discussion on the merits of seating a) in Del Mar, though today b) is 

the standard formation. A variant of this setup is: 

 

      4. 3. 

      2. 1. 

 

For the horn octet this alternation of high and low players implies a similar division: four high 

horns, 1, 3, 5, 7, and four low horns, 2, 4, 6, 8, usually seated as illustrated below:  

 

     8.          7.          6.          5.          4.          3.          2.          1. 

 

Within this division into high and low parts, there are two further options:  

 

 Two orchestral sections of four, 1-4 and 5-8, meaning that 1 and 5 are the highest voices, 

followed by 3 and 7, 2 and 6, and 4 and 8. 

 Alternating descending parts, which means the highest parts are 1 and 3, followed by 5 

and 7, 2 and 4, and 6 and 8. 
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If we number the voices from high to low in the following fashion (designed after a standard 

four-horn section), we will get a better idea of how these divisions affect the aural image 

produced by the ensemble: 

 

Highest voice:  1 

Second highest voice: 1a 

Third highest voice: 3 

…   3a 

…   2 

…   2a 

…   4 

Lowest voice:  4a 

 

In a single row formation, and a part distribution into two orchestral sections, the ensemble 

produces more of an antiphonal effect, with slightly more treble coming from the right, 

though overall remaining fairly balanced: 

 

 4a.          3a.          2a.          1a.          4.          3.          2.          1. 

 

Figure 32 below demonstrates such a division.  In the third to sixth bars, horns 1 and 5 play 

the top line, horns 3 and 7 one harmonic below this, horns 2 and 4 further harmonics lower, 

and horns 6 and 8 the bass line. Furthermore, each section (horns 1-4, and 5-8) could 

potentially play by itself, and most of the harmonic material would be present.  
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Figure 32: Transcription in form of two orchestral sections in Carl Maria von Weber (arr. Armin 

Terzer), Der Freischütz overture, mm. 71-77 

 

 

The alternating descending part distribution within a single line setup pushes the treble even 

further to the right, though still mixes low and high parts: 

 

 4a.          3a.          4.          3.          2a.          1a.          2.          1. 
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In Figure 33 below, the chords in bars 3 and 7 are lined up from top to bottom in the order of 

horn 1, 3, 5, 7, 2, 6, 4, 8. Note how this cannot be divided into two sections (1-4 and 5-8) any 

longer, as each of them only plays two distinct pitches (bar 3, G and E in horns 1-4, and C and 

G in horns 5-8). 

 

Figure 33: Transcription in form of alternating descending part distribution in Ludwig van 

Beethoven (arr. John Lynsdale-Nock), Coriolanus overture, mm. 1-10 

 

 

The main advantage of the two sections distribution approach can be seen when employing 

the double row setup: 

 

 4a.          3a.           2a.          1a. 

  4.            3.            2.            1. 

 

With the front and back rows balanced, the aural image is consistent with that of a standard 

eight-horn section in the orchestra (that is, two rows of four). The other formation instead is 

similar to two two-row orchestral sections next to each other: 

 

     4a.          3a.          4.          3. 

     2a.          1a.          2.          1. 
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The standard horn quartet division of parts is different to the orchestral one. Part 1 is still the 

highest, but then followed by 2, 3 and 4 in that order. In terms of a standard orchestral section 

this means that horns 2 and 3 swap roles (making 2 the higher part). Following the scheme 

adopted above (from highest to lowest part: 1-3-2-4), this means the part distribution is now 

as follows: 

          4.        2.        3.        1. 

 

Or, in the two row variant (as championed by the American Horn Quartet):  

 

      4. 2. 

      3. 1. 

 

In this case, the two high players sit in the front, with the two low ones at the back. For the 

horn octet, this positioning implies a lot of treble coming from the right side, though still with 

an element of mixture: 

 

 4a.          2a.          3a.          1a.          4.          2.          3.          1. 

 

I must admit I have never seen this part distribution used in a transcription, though it is a 

theoretical possibility. The other option places all the treble on the right, and all the bass on 

the left:  

 

 4a.          2a.          4.          2.          3a.          1a.          3.          1. 
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Figure 34 below demonstrates this skewing of the treble to the right and bass to the left, with 

the voices gradually getting lower from top to bottom of the score: 

 

Figure 34: Transcription in form of high to low part distribution in James Horner (arr. John 

Lynsdale-Nock), Braveheart, mm. 50-55 
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In the two-row formations we again get polarised bass and treble, this time either between left 

and right, or front and back: 

 

 4a.          2a.          3a.          1a. 

  4.            2.           3.            1. 

 

     4a.          2a.          4.          2. 

     3a.          1a.          3.          1. 

 

While the seating order usually is not specified, and therefore can be changed to the 

performers‟ liking, in combination with the various part distributions it influences the aural 

image produced. Once the ensemble is aware of the reciprocal dependency of setup and part 

division, it is easy to find remedies for potential performance issues. Say, for example, the 

transcription in Figure 34 above does not work well in an ensemble where performers are 

used to an orchestral distribution of parts, there are two solutions to this problem: either parts 

are swapped, or players change their positions as demonstrated below. 

 

 

 

 

 

 

 

The use of two orchestral sections encourages antiphonal writing and more even sharing of 

material between the parts. Performers can choose a part according to their preference, and 

playing in the ensemble closely resembles the experience within an orchestral section. If the 

writing is idiomatic, familiar orchestral patterns recur in this formation, and a familiar blend 

of sound can be achieved. The separation and integration of the sections can be used as a 

feature, either to highlight parts of the music, or to break the monotony of sound of which 

horn ensembles are sometimes accused. The disadvantage of this system is what might be 

perceived as predictability and inflexibility in the assignment of material, with the main 

melody expected to be mostly found in parts 1 and 5, counterpoint in 3 and 7, harmonic filler 

in 2 and 6, and the bass line in 4 and 8. The imaginative arranger though can easily avoid this, 

as will be shown below. In general, the two orchestral section approach is best used for 

polyphonic music, antiphonal music, and any music that is strongly based on four part 

harmony (resulting in alternate sections of quartet playing). This is how most transcription for 

horn ensemble are divided, including almost all of my own work. 

4a 3a 2a 1a 4 3 2 1 

4a 4 2a 2 3a 3 1a 1 
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The alternating descending approach has the advantage that the parts operating within a 

similar range are closer to each other, making the taking-over of thematic material or 

accompaniment figures easier and perhaps more seamless. It also gives the ensemble a more 

united feel, emphasizing eight-part rather than four-part harmony. Chords, while still 

interlocked, will have a clearer left-to-right construction, as will the aural image in general. 

Homophonic music, and transcriptions of chamber works featuring adjacent pairs of 

instruments (woodwind octets, for instance) may benefit from this approach. 

 

What is left to consider are the merits and shortcomings of the distribution with the tessitura 

descending from part 1 towards 8. Figure 34 is a good example of the usual application of this 

model, namely when transcribing film music for twelve horns. Evidently, the reasoning 

behind this is to involve three sections: one with the melodic material, another with the 

accompaniment figures, and a third one with the bass and harmonic material. When there are 

only eight horns this division does not work quite as well, though it could potentially be used 

to distinguish between a (treble) solo with accompanying (bass) quartet. The advantages are 

close proximity of similar voices, and a strong division into two contrasting groups.  On the 

negative side, there may be little aural contrast, with treble and bass always coming from right 

and left respectively. 

 

3.2.2. Material distribution 

 

While many of the decisions in regards to which material is given to which voice are made 

during the actual transcribing process, it is useful to have a template for how each part is used. 

This is mainly a consequence of the ensemble division, with the top parts (1 and 1a) more 

likely to contain the melody, and the bottom parts (4 and 4a) the bass line. The general 

approach to material distribution is exactly that, as can be seen in the following example: 
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Figure 35: Weighing of melodic material towards horns 1 and 5 in Gioacchino Rossini (arr. Leigh 

Martinet), The barber of Seville overture, first page of condensed score 

 

 

In Figure 35 above, Martinet mainly uses horns 1 and 5 to carry the thematic material, while 

in Figure 36 below, Lynsdale-Nock uses horns 1 and 3.  

 

Figure 36: Weighing of melodic material towards horns 1 and 3 in Frederick Delius (arr. John 

Lynsdale-Nock), Summer evening, mm. 22-25 
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The main advantages of this approach are more restricted ranges for each part and the need 

for only two advanced players on the main parts. In an ensemble of equally advanced players 

though, being on one of the other parts is not as challenging or ultimately satisfying. A similar 

approach can be seen in many of the standard horn quartet repertoire, up until the second half 

of the twentieth century. In more recent works though, and again I have to refer to the 

pioneering work of Kerry Turner for the American Horn Quartet, the parts are treated more as 

equals (with the possible exception of horn 4), with only a differentiation in the tessitura used. 

 

The same can be applied to transcribing for horn ensemble, and I am a very strong advocate 

for this practice: to balance the distribution in order to create parts of equivalent interest and 

responsibility within the melodic and harmonic structure of the work. In other words, I try to 

give every voice in the transcription a roughly equal share of melodic material. Due to 

ensemble considerations it is very unlikely to achieve harmonic equality, as accompaniment 

figures and chords will, and probably should, generally be constructed in accordance with 

orchestral writing practice. Therefore, it may be possible to have a roughly equal amount of 

melody and counterpoint in each part, but the remaining material is more likely to follow the 

standard 1-3-2-4 distribution.  

 

Some orchestral works make this task an easy one. Roger (1970, p. 94) talks about the serious 

habitual fault of orchestrators to always place the melodic line in the soprano (voice), as well 

as the ever-shifting spotlight in the orchestra. In fact, while the treble instruments (flutes, 

oboes and violins) often carry most of the melodic material within the orchestral repertoire, 

there are a wealth of melodic tenor voices (clarinets, English horn, horns, cellos) available to 

balance this. Equal parts empower every individual within the ensemble, thus creating a more 

inclusive music-making process. In terms of the ensemble, the performers require higher 

technical skill, better coordination and more flexibility across the group. On the negative side, 

equal sharing of the technical challenges and responsibilities may expose weak links, and may 

potentially derail the whole performance. If the arranger is writing for a specific ensemble, the 

question of which approach to take may answer itself. In a pedagogical or amateur context 

one would assume that some players will inevitably be more advanced than others. In my 

practice, on the other hand, I always advocate giving performers the benefit of the doubt and 

strive for the challenge rather than the safety net. 
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3.2.3. Player grouping 

 

There are several ways to effectively mix up the part grouping, in order to break free from the 

standard divisions and provide some aural and visual contrast. The standards of two orchestral 

sections, double traditional horn quartet, and low to high (as outlined above) may be 

considered the over-arching structures, within which a wide range of variations in player 

usage may occur. The most frequently used ones are featured in this section. 

 

3.2.3.1. Section separation 

 

The main advantage of transcribing in the form of two orchestral sections is that they can be 

used in antiphonal fashion:  

 

Figure 37: Antiphonal player grouping in Hector Berlioz (arr. Armin Terzer), La fuite en Egypte 

overture, mm. 140-149 

 

 

This is similar to the opening in Der Freischütz overture, where solo quartet and orchestral 

accompaniment are separated into two sections. In Figure 37 above the separation is even 

more obvious, as the two sections alternate throughout most of the piece. Sectional grouping, 
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like most of the others, is most effective when done in a single line setup, as there will be a 

stereo contrast (between left and right), rather than between front and back row. 

 

3.2.3.2. Low and high separation 

 

This division pits the low voices against the high ones: 

 

Figure 38: Low and high voice distribution in Ludwig van Beethoven (arr. Armin Terzer), 

Fidelio overture, mm. 252-257 

 

 
It is most effectively used in material of a similar kind, when there is a passage in the low 

register followed by a sudden change in texture. If accompanied by rests in the other parts, 

this division creates an interlocking visual effect evenly spread out over the ensemble. 
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3.2.3.3. Adjacent pairs 

 

The use of adjacent pairs is most effective when the melodic lines are in two parts, as can be 

found frequently in classical music: 

 

Figure 39: Adjacent pairs in Ludwig van Beethoven (arr. Armin Terzer), Fidelio overture, mm. 

84-90 

 

 

Usually the unevenly numbered part will lead, as is the case in the orchestra. This works very 

well for any material moving together, such as in the parallel thirds in Figure 39 above. In 

such cases the players standing next to each other can concentrate on unified rhythm and 

tuning without having interfering voices in between. It also helps the listener, as the sound of 

that particular theme is coming from the same direction, making it a unified statement rather 

than a fragmented one. Diversity can still be achieved by separating individual phrases, as in 

Figure 39 above. 
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3.2.3.4. Separated pairs 

 

The concept of separated pairs is similar to that of adjacent ones: 

 

Figure 40: Separated pairs in Carl Maria von Weber (arr. Armin Terzer), Incidental music to 

Der Freischütz, mm. 35-38 

 

 

Writing for separated pairs is often used in orchestral settings, when the high and low horns 

play characteristic material for their tessitura in unison respectively. As a feature it is most 

effective in the horn ensemble when the tessitura of both voices is either high or low, and 

when the texture is spare, so there are no voices in between that can upset rhythm and 

intonation.  

 

3.2.3.5. Continuous line transferral 

 

While it is preferable to keep a complete phrase within one part, some motivic material can 

effectively be distributed between more players. In the ideal case, it may be possible to 

involve all players in the ensemble in a somewhat ordered fashion. 
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Figure 41: Continuous line transferral in Gioacchino Rossini (arr. Armin Terzer for 8 horns), 

William Tell overture, mm. 84-85 

 

 

The effect will be a line or motif moving through the ensemble, drawing the listener‟s 

attention aurally from one end to the other, hopefully showcasing the equality of every 

member. Sometimes this distribution is less obvious than in the example above, as in the 

overlapping thematic statements in Figure 42 below: 

 

Figure 42: Overlapping line transferral in Carl Maria von Weber (arr. Armin Terzer), Der 

Freischütz overture, mm. 183-187 
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The motif transferral can still be heard, but it is not as clearly distinguishable. Note how the 

music supports this particular grouping, with the overall tessitura of the motifs ascending, but 

dropping every other instance. In order words, horn 7 is higher than horn 8, followed by horn 

6 lower than horn 7, horn 5 higher again, horn 4 lower, and so on. 

 

An example of overlapping (extended) line transferral is given below: 

 

Figure 43: (Extended) line transferral in Felix Mendelssohn-Bartholdy (arr. Armin Terzer), 

Paulus overture, mm. 117-121 

 

 

This fugal section of the work benefits from linear line transferral, having one voice enter 

after the other filling out the ensemble. 
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Sometimes linear distribution does not work, as is the case in the following example from Der 

Freischütz overture: 

 

Figure 44: Non-linear line transferral 

 

 

In this case the succession of statements did not lend itself to be done in a linear way, as the 

passage in the third horn would likely have been too difficult to play for the fourth horn 

(especially having just come from bass clef). Once the line is upset, it does not really matter 

which way it continues, as long as the overall intention remains clear. This is why in Figure 

44 passages are given to the players according to tessitura, with the exception of horn 1 who 

starts and horn 8 who finishes.  
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Line transferral can also work in pairs: 

 

Figure 45: Paired line transferral in Ludwig van Beethoven (arr. Armin Terzer), Fidelio overture, 

mm. 233-240 

 

 

To achieve the greatest aural and visual effect in line transferral, a setup in a single line is 

recommended. This ensures the stereo image is used to its full potential, and all the 

changeovers can be followed in two dimensions rather than three. 

 

In this chapter I have tried to establish what I consider to be the technical capabilities required 

of a horn player in the twenty-first century. This includes an extended range from D to d
3
, 

various extended techniques, and proficiency on the Wagner tuba. In addition, I presented my 

guidelines for dealing with various issues of notation. This was followed by a demonstration 

of the various possibilities to divide an eight-part horn ensemble and their implications on the 

aural image, as well as over-arching models for material distribution and options for smaller 

player grouping within. Having thus established most of the decisions that, consciously or 

subconsciously, have to be taken prior to the actual transcribing process, the next chapter will 

focus on transcribing techniques as they present themselves while working on a transcription. 
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Chapter 4: General observations on transcribing and selected 

rules of orchestration (adapted to transcribing for eight horns) 

 

Chapters 4 to 8 will consider the transcribing process and techniques that are regularly 

employed in the repertoire for eight horns. In this chapter general observations on transcribing 

are followed by selected rules of orchestration taken from the literature, mainly from Adler 

(2002), Jacob (1940), Kennan & Grantham (2000), and Rimsky-Korsakov (1964). The 

selection is based on the applicability of the rules to transcribing for eight horns. 

 

4.1. General observations 

 

Transcribing an orchestral work for horn ensemble closely resembles the act of re-

orchestration. “Orchestration” is defined by Kreitner (2010) as:  

 

… the art of combining the sounds of a complex of 

instruments (an orchestra or other ensemble) to form a 

satisfactory blend and balance. The term „orchestration‟ is 

often used to denote the craft of writing idiomatically for 

these instruments. 

 

The combination of sounds to form a blend and balance, as well as the craft of writing 

idiomatically for the instrument should be primary goals when doing a transcription for horn 

ensemble. At first glance it may seem that transcribing is the opposite of orchestrating, by 

reducing a work already for orchestra to one for a relatively small ensemble. This, while true, 

is only half of the picture. If we think of a work purely in terms of its musical material, hence 

taking away the instrument distribution of the composer, the process of assigning parts from 

this reduced score is akin to an orchestration process. Transcribing symphonic repertoire, 

therefore, can be considered an identification of the original lines, followed by the process of 

re-assigning them.  
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Adler (2002, p. 666) looks at the matter the following way: 

 

Transcribing of a piece of music from one medium to another 

is very much like translating a poem from one language to 

another. Although speakers of the original language will 

invariably claim that a poem can never be translated 

successfully and loses its essence in the process, people who 

do not speak the original tongue will benefit by being able to 

understand something that was beyond their grasp before the 

transformation was accomplished. In some cases great poets 

of one language undertake to translate poems for another, 

and in doing so create magnificent masterpieces. 

 

While I have never encountered an arranger claiming to have created a “magnificent 

masterpiece”, the points about accessibility raised by Adler are very valuable. Further areas of 

similarity between transcribing for horn ensemble and orchestrating will be explored later in 

this chapter. 

 

In terms of repertoire, many works from the classical period and earlier lend themselves to 

transcribing for the horn ensemble because of clear melodic and harmonic lines and part 

writing. Transcriptions of Romantic repertoire, too, can commonly be found, even including 

some extended and highly complex orchestral works by Richard Strauss. However, it is more 

difficult to match essential qualities of the original when the instruments do not primarily play 

musical lines any longer, but rather are employed to create specific timbres and effects. It is 

nearly impossible to satisfactorily transcribe works where too much essential material is 

inseparable from the idiomatic colours and techniques of the original instrument. To cite a 

few examples, these would include mandatory virtuoso violin cadenzas, sustained high string 

overtones, or wide arpeggio patterns on strings or harps. A quick glance at the score often 

reveals its feasibility for transcribing: music that moves in clear horizontal lines with 

somewhat limited intervals is much more feasible than a work based on wide leaps. In terms 

of sound, the more characteristic the writing for a particular instrument, the less are the 

chances to adapt it successfully for the horn. Whenever a composition relies primarily on 

colour rather than melodic lines, it seems unwise to meddle with the composer‟s intention. 

This may well be one of the reasons why hardly any work by Mahler is transcribed for horn 

ensemble: While his horn writing is superb, Mahler‟s lines are more fragmented than Strauss‟ 

and lose much of their effectiveness when played in a horn ensemble. Bruckner, on the other 

hand, is more accessible due to the chorale-like nature of much of his work. To which extent 

an arranger may be able to effectively transcribe a work, and what can and cannot be adapted 

will be considered further in the chapter to follow. 
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4.2. Selected rules of orchestration (adapted to transcribing for eight 

horns) 

 

This section contains general rules of orchestration taken from the core literature and adapted 

to transcribing for horn ensemble. The main topics covered are necessary pre-requisites to 

successful transcribing. The arranger needs to understand what defines a good individual part 

and how to write it, texture and chord spacing, articulation transference, and the adaptation of 

dynamics. 

 

4.2.1. Aural imagination and common sense  

 

To me, the technique of orchestration entails the abilities to 

hear instrumental sounds individually and collectively and to 

transfer these sounds into written notation as accurately and 

clearly as possible. (Adler, 2002, p. x) 

 

Jacob (1940, p. 1) also underlines the necessity of having a good aural imagination. When 

approaching a transcription for horns, the first step is to look at (or listen to) the chosen piece 

of music and imagine, or hear in one‟s mind, what it would sound like on the horn. If the 

imagined result seems feasible and the aural image is based on sound knowledge of the 

instrument and capabilities of the ensemble, the transcription is likely to be successful. With 

experience this process accelerates, though the novice arranger should carefully work through 

the whole score and identify possible problematic passages. If just a few bars cannot be 

effectively adapted, this might be enough reason to not attempt a transcription. Aural 

imagination should even be taken one step further. Beyond whether the material will 

somehow be reproducible, the question should be asked whether it will sound well on, or be 

idiomatic for the horn.  Jacob (1940, p. 1) calls these considerations “practical common 

sense”:  

 

Show this […] by writing comfortably for your players and 

avoiding strain and irritation caused by constant high notes, 

awkward passages, and too infrequent rests for the wind 

instruments; by avoiding remote keys – loathed by strings 

and winds alike.  

 

“Comfortably” though, as noted before, does not necessarily have to mean “easy to play”. It 

depends on the intended function of the transcription whether simple but widely accessible 

parts may be preferred over challenging but potentially more satisfying ones.  
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4.2.2. Clarity and doubling 

 
The most beautiful characterization of clarity of orchestration I have found in the literature is 

by Joseph Wagner (1959, p. 9): 

 

Mozart‟s orchestration possesses an elusive quality of 

delicate transparency which distinguishes it as being among 

the finest examples of clear musical thinking. This 

transparency results from textures of real parts with few 

extraneous notes. Melodic outlining or unison doubling and 

sustained fillers are practically nonexistent. All musical 

values are purely and clearly stated with not only adequate 

scoring, but often with a delightfully tantalizing interplay of 

timbres revealing a craftsmanship of sheer genius. The 

extraordinary thing is that Mozart‟s dynamic levels of forte-

to-piano are seldom exceeded in any of his symphonic 

works! 

 

Yet these scores, which appear to be quite simple technically, 

are decidedly hazardous – especially for the amateur 

orchestra. What lies behind this apparent contradiction? The 

characteristics of transparency, more than any other single 

factor, provide the clue – for music of this texture requires 

perfection for a first-class performance. Difficulties (in 

Mozart) are not the result of awkward part writing. Quite the 

contrary. It is because all parts are written with such clarity, 

taste, and finesse that these scores require purity of sound, 

style, and sure technical control from each player to do them 

justice. Each instrument is allowed its full play of 

expressiveness, strength, and range without relying on 

sustained parts or doublings for its total effectiveness. 

(Wagner, 1959, p. 9) 

 

Achieving this quality of Mozart‟s music, if nothing else, should be the ultimate goal when 

transcribing a work for horn ensemble. Rimsky-Korsakov (1964, p. 63) provides the clues on 

how to achieve clarity: 

 

The art of orchestration demands a beautiful and well-

balanced distribution of chords forming the harmonic texture. 

Moreover, transparency, accuracy and purity in the 

movement of each part are essential conditions if satisfactory 

resonance is to be obtained. No perfection in resonance can 

accrue from faulty progression of parts.  

 

Jacob (1940, p. 2) characterises clarity as “writing in a clear and well-ordered style.” The 

average orchestral score, with its wealth of instruments, contains considerably more 
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instrumental parts than musical lines, and so the choices of omission and doubling become 

crucial ones. Grove (1985) and Jacob (1940), among others, advocate a strong preference for 

omission over doubling, claiming that too much of the latter can be fatiguing and ill-advised: 

 

The quality of music and its orchestration do not depend 

upon the amount of its sonority or artificial brilliance. There 

are times when a two-voiced contrapuntal line has far greater 

power and drive than the loudest tutti. (Wagner, 1959, p. 5) 

 

Unison and octave doubling are concepts well known to the orchestrator, and their main 

functions are the reinforcement of a line, or the creation of a certain blend of sound. 

 

In the horn ensemble, unison doubling has much less of an effect than in the orchestra, as all 

instruments basically produce the same tone colour. Doubling therefore essentially increases 

the volume, though creates difficulties in regards to intonation, rhythm, and hence ensemble 

playing. It also thickens the sound of a particular line, which may obscure other material. 

With only eight voices at one‟s disposal, reinforcing one may necessitate doing the same with 

the others if balance is to be maintained. Adler (2002, p. 238) explains the acoustical issues 

with this, claiming that since two of the same woodwind instruments can never be absolutely 

in tune with one another, having them play solo passages will upset the overtone balance and 

thereby thicken the sound, or, in certain registers, even muddy it. Schuller (1992, pp. 79-80), 

talking about unison playing in the high register, goes even further: 

 

When more than one player attempts a high passage at a loud 

dynamic level, unless their intonation is perfect, a curious 

acoustic phenomenon takes place. The fractional intonation 

differences set up intense vibrations, vibrations so intense in 

the immediate vicinity of the players (they lose in impact at a 

wider range, which is why very few conductors become 

aware of this problem), that it becomes virtually impossible 

for any one of the players to sustain this note. That is the 

reason why one hears so many cracked notes in the high 

register unison horn passages. 

 

Adler (2002, p. 238) also claims that using two woodwinds of the same kind for a unison solo 

often impedes the expressive quality that one instrument can give to the phrase.  

 

Less caution is demanded when using octave doubling, which effectively adds some colour 

and volume (Adler, 2002, p. 239). It can also increase accuracy, especially when supporting 

passages in the high or extreme range (Black & Gerou, 1998, p. 155). Examples of this can be 

found in sub-section 4.2.2.5 below. Furthermore, whether to use doubling or not very often 
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depends on the source material. While orchestral works from the baroque and classical 

repertoire are more based on polyphony and independent lines, some Romantic and post-

Romantic music (including film music) emphasizes chordal progressions and rhythm, aspects 

that can be enhanced by doubling. Figure 46 below shows one example of individual part 

writing in Der Freischütz overture, with every player equally contributing to the melodic 

fabric of the passage: 

 

Figure 46: Individual part writing in Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 184-188 

 

 

My general rule when transcribing for horn ensemble is to avoid part doubling and use other 

means of emphasizing the required lines. This can be done with adapting dynamics, clearing 

the texture, requesting mutes, or other ingenious small modifications to the score. There are, 

however, instances when doubling is effective and therefore justified. These are presented in 

the following seven sub-sections. 
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4.2.2.1. Orchestral tutti passage 

 

For orchestral tutti, especially a unison tutti, doubling is an effective means of reproducing the 

effect. Octave doubling enhances the colour so, whenever possible, this latter method should 

be used in such cases. In Figure 47 below, horns 1 and 3 represent the flutes and violins, and 

horns 2 and 4 the bassoons, violas, cellos and basses. Horns 5-8 play the basic chords as 

established in the rest of the woodwinds and brass. The reason I have not used octave 

doubling here is to elevate the volume of the two primary lines above the sustained notes. It 

also avoids a crossing of the two lines, which would have diminished their clarity.  

 

Figure 47: Doubling in orchestral tutti, Carl Maria von Weber (original and arr. Armin Terzer), 

Der Freischütz overture, mm. 61-63 
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A further example is taken from Lynsdale-Nock‟s transcription of Beethoven‟s Coriolan 

overture, where he octave doubles the top line in horns 1 and 3 (with rhythmic variation), 

octave doubles the middle line in horns 5 and 2, unison doubles horns 2 and 7 (with rhythmic 

variation), octave doubles the bass line in horns 4 and 8, and unison doubles horns 4 and 6 

(with rhythmic variation). 

 

Figure 48: Doubling in orchestral tutti, Ludwig van Beethoven (original and arr. John Lynsdale-

Noc), Coriolan overture, mm. 34-35 
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4.2.2.2. Solo passage played by an entire section 

 

In Figure 49 below, in bars 3-4 the violins answer the opening pp crescendo statement with a 

p one. In my transcription I have decided to double the opening statement in both unison and 

octave, which makes it necessary to also double the response to it. Even though it is a single 

line, in the orchestra it is played by a whole section, and therefore the colour is better 

represented by two horn players. With octave doubling out of the question in this instance, as 

that would modify the character of the original, unison doubling is justified. 

 

Figure 49: Doubling in solo passage played by an entire section, Carl Maria von Weber (original 

and arr. Armin Terzer), Der Freischütz overture, mm. 1-5 
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Bissill treats the string section unison solo in Glinka‟s Ruslan and Ludmilla overture 

similarly, by doubling horns 1, 3, 5 and 6, and 2, 4, 7 and 8. In addition, he doubles the whole 

passage in octaves, mirroring the original. 

 

Figure 50: Doubling in string section solo passage, Mikhail Glinka (original and arr. Richard 

Bissill), Ruslan and Ludmilla overture, mm. 11-14 

 

 

4.2.2.3. Change in orchestration 

 

With a limited colour palette available to the arranger for horn ensemble, the often subtle 

changes of colour made by the composer are difficult to reproduce. In the following example, 

the accompaniment figure changes between the two statements of the same idea in bars 46 

and 48. Also, in bar 48 the second violin section reinforces the motif, therefore changing the 

colour. Simple unison doubling would have been an option, though in this case the added 

higher octave in horn 1 draws more attention to the primary motif, rather than merely a 

change in texture.  
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Figure 51: Octave doubling to emphasize texture change, Carl Maria von Weber (original and 

arr. Armin Terzer), Der Freischütz overture, mm. 45-49 
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In Figure 52 below, Martinet uses octave doubling to emphasise the difference between the 

accompaniment textures. Note how in the second extract, horn 7, he omits the first note (this 

is the clarinet part, given to horn 6 in the first extract). This is to avoid unison doubling with 

horn 5. 

 

Figure 52: Octave doubling to emphasize texture change, Felix Mendelssohn-Bartholdy (original 

and arr. Leigh Martinet), Nocturne from A midsummer night’s dream, mm. 1-3 and mm. 26-30 

 

 

 



 

 

 

 

108 

4.2.2.4. Melodic lines in octaves in the same instrument 

 

The emphasis here lies on melodic lines that are octave doubled in the same kind of 

instrument. This is different from “natural” octave doubling that happens between different 

instruments when they play the same material in their respective tessituras. When a melodic 

line is featured in octaves in the same instrument, as is the case in the clarinets in Figure 53 

below, this is an integral feature of the original composition, which should be captured in the 

transcription. 

 

Figure 53: Melodic octave doubling as present in original, Carl Maria von Weber (original and 

arr. Armin Terzer), Der Freischütz overture, mm. 42-44 
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Figure 54 provides another example: 

 

Figure 54: Melodic octave doubling as present in original, Maurice Ravel (original and arr. Leigh 

Martinet), Pavane pour une infante défunte, mm. 60-61 
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Not every arranger adheres to this principle though, as can be seen when comparing Figure 54 

above and Figure 55 below: 

 

Figure 55: Not observing doubling as present in original, Maurice Ravel (arr. John Lynsdale-

Nock), Pavane pour une infante défunte, mm. 60-61 

 

 

4.2.2.5. Safety net for passages in the extreme high range 

 

It is generally advisable to double passages that involve leading melodic lines in the extreme 

high range an octave below. This ensures that the line can be heard continuing even if the lead 

player fails to hit all the notes. In addition, it provides psychological support by taking away 

some degree of exposure from the player with the difficult part. Quite often passages of this 

kind are already treated in octaves in the original, though, if not, distributing the lower octave 

between parts ensures some form of independence, and is less conspicuous. In the example 

below, support is first provided by horn 3 (for horn 1), then by horn 7 (for horn 5, and 

subsequently for horn 1). In order to keep a similar texture even though new material is 

introduced (in horns 1 and 7), horn 8 octave doubles horn 4 in bars 79 and 80. 

 



 

 

 

 

111 

Figure 56: Doubling as safety net, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz 

overture, mm. 77-82 

 

 

A simpler form of safety net is shown in Figure 57 below. The first line is horn 1, and the 

second line horn 3. In the orchestra, the melody is played by flute and first violins (in the 

same octave), so technically octave doubling would not have been necessary. In this case, 

Martinet combines the safety net property of octave doubling with a slight simplification in 

the high part, though, as may be visible in the example given below, the advanced performer 

may opt to ignore this and change the part back to its original form. 

 

Figure 57: Doubling as safety net, Gioacchino Rossini (arr. Leigh Martinet), The barber of Seville 

overture, 3 bars to 5 bars after rehearsal letter A, horns 1 and 3 
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4.2.2.6. Reinforcement of thematic material in the low register 

 

This particular example is from a section that also happens to be an orchestral tutti. In bars 

61-64, with the top line doubled in horns 1 and 3, it is important both for balance and clarity 

to do the same with the bass line in horns 2 and 4, though in this case it would have been 

necessary even if the top one had been single. Due to the weaker projection of the pedal 

register, doubling here raises the volume, therefore increasing its chance to be heard clearly 

and match the strength of the other lines. 

 

Figure 58: Doubling thematic material in the low register, Carl Maria von Weber (arr. Armin 

Terzer), Der Freischütz overture, mm. 61-65 

 

 

A similar approach can be seen in Figure 59 below, the condensed score of Martinet‟s 

transcription of Nicolai‟s The merry wives of Windsor overture: 

 

Figure 59: Doubling thematic material in the low register, Otto Nicolai (arr. Leigh Martinet), The 

merry wives of Windsor overture, 1 before rehearsal letter C to 4 after rehearsal letter D, 

condensed score 
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4.2.2.7. Balancing chords in significant places 

 

“Significant places” may refer to opening and closing statements, big orchestral climaxes, and 

passages that include important changes in texture. One such example is given in Figure 60 

below, with horns 2 and 4 introducing the change in accompaniment texture in bars 45-46, 

and horns 4, 6, 7 and 8 confirming this new texture in bars 48 and 49.  

 

Figure 60: Doubling notes in chords in significant places, Carl Maria von Weber (arr. Armin 

Terzer), Der Freischütz overture, mm. 45-49 
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Figure 61 below shows an example of a closing statement, with all parts doubled: 

 

Figure 61: Doubling notes in chords in a closing statement, Ludwig van Beethoven (arr. 

Christopher Jones), Symphony no.5, 1
st
 movement, mm. 491-498 

 

 

Taking into consideration that the higher voices are usually more projecting than the lower 

ones, an adjusted chord in an opening statement would usually have a reinforced pedal note, 

as shown in Figure 62 below: 

 

Figure 62: Doubling pedal notes in an opening statement, Gioacchino Rossini (arr. Leigh 

Martinet), The barber of Seville overture, m. 1 
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4.2.3. Part writing  

 

Rogers (1970, p. 93) notes that “part writing is the crucial factor in all styles into which 

lyricism enters; it is the anatomy of the eventual score.” Jacob (1940, p. 36) argues on similar 

lines, though it is Wagner (1959, p. 118) who provides the most comprehensive guide to voice 

leading. Said to mark “the difference between the amateur and professional” orchestrator, 

Wagner describes it as “a developed skill which can be acquired through study, practice and 

application” (p. 118). The problem faced is to integrate vertical, harmonic progressions into 

horizontal, contrapuntal part writing. Wagner goes on to give the following suggestions as 

aids for facilitating good voice leading in orchestral thinking: 

 

1. View each voice line in terms of horizontal – not vertical 

– movement. 

2. Consider the forward movement of all chord tones as 

separate voices. 

3. Evaluate, in context, the function of all harmonic fillers 

as independent voice parts whenever possible. 

4. Apply contrapuntal devices when appropriate. 

5. Endeavor to retain consistent voice textures for complete 

phrases. […] Retain only those notes that are required for 

harmonic clarity and that can provide continued voice 

parts. (Wagner, 1959, p. 118) 

 

I employ several terms for this kind of part writing: horizontal transcribing, transcribing in 

lines, and counterpoint transcribing. They essentially all mean the same, giving preference to 

the horizontal line over the vertical distribution of material, of melody over harmony, of 

counterpoint over chords. This principle underlies the procedure I follow in my transcribing 

practice, which may roughly be outlined as below. 
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 Identify all complete musical lines (phrases) 

 Identify and connect all incomplete musical lines (interrupted phrases) 

 Delete all instances where these lines are doubled 

 Identify all interspersed motifs 

 Delete all instances where these motifs are doubled 

 Identify all harmonic material 

 Identify the individual, essential voices within this harmonic material 

 Identify how these voices progress horizontally 

 As best possible, create lines out of the harmonic material 

 Assign every line to a different part 

 

A keen eye for recognising phrases is required and, as a general rule, these should not be 

divided. Quite often, lines in the orchestral version are joined or departed from by doubling 

instruments in order to vary the colour, though this is a technique not quite transferable to the 

horn ensemble because of the common timbre of all the instruments in the ensemble. The 

more effective approach is to adhere to the original, full-length phrase, more often than not 

found in the strings, and delete instances of (mainly) woodwind doubling. Kennan & 

Grantham (2002, p. 293) suggest that normally an instrument, or group of instruments, that 

begins a particular voice should follow through on that voice to the end of the phrase or 

musical thought.  

 

As always, there are a number of exceptions that justify the dividing of phrases: 

 

 When the phrase is divided in every instance in the original work 

 

The most obvious example, given earlier in Figure 5: Arranged orchestral excerpt, Carl Maria 

von Weber (arr. Armin Terzer), Der Freischütz overture, mm. 9-18, is the opening quartet in 

Der Freischütz overture, where Weber had to divide the horns because of the limited natural 

harmonics available on each of the two crooks (C and F) employed. 

 

 When serious technical difficulty can be avoided 

 

Kennan & Grantham (2002, p. 328) list some of the possible difficulties: fast passage work, 

awkward leaps, fast tonguing, or lack of rests. All these apply to the horn ensemble, and an 

example for each is given below: 
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Figure 63: Division to avoid fast passage work, Carl Maria von Weber (original and arr. Armin 

Terzer), Der Freischütz overture, mm. 107-112 

 

 
 

Figure 64: Division to avoid awkward leaps, Carl Maria von Weber (original and arr. Armin 

Terzer), Der Freischütz overture, mm. 312-316 
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Figure 65: Division to avoid continuous fast tonguing, Carl Maria von Weber (original and arr. 

Armin Terzer), Der Freischütz overture, mm. 177-180 
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Figure 66: Division to avoid long passages without rests, Carl Maria von Weber (original and 

arr. Armin Terzer), Der Freischütz overture, mm. 234-238 

 

 

 When the phrases are short and repeated 

 

This is technically not really a division of a phrase, but rather the separation of repeated 

motivic material within a wider arc. In the example below, note Weber‟s continuous bass line, 

juxtaposed with the same motif out of phase in the oboes and clarinets. In the transcription I 

have taken this one step further, gradually taking the motif through the ensemble starting with 

horn 8 and ending up in horn 1: 
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Figure 67: Division of short, repeated phrases, Carl Maria von Weber (original and arr. Armin 

Terzer), Der Freischütz overture, mm. 183-187 

 

 

 



 

 

 

 

121 

A discussion of part-writing would not be complete without at least mentioning other 

approaches than the ones generally accepted for pre-twentieth century music outlined above. 

Anton Webern‟s concept of “Fragmentation”, the piecing together of a line from various 

instruments, and Schoenberg‟s concept of a “melody” made up solely of changing colours, 

Klangfarbenmelodie, are the ones generally found in orchestration literature (Kennan & 

Grantham, 2002, p. 302). Fragmentation, though in a perhaps moderate fashion, may indeed 

be successfully employed in transcribing for the horn ensemble. In a way, Weber‟s own horn 

quartet opening in Der Freischütz overture is a form or fragmentation, due to the limitation of 

the natural horn to the harmonic series. The demands on ensemble coherence will be greater, 

and it is questionable whether such an approach is suitable for any of the classical or romantic 

repertoire. That should not stop an ingenious arranger from trying it though, if the context is 

appropriate: if nothing else, a great deal can be learnt on how to best notate the transition from 

melody to counterpoint to harmony to bass, and all other possible combinations.  

 

I have used this technique quite effectively once, in my transcription of the William Tell 

overture for four horns: 

 

Figure 68: Fragmentation in Gioacchino Rossini (arr. Armin Terzer for 4 horns), William Tell 

overture, mm. 85-90 
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Starting in bar 86, horn 1 plays two beats of accompaniment, followed by two beats of 

thematic material (having taken over from horn 4, and passing it on to horn 2), followed by 

two beats of accompaniment, followed by two beats of bass line. After two full bars, the same 

cycle starts over. Visually, the moving semiquavers are the accompaniment, the crotchet rest 

followed by a crotched played the thematic material, and the held minim the bass line. All 

four parts alternate, passing the fragments on every two beats. When played well as written, 

the result should not give away the technique of fragmentation used: 

 

William Tell Overture - Fragmentation.mp3
 

(Track 5 on attached CD) 

 

 Klangfarbenmelodie on the other hand is more of a compositional approach, and not really 

applicable to transcribing for the horn ensemble as all instruments have the same colour. 

There may be some discernible differences in sound between players in a horn ensemble, and 

hand stopping as well as mutes could be employed, but usually a composition based on 

Klangfarbenmelodie would require much greater variance.  

 

Also worth noting are several techniques in part writing that I have adopted over the years. 

These are presented in the following sub-sections. 

 

4.2.3.1. Transcribing in F (rather than in C) 

 

Initially, when it comes to the actual transcribing process, it may seem much easier to work 

with a score in C, as most orchestral instruments are non-transposing and can therefore 

directly be copied into the transcription (especially if done with a notation software which 

later automatically does the transposition). There are a few reasons though why this is not 

advisable: first and foremost, notes in sounding pitch do not accurately reflect the range as 

experienced by the horn player. I have tried and failed transcribing in concert pitch, mainly 

because I constantly had to imagine the part appearing a fifth higher, and with one more sharp 

in the key. Also, most of the music in the score will appear in the lower regions, and the 

change point for treble and bass clef will be a fifth higher than in a score for horn in F.  

 

Transposing directly into F also saves considerable time that will later need to be spent on 

editing, mainly in relation to octave transpositions. Placing every note exactly in the spot 
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where it ultimately will appear on the page guarantees the selection of the right tessitura, the 

adherence to the range limits, the ideal choice of clef, and awareness of register changes that 

may affect many hornists‟ embouchure breaks. 

 

4.2.3.2. Leading parts towards the downbeat 

 

I am a strong advocate of a practice, the general principle of which is underlined in many 

orchestration books. Kennan & Grantham (2002, pp. 192-193) illustrate one case: 

 

Occasionally passages of the sort we have just been 

discussing can be carried over almost literally into the 

orchestral version by simply dividing them among the 

strings. In such cases it is wise to let each string group end its 

figure on the beat instead of just before and to overlap the 

last note played by each group with the first note of the group 

that follows it.  

 

There are many good examples of this in the literature, but also some bad ones. In some of my 

early transcriptions, I myself have been guilty of “leaving the player hanging”: writing a 

continuous quaver passage right up to the last note in the bar, but omitting the downbeat in the 

next. This is very tempting when a passage like the following is distributed between different 

parts: 

 

Figure 69: Exemplary passage to transcribe, Carl Maria von Weber, Der Freischütz overture, 

mm. 69-72, violin 2 

 

 

A not ideal transcription of this is: 

 

Figure 70: Not leading towards the downbeat, not ideal transcription of Figure 69 above 

 

 

Leading towards the downbeat gives the phrase direction, and, if it is part of a divided phrase, 

a sense of continuity. Omitting the downbeat, in my experience, often results in the loss of 

tempo and accentuation of some of the final notes. Many ensembles have been undone in 
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performance due to passages of this kind, losing drive and ultimately cohesion. The arranger 

writing in this fashion may claim that doubling the downbeat will result in too much emphasis 

on that particular note, though this is a negligible disadvantage, especially when the downbeat 

is accented either explicitly, as below, or implicitly. The recommended way to write this 

passage is: 

 

Figure 71: Leading towards the downbeat, Carl Maria von Weber (arr. Armin Terzer), Der 

Freischütz overture, mm. 69-72, horns 2 and 3 

 

 

Rimsky-Korsakov (1964, pp. 107-108) agrees: 

 

A phrase of a figure is often transferred from one instrument 

to another. In order to connect the phrases on each instrument 

in the best possible way, the last note of each part is made to 

coincide with the first note of the following one. 

 

There are special instances, however, where this principle would not apply. One example 

from Der Freischütz overture follows: 

 

Figure 72: Exception to the leading towards the downbeat principle, Carl Maria von Weber (arr. 

Armin Terzer), Der Freischütz overture, mm. 312-316 
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In the original, reproduced in Figure 73 below, the moving quavers are all in one part and not 

divided between instruments. In this case the note preceding the downbeat (shifted to various 

places within the bar) occurs before a wide leap, which would make it unpractical to finish 

with. Also, the final two notes of each four-note passage are an appoggiatura. Emphasis ought 

to be placed on the second-last note, with the slur just being a small extension. In other words, 

the four notes may be considered a self-contained gesture rather than a continuous line, even 

though the original may look like one: 

 

Figure 73: Seemingly continuous line that can be divided into gestures, Carl Maria von Weber, 

Der Freischütz overture, mm. 312-316, violin 1 

 

 

In this case, leading towards the downbeat would actually cancel out the desired effect. In 

other words, though the passage looks similar on paper to what was discussed above, it 

actually is a different musical concept. Arrangers should always be aware of musical 

implications of this kind and strive to find the most appropriate solution to match the musical 

context. 

 

4.2.3.3. Distribution of rests 

 

One of the reasons some transcriptions for horn ensemble do not work as well as they could is 

an ineffective distribution of rests between the parts. Having the first horn play all solo and 

lead passages may become a serious test of endurance for that player. The parts in an 

ensemble are likely to be very different from those in an orchestra, where the material is 

shared amongst all the sections. This means individual parts, especially horn parts, will 

usually have many more rests. Even if all eight horns are playing fairly continuously 

throughout a transcription, effective distribution of difficult passages may alleviate the need 

for many rests. However, as in orchestration, significant rests are recommended before major 

solo passages (Jacob, 1940, p. 38), and also, where possible, after the completion of a 

demanding passage. The arranger should be aware of these considerations at the early stages 

of part distribution, as, quite often, it is too late, or at least very inconvenient, to make 

changes after completing the work. A possible result may be the realisation (often at the first 

rehearsal) that one or several parts play for extended periods of time.  
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Figure 74 and Figure 75 below, respectively, provide examples of ineffective and effective 

distribution of rests in a first horn part. In the first case, the continuous playing across many 

registers, as well as the near absence of rests make this passage virtually unplayable. Note the 

circled sections that demonstrate where rests should be inserted: 

 

Figure 74: Ineffective distribution of rests in the first horn part of Gioacchino Rossini (arr. 

Armin Terzer for 4 horns), William Tell overture, mm. 363-414 

 

 

Note also how in the second example, below, melodic material alternates with 

accompaniment patterns, and each important melodic phrase is preceded and followed by 

rests. This makes the part much more comfortable to play, and enhances the chances of it 

being performed well.  
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Figure 75: Effective distribution of rests in the first horn part of Carl Maria von Weber (arr. 

Armin Terzer), Der Freischütz overture, mm. 171-249 

 

 

4.2.4. Texture spacing 

 

Usually the assignment of material to a specific texture is pre-determined by the composer. 

The arranger simply has to follow the original, including octave relations. Also, it is not 

uncommon to find that the composer already has compensated for melodic lines placed in 

registers that project less well by taking away interfering voices and thinning out the texture. 

Nevertheless, awareness of the relations between the primary lines, accompaniment figures 

and bass lines is absolutely essential. 
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The default distribution of material in relation to tessitura is: 

 

 High range (d
2
 – d

3
): Primary line 

 Medium range (d
1
 – d

2
): Secondary line, accompaniment 

 Low range (d – d
1
): Accompaniment, secondary line 

 Pedal range (D – d): Bass 

 

Figure 76: Standard distribution of material in Johannes Brahms (arr. Armin Terzer), Academic 

festival overture, mm. 129-133 

 

 

Here the primary line is in the high range in horn 1, secondary lines in horns 2 and 3, mid-

range, a divided accompaniment figure based in the low range in horns 7 and 8, and the bass 

line in horn 4 moving towards the pedal range. No adjustments were required when 

transferring this section from the original, as the relations between the voices work ideally in 

this configuration. A similar distribution is found in most of the horn ensemble repertoire, 

including the example given in  Figure 77 below: 
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Figure 77: Standard distribution of material in Frederick Delius (arr. John Lynsdale-Nock), 

Summer evening, mm. 14-17 

 

 

However, there are many instances when the arranger needs to consider carefully if and where 

the octave registers of different parts need to be adjusted. One example could be a primary 

melodic line that moves into a lower tessitura as compared to a prominent accompaniment 

figure. In this case it may be necessary to either transpose the melody an octave upward, or 

the accompaniment an octave downward. 

 

In the following example from my transcription of Der Freischütz overture, there is an 

important secondary line that needs to be heard (horn 4 in both original and transcription). 

This directly influenced my decision on where to place the accompaniment figure: While it 

would have been easier to play an octave higher than written in the transcription as shown in 

Figure 78 below, this would have obscured the secondary line. As it is, the secondary line 

moves above the accompaniment figure, staying within the proportions of the default 

distribution of material in relation to tessitura. For similar reasons, the original relation 

between the strings was upset by transposing the viola part an octave upward (the d
1
 in horn 7 

in the transcription). Had it been an octave lower, in its correct position in relation to the 

violin parts, the first chord would have been in second inversion, thus upsetting the harmonic 

structure. A different approach would have been to transpose the first note in horn 8 an octave 

downward, representing the double bass rather than the cello line. This would have resulted in 
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the loss of a moving part though, which adds more character to the piece than a simple held 

note. In addition, the viola line (horn 7), as it is in this example, bridges the two solo horns 

and the accompaniment quartet, adding a bit of mid-register to an otherwise quite darkly 

coloured passage.  

 

Figure 78: Adaptation of accompaniment figures in passage with medium-range secondary line, 

Carl Maria von Weber (original and arr. Armin Terzer), Der Freischütz overture, mm. 9-11 

 

 

Lowering the accompaniment cannot always be achieved, especially when the primary line is 

in the low range: 

 

Figure 79: Adaptation of accompaniment figures in passage with low-range primary line, Carl 

Maria von Weber (original and arr. Armin Terzer), Der Freischütz overture, mm. 258-260 

 



 

 

 

 

131 

The effect of a quiet string tremolo cannot be approximated on the horn by simply holding the 

notes quietly. With the solo line in exactly the same range as the chords, the audience would 

be hard pressed to identify the melody if it was played at the intended p dynamic. While it 

would have been possible to raise the dynamic marking, in a situation like this the best 

solution is to change the colour by using mutes. To contrast the colour in passages of melody 

with accompaniment is the general recommendation found in orchestration literature (Adler, 

2002, p. 558). In transcriptions for horns only, this can only be achieved by the use of mutes 

or hand-stopping. A different solution would have been to place the chords an octave lower, 

though this would have resulted in a somewhat muddy sound and introduced difficulties in 

intonation. 

 

Another technique that is effective in some instances, though not in the above case, involves 

augmenting the divide between thematic and accompaniment material. This works really well 

when the primary line is found in the bass, or pedal register. Instead of writing the 

accompaniment in the original relationship, placing it in a higher tessitura actually 

emphasizes what is happening below. To make sense of the example in Figure 80 below, I 

need to briefly mention my standard way to transpose string to horn parts (this will be further 

explored in Chapter 5). Usually I transpose the violin parts a fourth downward, the viola parts 

either a fifth upward or a fourth downward (depending upon their relation to the violin parts), 

and cello and double bass parts a fifth upward. In the following example this would have 

meant placing horns 1-3 in the low register, with the danger of loss of clarity and dispersion 

of sound. Also, they would have interfered with the tessitura of the primary melodic line in 

horn 4. By transposing these parts out of the low register into the middle one, all these 

problems were avoided. 

 

Figure 80: Adaptation of accompaniment figures in passage with pedal-range primary line, Carl 

Maria von Weber (original and arr. Armin Terzer), Der Freischütz overture, mm. 37-39 

 

 

A further possibility is to transpose the melodic line upward, above the accompaniment 

figure. In Figure 81 below, Martinet keeps the theme in horn 1 until it enters (and remains) in 

the tessitura below the accompaniment. His solution is to octave double the theme in horn 5. 
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Transposing the accompaniment (horns 2 and 3 only) downward would have resulted in 

muddy sound, transposing it upward in too much prominence. Mutes or hand stopping would 

have been out of character, so Martinet‟s solution shows another option for line adjustment, in 

this case involving two players rather than only one. 

 

Figure 81: Adaptation of melodic line in passage with intersecting tessitura of primary line and 

accompaniment, Gioacchino Rossini (arr. Leigh Martinet), The barber of Seville overture, 7 bars 

to 10 bars after the first Allegro vivace 

 

 

Further examples could be inserted here, but there are far too many to cover every possible 

occurrence. The general recommendation would be:  

 

Many professional orchestrators recommend staying away 

from the register of the melody line [when distributing 

background material]. In many instances, especially when 

foreground and background are played by instruments of 

similar color, this is good advice. (Adler, 2002, pp. 123-124) 

 

What happens in specific instances is up to the arranger‟s discernment and taste. As a general 

principle, the clearer the primary lines are defined, the more effective they will sound to the 

listener. As has been demonstrated, this can be done either by adjusting dynamics or octave 

registers, or adding mutes to separate melodic lines from background. 
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4.2.5. Chord spacing 

 

Chord spacing is a subject covered in most of the orchestration literature. While the authors 

are mainly interested in the blend of sounds created by the techniques of juxtaposing, 

interlocking, enclosing and overlapping, these do not apply when transcribing for horn 

ensemble. The basic principles of constructing chords is useful to look at though, as with only 

eight instruments of the same tone colour, an arranger is faced with limitations that may well 

be masked by skilful decision making. This section is modelled on Adler (2002, pp. 143-145) 

and Rimsky-Korsakov (1964, pp. 67-87). 

 

The overtone series has important implications for chord spacing:  

 

Figure 82: Overtone series on C 

 

 

The lower the range, the wider the intervals should be. This principle can be translated into C 

major chords like these: 

 

Figure 83: Eight-part C major chords based on the harmonic series 

 

 

The first chord is a succession of intervals based on the harmonic series, omitting the 

fundamental (which is too low to be effective in a chordal statement in this key), and 

therefore has a satisfying resonance. Note how in an eight-voice chord the top note is the fifth 

of the chord, which is not common in the final bar of a classical work. In the second chord the 

g
2
 is omitted, and so one of the other notes has to be doubled (given that no part should have 

rests). The first choice is the bass, reinforcing the foundation the chord is built on. If one 

wanted to finish on the tonic instead, the third chord above would be first choice. Having 

taken a third out, we should reinforce it somewhere else, however not in the bass. The final 

chord shows a wider spacing, covering more of the range, and omitting the g
1
, fifth in central 

position, the weakest contributor to the sound of the chord. 
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In Der Freischütz overture there are two main chords signalling the transition from C minor 

to major, in bars 279-281, and 284-286. A simplification of these chords would look like this: 

 

Figure 84: C major chords in Carl Maria von Weber, Der Freischütz overture, mm. 279-281 (first 

chord) and mm. 284-286 (second chord) 

 

 

Note Weber‟s chord spacing and attempted avoidance of doubling: both chords are based on 

the harmonic series with doubling only occurring when there was no alternative. The whole 

orchestra is playing at this point and every single part is represented in the figure above. To 

do this justice in the more limited range of the horn ensemble, and still give emphasis to the 

register changes, I have chosen the following two chords in my transcription: 

 

Figure 85: C major chords in my transcription (horns in F) 

 

 

The first principle that applies in the construction of these chords is the avoidance of 

doubling. That in itself does not leave many options. In addition, the first chord in the original 

essentially has a very strong bass, two triads in the low (brass) and middle (woodwind) 

registers, and the tonic on top (violins 1, flute), which is exactly what I have tried to 

reproduce. Had there been an additional player, the pedal note should have been doubled. The 

second chord is slightly different, and was constructed from the top downwards: fifth on top, 

triads in the high and middle range, and the bass shifting up an octave (except for the second 
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bassoon, which however is a weak voice compared to the cellos and basses). The extra note in 

the chord is the written d
1
, which could equally well have been changed to double the 

fundamental g, though I decided to use it as a bridge between low and high. Also, referring 

back to the issue of doubling as a safety net, this chord is a prime example of an instance 

where the d
3
 might not speak, hence leaving the chord with only one fifth.  

 

To sum it up in the words of Rogers (1951, p. 144): 

 

The reader has seen that the overtone series is often chosen 

as a model for clear sonorities. In that grouping the widest 

intervals occur in the lowest region. On this basis thick 

writing for the deep instruments becomes an exception.  

 

Other rules of chord spacing Rimsky-Korsakov (1964, p. 67) lists:  

 

 There should never be more than an octave distance between the bass and upper parts 

 No harmonic notes should be omitted in the upper parts 

 Sometimes a sixth can be added on top of the chord 

 Sometimes an octave can be added on top of the chord 

 

The last two rules are rather the exception in the case of the horn ensemble, as the limited 

range rarely permits wide spacing of this kind. Rimsky-Korsakov (1964, pp. 67 & 78) is 

adamant on the first two though. With tone colour blend not an issue, doubling merely serves 

the purpose of balancing the chord, and therefore should only be employed to strengthen the 

fundamental. The general principles for individual chord spacing thus established, a brief 

discussion on the succession of chords follows. 
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Part writing, even within chordal progressions, was already mentioned in the above section on 

texture spacing. Usually this has already been taken care of by the composer, as in the 

following example: 

 

Figure 86: Homophonic passage with effective voice leading, Carl Maria von Weber (original and 

arr. Armin Terzer), Der Freischütz overture, mm. 205-209 

 

 

Almost all of the parts in the original move up the A flat major arpeggio, except for the 

second violins and violas, which is due to the tremolo double stops. This is duplicated in the 

transcription, which also recreates the crescendo effect by adding voices in the lead up to the 

climax. Note the similar visual image, with both scores representing an ascending ramp. 
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Sometimes though, composers sacrifice the horizontal movement for the creation of a 

particular blend of instruments or other aural considerations. In the following example, the 

cello part contains an octave leap emphasizing the leading note into the next chord: 

 

Figure 87: Interrupted chord succession, Carl Maria von Weber (original and arr. Armin 

Terzer), Der Freischütz overture, mm. 9-10 

 

 

In the transcription it is unwise to duplicate this for two reasons: for one, the octave and a 

third leap creates an unnecessary challenge, but in addition the chord the leading note resolves 

to (C major, second bar, third beat) would feel as if it were inverted (due to the held fifth in 

horn 7). In addition, in this particular case, horn 4 already leads towards the exact same note 

as the octave transposition would have, creating a doubling which would be better avoided. 

Combining the cello and double bass parts gives the version as seen above. 

 

The standard approach to transcribing chords should be based on these principles, as well as 

the common sense to follow the composer‟s example. While I find assigning lines very 

straight forward, it is with chords that I usually spend more time, especially in orchestral tutti 

passages. That is where pen and manuscript paper come in very handy, sketching the 

complete chord like the one in Figure 84 and modelling the transcription on this. The 

assignment of the notes should then follow the principles of voice-leading, and continue to do 

so until a particular phrase is complete. Numerous excellent examples can be found in the 

orchestral repertoire and literature on orchestration. 
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4.2.6. Articulation 

 

Opinions are divided on whether original articulation markings can or cannot, should or 

should not be transferred from other orchestral instruments to the horn. As a case in point, the 

original of Ravel‟s Pavane (both orchestra and piano versions), as well as three different 

transcriptions are inserted below: 

 

Figure 88: Maurice Ravel, Pavane pour une infant défunte, first horn, in original (orchestra and 

piano versions) and three transcriptions (Leigh Martinet, John Lynsdale-Nock, Armin Terzer) 

 

 

Curiously, in this specific case, the first horn part is adapted differently in each version. This 

makes it an exception rather than the norm, as typically the original articulation would be 

copied. There are some exceptions, such as long phrasing bows in string parts, which are 

generally omitted. In my own practice, all articulations are copied from the original. I have 

never encountered problems with this as, if modifications are required, they can be made by 

the players, conductor, or teacher while rehearsing. A very simple example is given in Figure 

89 below. When I recently performed Martinet‟s transcription of La gazza ladra, I found it 

difficult to slur all three triplet notes in the second and third bars as written. Instead, I 

modified the articulation by slurring the first two and softly tonguing the third. At the tempo it 

was played, the difference was almost inaudible.  

 

Figure 89: Adaptation of articulation left to performer, Gioacchino Rossini (arr. Leigh Martinet), 

La gazza ladra overture, 4 bars before rehearsal letter O to rehearsal letter O, horn 1 
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As an added benefit, in this case the original articulation in piccolo, oboe and clarinet is 

actually like my modification: 

 

Figure 90: Original articulation of Figure 89, Gioacchino Rossini, La gazza ladra overture, 2 bars 

before rehearsal letter H to rehearsal 1 bar after rehearsal letter H, piccolo, oboe and clarinet 

 

 

 In the case of Ravel‟s Pavane, not unlike much Romantic music, a distinction has to be made 

between articulation proper, and phrase slurs. Though perhaps good in its intention, changing 

the phrasing slur into proper articulation marks at the beginning, as I am assuming was the 

case in both Martinet‟s and Lynsdale-Nock‟s transcriptions, in my opinion deprives the 

performer of the artistic freedom Ravel himself has provided. There are many ways the 

opening solo can be played, and in its original appearance this is conveyed clearly both in the 

orchestral and piano versions.  Lynsdale-Nock‟s transcription, if performed by an 

inexperienced player, may perhaps sound somewhat fragmented. A similar case may be made 

for Martinet‟s transcription, where every bar looks like one phrase. For this particular work, I 

assume, the arrangers chose to include their own, personal articulation preferences, perhaps to 

try and distinguish their version from that of others. There are no conventions as such, which 

gives every arranger artistic freedom. I choose to adhere to the original in almost all cases, 

though with some exceptions listed below. 
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When articulation differs between the orchestral sections, I deem it better to follow the 

notation of the woodwinds. One such example is any passage where the strings play tremolo: 

 

Figure 91: Different articulation in tremolo passages, Gioacchino Rossini (original and arr. 

Armin Terzer for 8 horns), William Tell overture, mm. 92-93 

 

 

Tremolo is both an effect and a form of articulation. In Figure 91 above, the dominant 

articulation is in the top four woodwind staves, while the strings tremolo merely adds colour. 

In a case like the above, I would usually choose to ignore the string articulation. 

 

Discrepancies in articulation happen mainly between instrument groups of the same tessitura:  

 

 piccolo, flute, violin 1 

 oboe, trumpet, violin 2 

 clarinet, trombone, viola 

 bassoon, cello 

 bass clarinet, bass trombone, double bass 
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Another example from Der Freischütz overture is given below: 

 

Figure 92: Differing articulation between bassoons, cellos and basses, Carl Maria von Weber, Der 

Freischütz overture, mm. 152-154 

 

 

Whenever the horn doubles a line in the orchestra, the articulation I prefer is usually governed 

by the following general principles. Unless other circumstances apply, I use the articulation in 

the brass parts before that in the woodwinds, and further I use the woodwind articulation 

before that in the string parts. In my opinion, these preferences best reflect the degree of 

similarity between orchestral instrument families and the horn. In Figure 92 above, for 

instance, I would give preference to the bassoon (first line) articulation over the cellos and 

basses (bottom two lines) one.  

 

4.2.7. Dynamics 

 

The choice of dynamic marking for each part within a passage can make a major difference to 

the performance, but even more so to the rehearsal experience. There are two ways to deal 

with dynamics:  

 

Certain scores, especially pre-twentieth-century scores, use 

“block” dynamics – all the instruments invariably marked the 

same in a tutti; but in such case the conductor is expected to 

adjust the dynamic proportions wherever that becomes 

necessary. (Kennan & Grantham, 2002, p. 186) 

 

The first option is to use the above mentioned block dynamics. In transcriptions for horn 

ensemble this works well most of the time, as performers are generally used to balancing 

chords and adapting the dynamic level to what they hear. Also, especially in loud dynamics, 

there is a tendency to follow, so a f can easily be played as a ff if the latter is given to another 
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player. Low parts will naturally be played at a louder volume in order to compensate for the 

weaker projection, and it is easier for the ensemble‟s conductor to demand a uniform sound 

colour, rather than having to explain at length why there are seemingly conflicting markings. 

 

I would like to add a short note on dynamics here: There is a widespread misconception on 

what dynamics represent, especially amongst students and amateurs. Dynamics do not 

indicate an absolute level of amplitude, as was shown to me by Pip Eastop, horn player and 

teacher extraordinaire: A note played pp right next to the listener has a higher measurable 

amplitude than one played ff from afar, though no self-respecting musician would claim the 

dynamic level of the former was higher than the latter. Dynamics, therefore, are relative to the 

size of the performance space. Moreover, they indicate a sound colour, and the required effort 

to produce said level of amplitude varies from instrument to instrument. A flute in the low 

register has to work much harder to reach a f dynamic than a horn in the high range, and the 

same is true within an ensemble of the same instrument. Marking a passage f means the high 

horns ought to play slightly under, and the low ones slightly above this dynamic in order to 

blend into an overall f sound. 

 

One example of block dynamics is given below, with every part marked p: 

 

Figure 93: p block dynamic, Carl Maria von Weber (arr. Armin Terzer), Der Freischütz overture, 

mm. 183-187 
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The second option, as already briefly introduced above, is to adapt dynamics according to the 

material‟s function and its register. Had the same passage been adapted, taking into 

consideration the range the primary material is in, how it projects, and how the other parts 

would have to be played in relation to it, the markings may have resembled the following: 

 

Figure 94: Adapted dynamics, modification of Figure 93 above 

 

 

This does not just look complicated, it is also simply too much unnecessary information 

within a brief period of time. One would assume that the players naturally backed away when 

their parts contained harmonic filler, and brought out thematic material. There are instances, 

however, when it is necessary to distinguish one or more voices from the rest of the ensemble, 

or within a solo or accompaniment figure. One example for each of these situations is given 

below:  
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Figure 95: Dynamic marking adapted for solo voice, Gioacchino Rossini (arr. Armin Terzer for 8 

horns), William Tell overture, mm. 1-5 

 

 

When countermelodies are involved, one must be careful to 

weight the principal idea strongly enough, either by 

dynamics or sheer number of instruments, so that it will not 

be eclipsed by the secondary counterpoints. (Kennan & 

Grantham, 2002, p. 316) 
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Figure 96: Dynamic marking adapted for main voice within accompaniment figure, Carl Maria 

von Weber (arr. Armin Terzer), Der Freischütz overture, mm. 9-13 

 

 

Another form of adaptation is the specifying of a dynamic within or after a crescendo or 

diminuendo in a part that did not play previously. Horn 3 in the example below ends on mf, 

and can only hear the other parts enter at f and then crescendo. The ff marking confirms this 

and so removes an element of uncertainty. 

 

Figure 97: Adapted dynamic after a crescendo, Carl Maria von Weber (arr. Armin Terzer), Der 

Freischütz overture, mm. 50-52 

 

 

Dynamics are best taken directly from the score and, if necessary, adapted in the editing 

process after the completion of the transcription. This ensures that the parts are indeed 

balanced and that the right emphases are given. Dynamics are primarily indications of colour, 
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but can also be used to distinguish thematic material from accompaniment, and compensate 

for weaker projection in some registers in comparison to other parts. 

 

4.2.8. The performer as arranger 

 

 Jacob (1940, preface) probably put it best in words when suggesting that experience and 

common sense be used in addition to techniques learnt from books. As a hornist transcribing 

for horn ensemble, the easiest and recommended way to write a good part is to ask oneself 

two simple questions: 

 

 Can I play this part? 

 Would I enjoy playing this part? 

 

Given that all the melodic and harmonic material of the original work is present and the 

answer to both questions is positive, the chances other hornists will feel the same are high.  
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Chapter 5: Orchestral instruments and techniques for adaptation 

 

This chapter considers how to transcribe for horn ensemble parts composed for various 

orchestral instruments. It shows what adaptations may be required to translate the desired 

quality or effect, as well as how to deal with some of the special techniques found in the 

string, woodwind, brass and percussion sections. The literature is, not surprisingly, non-

existent when it comes to adapting instruments for the horn. Books on orchestration 

sometimes have chapters on how to adapt piano music for the orchestra and my approach in 

this section is modelled on those. They include: 

 

 “Transcribing for orchestra” from Adler (2002), pp. 666-756 

 “Problems in transcribing piano music” from Kennan & Grantham (2002), pp. 188-206 

 “Craft of arranging” from Rogers (1970), pp. 143-152 

 Reference chart of keyboard idioms and patterns used throughout Wagner (1959) 

 

Adapting orchestral music for horn ensemble is easier than piano music for orchestra in that 

the melodic and harmonic material is already spread out and the lines are usually visible in the 

score. In piano music, on the other hand, the material is limited to what can be accommodated 

on two, or sometime three, staves, and restricted to what can be reached by ten fingers on two 

hands. Therefore the musical material has to be expanded for an orchestral setting, arpeggio 

figures have to be adapted, and the use of the sustaining pedal has to be taken into account. 

Orchestrating is essentially an expansion of the original, and when re-orchestrating music, 

Adler (2002, p. 742) suggests doing an initial piano reduction and subsequent expansion for 

the new ensemble. My approach, however, differs in that I re-assign the lines directly from 

the orchestral score. Therefore, besides compensating for the limited range, the main 

difficulty lies in adapting special instrumental techniques, a problem not unlike the one faced 

when orchestrating piano music: 

 

In scoring piano music for orchestra, the arranger often 

comes across certain features that are essentially pianistic 

rather than orchestral. In such cases a literal transcription of 

the notes is likely to be awkward technically or ineffective or 

both. A better solution is to translate the effect wanted into 

orchestral terms. (Kennan & Grantham, 2002, p. 188) 
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Based on the discussion of the orchestral instruments in Adler (2002) and Del Mar (1981), 

this section will outline techniques for the effective adaptation of each individual instrument. 

The focus on these two sources is because they contain clear and meticulous sections on each 

orchestral instrument and include extensive information about special techniques. The 

combination of the two covers every aspect I have come across in my transcribing practice. 

 

5.1. The orchestral range 

 

The main problem when transcribing an orchestral work for horn ensemble is the adaptation 

of the range. Adler (2002, p. 7) puts the string section‟s range at seven octaves, which 

however can be slightly reduced when combining all his individual, standard range 

indications: 

 

Figure 98: Range of the string section (Adler, 2002, p. 7) 

 

 

In Figure 98 above, the range is just over six octaves, which makes it about two octaves too 

wide for a horn ensemble. It can be reduced by one further octave if the sounding pitch of the 

basses is not taken into consideration. Written in the same octave as the cellos, the basses 

actually sound an octave lower, a tessitura the horn could never reach. Also, in most of the 

pre-twentieth century orchestral literature, there seems to be an upper limit to the first violins 

at around bb
3
. Taking these two factors into consideration, we get the following reduced 

range: 
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Figure 99: Reduced orchestral range 

 

In terms of horn range, transposing everything a fourth downward would result in: 

 

Figure 100: Reduced orchestral range for horn in F 

 

 

If we compare this to the extended horn range established by Hill (2010, p. 10), Bb
1
 –  f

3
, it is 

evident that a professional ensemble would not be far off being able to cover the notes. The 

implication of transposing downward is that the whole work will sound an octave lower than 

in the orchestral version, which has to be taken into account when transcribing the original 

horn parts. While the melodic passages usually can be copied directly, sometimes harmonic 

material has to be taken down an octave to match the tessitura of the other voices. 

 

Figure 100 shows that it is also necessary to take about another octave off the bottom end of 

the range to make the work playable on horns. This means that, while we transpose the high 

parts one octave downward, the low parts have to be transposed one octave upward.  

Figure 101 below demonstrates this standard approach predominantly used by arrangers for 

horn ensemble. The top note in the flute, c
3
, in the version for horn ensemble (written in F) 

becomes a g
3
 (the same pitch an octave lower), while the F in the cellos and basses becomes a 

c (sounding at pitch with the cellos, but an octave higher than the basses). 
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Figure 101: Standard transposition in Ludwig van Beethoven (original and arr. John Lynsdale-

Nock), Coriolanus overture, mm. 1-3 

 

 

The remaining voices are then fitted in between the two extremes. This narrowing of the 

orchestral range is visually well represented in Figure 101 above, with the arrows indicating 

which direction the high and low instruments of the orchestra are usually transposed to. 

Figure 102 below shows a similar approach in a chamber setting: 
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Figure 102: Standard transposition in a chamber setting, Ludwig van Beethoven (original and 

arr. Armin Terzer), Rondino, mm. 13-14 

 

 

This way of transposing effectively reduces the range to fit our purposes, but demands that 

very close attention is paid to octave relations between the parts, in order to approximate the 

original texture as closely as possible. The following example illustrates this concept. If the 

standard procedure outlined above is followed, that is, by transposing the high instruments 

downward, leaving the mid-range ones where they are, and transposing the low ones upward, 

the beginning of the vivace section in Der Freischütz overture would be transcribed the 

following way: 

 

Figure 103: Original passage, Carl Maria von Weber, Der Freischütz overture, mm. 37-41 
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Figure 104: Standard transposition of Figure 103 above 

 

 

Referring back to Figure 103, it becomes apparent that this is a less than ideal solution, with 

the cello line crossing all the other strings in the transcription, but only the violas in the 

original. In addition, all the horn parts are in the low register, and the combination of the four 

is very likely to result in a problem with rhythmic definition and difficulties in intonation. In 

this instance, it is better to keep the octave relations intact, and transpose all parts upward: 

 

Figure 105: Effective transposition of Figure 103 above 

 

 

A further example is given in Figure 106 below. In this case, the arranger opted to have the 

original sounding pitches, as well as three octaves, present, resulting in the transposition of all 

voices up a fifth. This example also demonstrates the correct placing of the basses an octave 

lower than written (and then transposed a fifth upward to result in the notes found in horns 4 

and 8 in the transcription). 
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Figure 106: Transposition in real sounding pitch in Ludwig van Beethoven (original and arr. 

Christopher Jones), Symphony no.5, 1
st
 movement, mm. 1-5 

 

 

Having hopefully shown that the special requirements in every case need to be considered 

individually, the following listing of general transposing rules can be given: 

 

 Transpose a fourth downward: piccolo, flute, oboe, clarinet, trumpet, violin 1, violin 2 

 Transpose either upward or downward: bassoon, trombone, viola 

 Transpose a fifth upward: cello, bass 

 

The horn parts from the orchestral score, as mentioned before, are usually copied, but may 

have to be adjusted according to the tessitura in which they are meant to be fitting. When the 

violin parts consistently move up towards c
4
, the only option is to use octave transposition, 

though in doing so very careful attention has to be given to the relations to the other parts. 

 

Fortunately the horn is well suited to approximate orchestral dynamics, with a workable pp, 

and enough players in an octet for a solid ff. It also possesses enough shades of colour to 

successfully imitate or approximate most orchestral sounds, so the range is really the main 

concern for the arranger.  
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5.2. Strings 

 

The wide range, homogeneous tone colour, wide dynamic range, richness of tone quality, 

technical versatility, and ability to sound continuously make the string section a prime 

candidate for the melodic and harmonic foundation of any orchestral work. In addition, each 

instrument within the string section is reinforced, with up to 60 players in a full symphony 

orchestra (Adler, 2002, pp. 7-8). In the standard orchestral score layout, we have five staves 

for the strings: 

 

Figure 107: String section layout in score, Carl Maria von Weber, Der Freischütz overture 

 

 

Before moving on to each individual member of the string family, it is useful to look at 

techniques they all have in common, which will not be treated again in relation to each 

individual instrument. 
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5.2.1. General string techniques 

 

Featured in this section are: 

 

 Rapid passages 

 Double, triple, and quadruple stops 

 Divided strings 

 Glissandi 

 Trills 

 Tremolo 

 Pizzicato 

 Mutes 

 Harmonics 

 

5.2.1.1. Rapid passages 

 

Beyond the issue of the violins‟ upper range, the presence of rapid passagework for the strings 

often is a good indication of whether an orchestral work can be effectively transcribed for 

horn ensemble or not. In many types of passages, strings are capable of playing considerably 

faster than horns, can better integrate wide leaps and, moreover, can do so for extended 

periods. Nevertheless, Rogers (1970, p. 8) perhaps puts best in words why it is often very 

possible to play string parts on the horn: 

 

It will be seen that the foundation of the string technique 

rests on scales – diatonic or chromatic. 

 

Often looking at the first page of a score already gives a good indication of whether a work is 

feasible for horn ensemble. In the two examples given below, rapid passagework right from 

the start would make a transcription very difficult, if not impossible to play: 
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Figure 108: Beginning of Gioacchino Rossini, La scala di seta overture, strings 

 

 

Figure 109: Beginning of Felix Mendelssohn-Bartholdy, A midsummer night’s dream overture, 

violins 

 

 

More problematic are rapid passages that occur somewhere in the middle of the score, and 

may initially be overlooked by the arranger. Not everything can successfully be simplified, 

and therefore the whole score should be scanned for such passages before work commences. 

If there are too many that are essential to the music and cannot satisfactorily be adapted, it 

may be wiser to find a different work to transcribe. 

 

Non-melodic scale patterns usually are not an issue: 

 

Figure 110: Non-melodic scale pattern, Carl Maria von Weber (original and arr. Armin Terzer), 

Der Freischütz overture, mm. 88-89 
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As demonstrated by the Queensland Conservatorium horn ensemble during the 42
nd

 

International Horn Symposium, Brisbane, July 22, 2010: 

 

Freischutz overture - rapid scale pattern.mp3
 

(Track 6 on attached CD) 

 

While it is somewhat unlikely that most hornists will come anywhere close to playing all the 

notes, this pattern is more of an effect, transiting from notated f to g
2
 in the form of a flourish 

emerging out of a ff woodwind and brass chord. In this case, copying the original is advised, 

so the player can decide which approach to use. It is clear on paper what effect is required, 

and therefore no musical compromise has been made. Had the same passage been notated as a 

gliss, for example, ultimately the effect might have been similar, but licence would have been 

given to include notes extraneous to E flat major, which is all the composer originally 

allowed. 

 

More difficult than slurred scale patterns are tongued passages including leaps. The following 

extract from Rossini‟s William Tell overture is arguably the beginning of the most difficult 

passage to play, and therefore transcribe, in the whole work: 

 

Figure 111: Beginning of most difficult passage in Gioacchino Rossini, William Tell overture, mm. 

316-320 
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Fortunately the beginning is quite linear, so it is well within the capabilities of hornists with 

competent double-tonguing skills: 

 

Figure 112: Possible solution for horn ensemble, my transcription of Figure 111 above 

 

 

As demonstrated by the International Horn Society Advisory Council horn ensemble during 

the 42
nd

 International Horn Symposium, July 23, 2010: 

 

William Tell overture - Rapid tongued passage.mp3
 

(Track 7 on attached CD) 

 

The passage gets more difficult as it goes on, so the bar-by-bar approach shown above would 

no longer be effective: 

 

Figure 113: Fast tongued passage with leaps, Gioacchino Rossini (original and arr. Armin Terzer 

for 8 horns), William Tell overture, mm. 324-325 

 

 

Division as simplification works in most instances of rapid tongued passages, though there is 

a limit to how much of it is effective in one piece. Fast tonguing is also quite tiring, so making 

extended use of it has implications for the player‟s stamina and therefore the quality of the 

overall performance. In addition, ensemble coordination has to be precise for this to work and 

that is unlikely to be achieved in many groups. Still, rapid passages are not impossible to 

effectively incorporate into a transcription. The whole extract from the William Tell overture, 
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both a recording by the International Horn Society Advisory Council horn ensemble during 

the 42
nd

 International Horn Symposium, July 23, 2010, and the matching extract from the 

score are given below. 

William Tell overture - Rapid passage (Complete).mp3
 

(Track 8 on attached CD) 

 

Figure 114: Complete fast passage in Gioacchino Rossini (arr. Armin Terzer for 8 horns), 

William Tell overture, mm. 314-350 
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Whether a rapid passage can effectively be transcribed for horn ensemble depends on a 

variety of factors, including the tempo. Distributing the difficult parts between the players is 

often successful, and this is the method most frequently employed by arrangers, though other 

creative approaches should not be excluded. 
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5.2.1.2. Double, triple, and quadruple stops 

 

Multiple stops are defined as two or more notes on adjacent strings played simultaneously 

(Adler, 2002, p. 11). 

 

Figure 115: Multiple stops, Carl Maria von Weber (original and arr. Armin Terzer), Der 

Freischütz overture, mm. 147-148 

 

 

The simple and obvious way to deal with this is to treat each of the notes individually. 

Multiple stops are often used in orchestral tutti, or doubled in the woodwinds and brass (as in 

Figure 115 above). If they appear in chord form, their voice distribution should follow the 

principles established earlier in the section on chord spacing. 

 

5.2.1.3. Divided strings 

 

As multiple stops are not possible in every combination on a string instrument, sometimes it is 

necessary to divide one of the string sections. This is indicated with divisi, or the abbreviation 

div.: 

 

Figure 116: Divisi violas, Gioacchino Rossini, William Tell overture, mm. 62-66 
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Sometimes this may be written out, like at the beginning of the William Tell overture: 

 

Figure 117: Divisi cellos at the beginning of Gioacchino Rossini (original and arr. Armin Terzer 

for 8 horns), William Tell overture 

 

          

 

For the arranger this is of little consequence, simply adding additional lines to the original 

score. If divisi is used within a particular section in a soloistic fashion, like in Figure 117 

above, I would recommend keeping a similar formation in the transcription. This reproduces 

the visual and aural compactness of the original and, in addition, helps ensemble playing. 
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5.2.1.4. Glissandi 

 

The hornist has several options in regards to glissando, noted in the section on extended 

techniques above. We can lip slur, finger the scale of the key we are in, randomly wiggle our 

fingers, or press the valves half down and slide. Several factors have to be considered when 

making a choice, including how fast the glissando is, which method gives the best chances for 

accuracy, and how large the gap to bridge is. Fortunately this is again not an issue the 

arranger has to face, as glissando is a technique strings, woodwinds and brass have in 

common and can therefore be left to the performer‟s devices. 

 

5.2.1.5. Trills 

 

Trills in the string section are used throughout the range, unlike in the horns where preference 

is given to the upper tessitura. Horn trills are based in historical practice, where the only 

proper trills possible were lip trills between adjacent notes in the harmonic series.  

 

Figure 118: Harmonic series on C (Harmonics: C = 1, c = 2, c
1
 = 4, c

2
 = 8, c

3
 = 16) 

 

 

As can be seen in Figure 118 above, the first open, full-note trill can be achieved between the 

seventh and eighth harmonics, well into the higher middle range of the horn. The lowest open, 

full-note trill on the modern double horn can be achieved between e
1
 and f#

1
, fingering 123 on 

the F side, though there may be issues with sound and intonation. Anything below the treble 

clef stave therefore has to be fingered, which in that range sounds somewhat unclean and 

heavy. Fingered trills in the treble clef are feasible, though some performers, including 

myself, prefer lip trills whenever possible. In most pre-twentieth century classical music trills 

are not a common issue to have to address, as they are used sparingly for special effect, and 

generally in the high range (woodwinds and violins).  

 

To address the general issue of trills, consider the example given in Figure 119 below. 

Originally in the English horn (first five bars of each system) and flute (second five bars of 

each system), the trill on c
1
 in horn 8 is the only one that cannot be lip trilled. As can be heard 

in the recording extract below the score, there is a slight difference to the other three. On the 
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other hand, the trill on c
2
 in horn 1, in the recording demonstrates the potential difficulty of lip 

trilling. 

 

Figure 119: Woodwind trills in different registers, Gioacchino Rossini (arr. Armin Terzer for 8 

horns), William Tell overture, mm. 176-195 
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As demonstrated by the International Horn Society Advisory Council horn ensemble during 

the 42
nd

 International Horn Symposium, July 23, 2010: 

 

William Tell overture - Low and high woodwind trills.mp3
 

(Track 9 on attached CD) 

 

A comparison of the trills only: 

 

William Tell overture - Low and high woodwind trills comparison.mp3
 

(Track 10 on attached CD) 

 

Trills also very much depend on the skill of the performer, both in low and high range, so I 

tend to include them as they appear in the original, and leave the execution to the performers. 

 

5.2.1.6. Tremolo 

 

The most widely used specialised string effect is tremolo. Adler (2002, pp. 29-30) describes 

two kinds of tremolo: 

 

 Bowed tremolo: a single pitch is repeated as often as possible during the length of the 

written note.  

 

Bowed tremolo can either be a colour or an effect. It is quite common to find a tremolo 

passage in the strings that is doubled in natural sounds in the woodwinds (usually melodic) 

and brass (usually chordal): 
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Figure 120: Bowed tremolo as a colour, Carl Maria von Weber, Der Freischütz overture, mm. 24-

27 

 

 

In Figure 120 above, the violas double the clarinets, while the first violins play an individual 

note, so a decision can be made on whether to use the tremolo as a colour, or, as I have 

chosen to do in my transcription, omit it. It could potentially be reproduced by quick double-

tonguing, though that is not advised as it will sound laboured and unnecessarily heavy.  

 

Tremolo as an effect is much more interesting and there are a number of ways it can be dealt 

with. One such instance can be found in Weber‟s Der Freischütz overture, introducing the 

hunter‟s fanfare in the horn and subsequently Agathe‟s aria from act 2.  
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Figure 121: Bowed tremolo as an effect, Carl Maria von Weber, Der Freischütz overture, mm. 88-

94 
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I have tried several approaches, and in my presentation during the 42
nd

 International Horn 

Symposium, July 22, 2010, I demonstrated all five solutions with the help of the Queensland 

Conservatorium horn ensemble: 

 

Figure 122: My horn ensemble transcription of Figure 121 above 

 

 

 Natural sounds:  

 

Freischutz overture - tremolo - natural.mp3
 

(Track 11 on attached CD) 

 

 Muted sounds:  

 

Freischutz overture - tremolo - muted.mp3
 

(Track 12 on attached CD) 
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 Muted, fast tonguing: 

 

Freischutz overture - tremolo - muted, fast tonguing.mp3
 

(Track 13 on attached CD) 

 

 Muted, flutter-tongue:  

 

Freischutz overture - tremolo - muted, flutter-tongue.mp3
 

(Track 14 on attached CD) 

 

 Muted, colour trills:  

 

Freischutz overture - tremolo - muted, colour trills.mp3
 

(Track 15 on attached CD) 

 

Every approach conceivably has an application. Without time to insert a mute, it may well be 

best to simply play the passage in question open and with natural sounds. I use this mainly for 

colour tremolos. The muted only version works best when there is more important thematic 

material in either a soft dynamic, in the low range, or a combination of the two happening at 

the same time. In Figure 123 below, the pizzicato in the double bass would be obscured by 

tonguing or other effects, even though just to be sure I marked horn 8 up to p. In this case, the 

best option is to simply use mutes. 
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Figure 123: Muted only approach to tremolo, Carl Maria von Weber (original and arr. Armin 

Terzer), Der Freischütz overture, mm. 24-26 

 

 

As demonstrated by the Queensland Conservatorium horn ensemble during the 42
nd

 

International Horn Symposium, July 22, 2010: 

 

Freischutz overture - muted only tremolo.mp3
 

(Track 16 on attached CD) 

 

Fast tonguing and flutter-tonguing was received with quite a bit of laughter by delegates in 

the symposium, probably because all the notes are in the low range and the coordination was 

far from ideal. Generally, I found fast tonguing is not an effective approach to tremolo and 

should be avoided. The few instances in the orchestral literature, such as Ravel‟s orchestration 

of Mussorgsky‟s Pictures at an exhibition, are exceptional and, unless exactly this effect is 

wanted, it is the weakest of the five options. Flutter-tonguing is also a strong effect, though 

many hornists do not like it, so perhaps avoiding it may be a good choice.  

 

The most effective approximation of a bowed effect tremolo is a muted colour-trill (called 

“valve tremolo” by Hill (2010, p. 38)), achieved by using alternate fingering on the same 

note. This needs at least a bar‟s rest to prepare, but the result can be impressive, and can add a 

special touch to a transcription. However, it is better used sparingly, as using effects merely 

for the sake of the effect itself is advised against by every respectable composer and 
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orchestrator. It is best to use the muted colour-trill no more than once, or at most twice if the 

works is longer, and the muted only approach in the remaining instances. Given that most 

repertoire is less than ten minutes in duration, and I have found it the best solution to only 

employ muted colour trills once within that length of time, I would recommend it as a general 

rule. Once the audience has heard it for the first time in a horn ensemble, the element of 

surprise has passed. 

 

 Fingered tremolo: an interval of a second or larger is quickly repeated, somewhat like a 

trill: 

 

Figure 124: Fingered tremolo in Claude Debussy, La mer, 2 bars to 5 bars after rehearsal figure 8 

 

 

Passages of this kind are difficult to transcribe, but perhaps best approximated with a trill as 

suggested by Adler (2002, p. 30). If this technique is an important feature of the work, like in 

Debussy‟s La mer, it may be best not to attempt a transcription at all. 

 

Measured effects that may look like tremolo (but are, in fact, not) have to be recognised and 

rhythmically correctly interpreted. An example is given in Figure 125 below: 

 

Figure 125: Measured effect in Gioacchino Rossini, William Tell overture, mm. 150-159, strings 
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In context, one would observe that Figure 125 is an extension of the semiquaver figure 

featured earlier in the work: 

 

Figure 126: Semiquaver motif in the second section of Gioacchino Rossini, William Tell overture, 

mm. 131-132, violin 2 

 

 

In the horn part, measured rhythmic figures are best notated with their actual note values:  

 

Figure 127: Solution to measured effect in Gioacchino Rossini (arr. Armin Terzer for 8 horns), 

William Tell overture, mm. 149-151 

 

 

There are exceptions to this, especially when a simplified version can be implied. In the 

following example from Brahms‟ Academic festival overture, horns 1 and 3 have the viola 

triplet figures written out on the first beat, and then adopt the same shorthand notation as seen 

in the original. While it is preferable for the performers to play the parts as written, they 

alternatively could only read the main notes and omit the triplet effect: 

  

Figure 128: Measured effect notation with integrated simplification, Johannes Brahms, Academic 

festival overture, mm. 379-380 
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These two options could potentially be noted with an ossia staff, but I prefer to keep the parts 

clean and simple, and leave possible simplifications to the performers.  

 

5.2.1.7. Pizzicato 

 

The result of plucking the strings rather than drawing the bow across is a short but rounded, 

well-defined sound. It lends itself well for transcribing on the horn, as it is somewhat similar 

to a slightly accented brass staccato.  

 

Pizzicato is another favorite string sound… Certainly this can 

be simulated by a combination of staccato brass or wind 

notes ... (Adler, 2002, p. 782) 

 

 There are several ways to notate staccato in a transcription: either with staccato dots, with 

the indication pizz., with both, or with other descriptive methods. Several examples are given 

in the following four figures: 

 

Figure 129: Pizz. indication in original Maurice Ravel, Pavane pour une infante défunte, strings, 

mm. 1-6 

 

 

Figure 130: Descriptive indication of pizzicato in Maurice Ravel (arr. Leigh Martinet), Pavane 

pour une infante défunte, horns 2 and 3, mm. 1-5 
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Figure 131: Staccato dot indication of pizzicato in Maurice Ravel (arr. John Lynsdale-Nock), 

Pavane pour une infante défunte, horns 5-7, mm. 1-4 

 

 

Figure 132: Combined pizz. and staccato dot indication of pizzicato in Maurice Ravel (arr. Armin 

Terzer), Pavane pour une infante défunte, horns 5-8, mm. 1-5 

 

 

In the figures above it can be seen that Martinet indicates non legato, Lynsdale-Nock uses 

staccato dots, and my version indicates both pizz. and has staccato dots. As a performer, I 

would be tempted to play Martinet‟s version somewhat tenuto, and Lynsdale-Nock‟s on the 

shorter side. Sometimes I only indicate pizz. without the staccato dots, or, in shorter passages, 

write only the staccato dots. In the end, though, it mainly depends on the performer what 

exact length of note is chosen or, even more likely, the conductor.  

 

The two lines of thought are equally valid when it comes to notating pizzicato. One is to do 

the minimum necessary (staccato dots) and assume the performers and/or conductor will 

adequately research the original work to know what sound to emulate. The other is to indicate 

pizzicato in the part and therefore remove all doubt. The slight annoyance with the latter is 

that it crowds the score, and needs another indication at the ending point. With the standard 

arco out of the question (as it only applies to strings), regular (reg.) or ordinary (ord.) might 

be options. Generally, in my own practice, I am trying to be consistent with only indicating 

the beginning (pizz.) and using the staccato dots for the full duration of the pizzicato, so once 

the dots stop it indicates that the articulation should return to normal. This works in most 

circumstances and I believe is a good compromise. In Der Freischütz overture I have tested 
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only using staccato dots and it was quite unsuccessful at first when played by an 

inexperienced ensemble. Pizzicato is probably the most universally known string technique, 

so introducing the indication pizz. into transcriptions for horn ensemble may be a good way to 

achieve the desired effect. 

 

5.2.1.8. Mutes 

 

Mutes for any instrument are used more for a change of colour than dynamics. There is an 

obvious equivalence between the application of mutes for strings and horns. Both require 

some time to be applied and then removed. The one quick option hornists have is to use the 

hand to partially cover the bell, but I have never encountered it called for in a transcription for 

horn ensemble. The reluctance on my part to use this technique is due to the display of 

uncertainty many performers demonstrate in terms of intonation. Instead of resorting to half-

stopping, it is recommended that arrangers pay close attention to the proper distribution of 

rests in order to allow enough time for mute changes. 

 

5.2.1.9. Harmonics 

 

Natural and artificial harmonics are created when touching the string lightly at certain clearly 

defined places along its length, splitting up the vibrations and resulting in high pitched, flute 

or recorder-like sounds (Del Mar, 1981, p. 112). Harmonics cannot be reproduced on the horn 

and are therefore difficult to integrate into a transcription. I have encountered the problem 

only once, in the opening cadenza of Gade‟s Tango jalousie which, due to copyright 

restrictions, cannot be reproduced here. The basic requirement was to convert the following 

succession of notes: 

 

Figure 133: Violin line including harmonics 
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My approach was to estimate the pitches of the harmonics as they would sound in relation to 

the previous notes and change the colour of the sound to something different than natural, in 

this case stopped. It is effective, but in this case very difficult to do (as it involves notes in the 

extreme high range) and the same is usually true for string passages that include harmonics. 

 

Having considered various general string techniques, each member of the string family will 

now be examined in more detail. 

 

5.2.2. Violins 

 

The violin is the second-highest pitched instrument after the piccolo, though it is of much 

more concern to the arranger than the latter as it is the main carrier of melodic material in the 

orchestra. Its range is expansive, but it is mainly the high regions that are challenging to 

transcribe for horns: 

 

Figure 134: Violin range, Adler (2002, p. 52) 

 

 

The standard transposition in transcribing for the horn ensemble is a fourth downward, 

effectively bringing the sounding pitch an octave down. When the violin part is above written 

f
3
 for any longer passage, it may be necessary to also transpose the part an octave downward. 

The following example demonstrates the problems this may create: 
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Figure 135: High violin passage in Carl Maria von Weber, Der Freischütz overture, mm. 328-331, 

strings 

  

 

Imagine the first violin part were in C basso, which means the a
3
 would become a written e

3
 

for horn in F. It may be possible to play the phrase in that range. However, by the time the 

ensemble reaches this point (towards the end of the piece), the players are likely to be 

somewhat tired and therefore less likely to be able to accurately play in the extreme range. 

Transposing the whole passage an octave downward puts it in unison with the second violin, 

which is not ideal as it makes the original octave doubling disappear. It is not useful to 

transpose the second violin part an octave downward as well as it will be too low. Even less 

ideal is the fact that most of the accompaniment is in a higher tessitura:  

 

Figure 136: My solution to Figure 135, conditioned by the violin range 
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In fact, in this and other such cases, there is no solution that is completely satisfactory. Taking 

the accompaniment downward an octave would make the passage very dark, and is therefore 

not an option. This means that the whole passage is conditioned by the range of the first 

violins, and all the arranger can do is hope that the two unison horns project enough to rise 

above the ensemble.  

 

The above example is by no means an isolated incident. Adjusting the whole ensemble to the 

first violins takes up much time in the transcribing process. When deciding whether a work is 

suitable for horn ensemble, it is therefore advisable to pay very close attention to this issue. 

The ideal-case scenario is a first violin part that stays well below a
3
 with only occasional rises 

up to that pitch approached by step.   

 

The second violins are generally written below the first violins, and the two parts should 

always stay in the same relation to each other. This can be problematic when the two voices 

are further apart (usually a sixth), and the first violins are high: 

 

Figure 137: Keeping part relations in Ludwig van Beethoven (original and arr. Armin Terzer), 

Fidelio overture, mm. 114-115 
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In this case it is still possible to keep the part relation as the transcription is a semi-tone lower 

than the original, and c
3
 is well within the capability of most players. Had the same passage 

been a tone higher, the problem would have been more pronounced. Had it been a minor third 

or even higher, the whole chord would have had to be transposed an octave downward in 

order to keep the note in the first violins on top.  This is similar to the point made above in 

regards to the transposition of the highest part, though here reinforced by what the second 

violins do. If, as is the case quite often, the second violins play an octave lower than the firsts, 

there is no such problem as the line could simply be doubled. 

 

Besides the range and rapid passages, large skips are another problem associated with violin 

parts. Fortunately their use in the orchestra is much more limited than in solo repertoire. An 

example of a situation where division is effective was given previously (in Figure 64: 

Division to avoid awkward leaps, Carl Maria von Weber (original and arr. Armin Terzer), 

Der Freischütz overture, mm. 312-316 in the section on part writing). In the following 

example from Brahms‟ Academic festival overture, on the other hand, the leaps are an integral 

part of the musical identity of the motif and therefore need to be transcribed as a whole: 

 

Figure 138: Motivic leaps in Johannes Brahms (original and arr. Armin Terzer), Academic 

festival overture, mm. 273-276 

 

 

 

While it is possible to divide the overall phrase in order to reduce the strain on the individual 

players, here the leap cannot (or rather, should not) be avoided. Wide slurs also usually imply 

the continuation of a phrase, and should therefore not be divided. 



 

 

 

 

181 

In terms of line elimination, the first violins are frequently doubled by the flutes, oboes, 

clarinets, and in more recent music often by the trumpets. Both violin parts, as well as the 

dominant bass line, should therefore be the first points of reference when looking at the score. 

The chances are high that up to one third of the other instruments are doubling the whole or 

part of the violins. Because the strings can play continuously without having to breathe, it is 

also more likely that complete lines can be found in their parts, while the woodwinds 

frequently share portions of it: 

 

Figure 139: Complete line in violins, interrupted line in woodwinds, Carl Maria von Weber, Der 

Freischütz overture, mm. 88-90 

 

 

Highlighting the violin parts and crossing out woodwind and brass parts that double as one of 

the first steps in the transcribing process substantially reduces the number of voices one has to 

deal with, and can make a seemingly difficult task much easier. 

 

5.2.3. Violas 

 

The viola is the bridge between the low and high strings, with a range that overlaps much of 

that of both cellos and violins: 

 

Figure 140: Viola range, Adler (2002, p. 66) 
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Viola parts rarely come anywhere near a
3
 in most of the orchestral repertoire, and therefore 

usually lie perfectly within the range of the horn if we transpose them a fourth downward. It is 

very tempting to do exactly this, transpose everything a fourth downward, but unfortunately it 

is not that simple. Unlike the violins, who generally speaking are solo and high instruments, 

the cellos, who are solo and low instruments, and the basses, who are low instruments, the 

violas are both low and high instruments.  

 

When used as a high instrument, my standard approach is to transpose the viola part a fourth 

downward. When used as a low instrument, however, this practice needs to be reconsidered. 

One example is given in Figure 141 below: 

 

Figure 141: The viola as a low instrument, Johannes Brahms, Academic festival overture, mm. 7-

12 

 
 
 

When transcribing Figure 141, a decision needs to be made whether to consider the viola and 

cello parts in the same octave, or use octave doubling. Given the low range, and the somewhat 

different figure in the basses, I opted for the first option: 

 

Figure 142: My solution to Figure 141 

 

 

Here both viola and cello are transposed upward, in order to place the moving line into the 

clearer middle register of the horn. This is representative of the issues an arranger faces in 

most of the repertoire. In the low register, it is very likely the viola part has to be written a 

fifth up, while in the middle and high range it usually has to be transposed downward. As it 

often contains more “filling material” than the other instruments in the string section, it is 
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recommended to work on the other lines first and fit the viola part in at the end, unless there 

are obvious passages where the violas are given important melodic material. Very often they 

are also doubled in the low woodwinds or brass so it is not unusual for the viola line to be 

amalgamated with other material in the transcription. 

 

Viola parts are mainly notated in alto clef, which, for many musicians today, makes it more 

difficult to read and compare to other instruments. For hornists there are several ways to 

approach this: 

 

 Read in alto clef 

 Transpose a tone upward, then an octave downward (or a seventh downward) and read in 

treble clef 

 Transpose directly to horn pitch: a third downward, with one flat less in the key 

 

5.2.4. Cellos 

 

Except for the first violins, the cellos have most of the thematic material in the string section. 

They are also quite close to the horn in terms of tessitura and expressive qualities, a feature 

exploited widely by composers in the Romantic period. It was, in fact, Richard Strauss who 

considerably raised the demands made of hornists in his tone poems and operas where they 

often double the cellos (as at the beginning of Ein Heldenleben).  

 

The range of the cello is almost ideal for a low horn player: 

 

Figure 143: Cello range, Adler (2002, p. 76) 

 

 

It is just a bit too low to allow for complete downward transposition, which would have been 

ideal for most classical and romantic repertoire (where the double bass is mainly used to 

double the cello part an octave below). This means the octave relations may need to be 

adjusted according to what the cello line does. Overall, however, as it is often the actual bass 

line of an orchestral work, the cellos are one of the first points of reference. It is very helpful 
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to identify and notate the bass line first in a transcription, followed by the main melody, and 

then fit whatever is left in between. 

How similar the cello is to the horn is probably best demonstrated in the opening of the 

William Tell overture: 

 

Figure 144: Typical cello passage, opening of Gioacchino Rossini (original and arr. Armin Terzer 

for 4 horns), William Tell overture 

 

 

 

The cello parts, similar to the violin lines, are also very useful in eliminating doubling voices 

from the source score. The bassoons are a prime candidate for deletion, as often are large 

parts of the viola and double bass lines. It is true that the cello frequently doubles the horn (or 

the other way around), though in that specific case it may be preferred to keep the original 

horn parts and adjust the cello line. Whatever one‟s preference, the cello lines are the 

foundation of most transcriptions for horn ensemble, and therefore their parts are especially 

well-known to horns 4 and 8. 
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Figure 145: Cello line covering bassoons, violas and basses, Carl Maria von Weber, Der 

Freischütz overture, mm. 158-161 

 

 

Cello parts are mainly notated in bass clef, though in the high range the tenor and treble clefs 

are also used. Del Mar (1981, pp. 109-111) features an interesting discussion on the use of the 

treble clef in cello parts, which is similar to that of old style bass clef notation in the horns, 

only inverted. Some composers, including Bruckner in his third symphony, Dvorak in his 

youth, and Mahler in his fourth symphony, use old cello notation “whereby passages in the 

treble clef were written an octave higher than they sound” (Del Mar, 1981, p. 110).  

Del Mar (p. 111) goes on to say that “in the orchestral repertoire many of the parts have been 

rearranged so as to avoid the treble clef (generally in favour of the tenor clef) or sometimes 

transposed to read at pitch.” I have never have come across a cello part in the old style, 

though would assume that usually it is fairly evident when that would be the case. 

 

Approaches for reading in tenor clef for the hornist are:  

 

 Read in tenor clef 

 Transpose a tone downward, then an octave downward (or a ninth downward) and read in 

treble clef 

 Transpose directly to horn pitch: a fifth downward with one flat less in the key 
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5.2.5. Basses 

 

The double bass has been mentioned several times before, and this section will summarise 

those points raised previously. 

 

Figure 146: Double bass range, Adler (2002, p. 84) 

 

 

Notated, the double bass range looks similar to that of the cello, though this is a notational 

convention to avoid leger lines or the constant use of 8
vb

. The double bass sounds an octave 

lower than the cello, though that whole octave is of little consequence to the horn ensemble as 

it is not really useable on the instrument. 

 

In pre-twentieth century music, the double bass part is basically an extension of the cello: 

 

The normal lay-out of the string orchestra is in four-part 

harmony, the double bass either doubling the „cellos, or 

being silent. (Jacob, 1940, p. 7) 

 

There are further references to the annoyance of doubling between the two in Jacob, more of 

which can be found in the section 4.2.2. above. Looking at a few of the orchestral works I 

have transcribed can suggest the degree of individuality double bass parts possess in relation 

to the cello parts in much of the standard orchestral repertoire: 

 

Table 8: Individuality of the double bass part 

  Bars 

(total) 

Bars (double 

bass play) 

Bars (individual 

voice) 

Beethoven (1814) Fidelio overture 308 259 32 

Weber(1821) Der Freischütz overture 342 289 24 

Rossini (1829) William Tell overture 453 358 67 

Brahms (1880) Academic festival 

overture 

401 323 75 
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Even a brief sample can somewhat justify considering the function of double bass parts as 

being primarily that of doubling a cello. Even as late as in Brahms‟ Academic festival 

overture, only 23% of the material in the basses is individual, considerably less than the 

proportion between all other sections. As such, the bass part follows the same general rules 

for transposition: down a fourth from what appears on page when possible, otherwise up a 

fifth. The double bass part is also very useful for finding spots where to change the bass line 

from one horn part to another (where it ends or divides from the cello part), indicating the 

natural end of a phrase.  It also often shows passages that would benefit from doubling, 

especially when the same line appears in bassoon, bass trombone, viola and cello. Figure 145 

in the section above in the cello part shows one such instance. 

 

5.3. Woodwinds 

 

The woodwind section in a standard orchestra consists of one pair each of flutes, oboes, 

clarinets and bassoons. In addition there are auxiliary instruments such as the piccolo, English 

horn, E flat clarinet, bass clarinet and contra-bassoon. The woodwinds are the most varied 

section, as each instrument produces a distinct sound colour (Adler, 2002, p. 170). Including 

the auxiliary instruments, such as contra-bassoon and piccolo, the woodwinds encompass 

essentially the same range as the strings.  

 

In the standard orchestral score layout, we have: 

 

Figure 147: Woodwind section layout in score, Carl Maria von Weber, Der Freischütz overture 
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An example of an extended woodwind section is: 

 

Figure 148: Extended woodwind section layout in score, Richard Strauss, Ein Heldenleben 

 

 

While each player is given an individual part, it is rare to have eight or more distinct voices at 

any given time. One counter-example is given in Figure 148 above, with up to two distinctive 

(not rhythmically matching) lines in each instrumental section. A more common passage can 

be seen in Figure 149 below, with extensive doubling between all parts. Woodwinds are used 

as solo instruments, alternating carrying primary or supporting melodic lines or 

accompaniment figures. In an orchestral tutti, the first flute, oboe and clarinet often double the 

first violins, the second players double the second violins, and the bassoons double the cellos. 

As can be seen in the second half of Figure 149 below, all the woodwind parts are covered by 

the strings making it possible to distil the passage down to four individual lines. 
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Figure 149: Standard (classical) doubling between woodwinds and strings in orchestral tutti, Carl 

Maria von Weber, Der Freischütz overture, mm. 305-311 

 

 

The woodwinds have most playing techniques in common, and use the same notation as the 

horn, which makes it easy and convenient to adapt their parts directly. Also, as Rimsky-

Korsakov (1964, pp. 13-14) notes, “wood-wind instruments are less flexible than strings,” 

which can often be observed in regards to the technical demands of their parts in the 

orchestral literature. In my experience, unless there are prominent solos for one of the 

woodwind instruments, it is the particular demands of the string parts that usually determine 

whether a work is suitable to be transcribed for horn ensemble. 
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5.3.1. General woodwind techniques 

 

Featured in this section are rapid passages, glissandi, articulation, tonguing and phrasing, trills 

and tremolo, and flutter-tonguing. 

 

 Rapid passages 

 

Much of what was claimed above about the strings equally applies to the woodwinds. Due to 

the customary doubling of the first violins in the flute, oboe and/or clarinet, rapid idiomatic 

passages for any of these instruments may be impossible to transcribe for the horn. This does 

not only apply to tutti passages. One interesting work to attempt to transcribe for horn 

ensemble would be Prokofiev‟s Peter and the wolf, if for nothing else than just to see whether 

the themes removed from the sound of the particular instrument could still successfully 

convey the story. The flute part, however, would make this absolutely impossible. 

 

 Glissandi 

 

Glissandi on the woodwinds are usually fingered, as their design is not based on the natural 

harmonic series. The corresponding technique on the horn is random finger movement. More 

distinctive glissandi, like the one in the clarinet at the beginning of Gershwin‟s Rhapsody in 

blue for instance, are better approximated by pressing the valves half down and slide with a 

combination of change in embouchure and air flow. Again I would recommend notating the 

glissando similar to what is found in the original and trust the ability of the performer to do a 

faithful adaptation. 

 

 Articulation, tonguing and phrasing 

 

While the production of sound is slightly different on a woodwind instrument, the desired and 

notated effect is the same for the horn which makes it possible to simply copy articulation 

markings directly into the transcription.  

 

 Trills and tremolo 

 

Both techniques of trilling and tremolo are commonly called for on all woodwind instruments. 

Again the technique is the same as on the horn which makes adaptation easy. The same issues 
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already discussed in the section on the strings apply with the necessary use of fingered trills in 

the low range and a choice between lip trill and fingered trill in the upper range. 

 

 Flutter-tongue 

 

Flutter-tonguing on woodwind instruments is similar to the effect on the horn, though the 

woodwinds have more agility (Alder, 2002, p. 174). Mainly a technique of twentieth century 

music, it is somewhat unlikely that a work containing extensive woodwind flutter-tonguing 

will be suitable for a horn ensemble. It has not been called for in any of the works I have 

transcribed thus far, though if it were to be, the same technique could be used on the horn and 

would produce a comparable effect. 

 

5.3.2. Flutes 

 

The flute has most in common with the first violins, including a similar range: 

 

Figure 150: Flute range, Adler (2002, p. 181) 

 

 

It is quite common in standard orchestral repertoire to have the flute double the violins, which 

often helps when eliminating doubled lines. The approach to transcribing flute parts, 

therefore, is very similar to that of the first violins, usually transposing a fourth downward. 

Occasionally it may be necessary to further lower the resulting horn part by an octave. In 

general, there are many similarities between flute and violin parts, so much of what has been 

claimed above is valid here as well.  

 

The piccolo extends the range of the flute up an octave, and is otherwise very similar in all 

techniques and capabilities (Adler, 2002, p. 189). Piccolo parts are notated at the same pitch 

as the flute but sound an octave higher. Since more often than not the two parts look the same, 

and as the high piccolo range is beyond what is possible on the horn, unless it is featured in a 

solo, I find that the piccolo part can usually be ignored when transcribing for the horn 

ensemble. If that is not the case, it can (and due to its excursions into the extreme high range 

probably has to) be treated the same as flute parts (not taking into consideration the implied 

upward octave transposition). 
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5.3.3. Oboes 

 

Oboe lines are the most convenient to transfer to the horn, as the range is within most 

hornists‟ capabilities: 

 

Figure 151: Oboe range, Adler (2002, p. 194) 

 

 

Transposing downward, this would result in a range for horn in F from f to d
3
 (e

3
), which is 

what I would generally recommend. Adler (2002, p. 193) also refers to the oboe as basically a 

lyrical instrument, even though it may be as capable as the other woodwinds in fast passages. 

Berlioz (Berlioz & Strauss, 1991, p. 164), however, places many more limitations on the 

oboe: 

 

In melodious passages the following range [from g
1
 to e

3
] 

should not be exceeded. The tones above or below this range 

sound weak or thin, hard or shrill and are all of poor quality. 

Rapid passages or diatonic runs have an unpleasant, almost 

ridiculous effect, even though they can be executed quite 

easily on the oboe; the same is true of arpeggios. There should 

hardly ever be any need of writing such passages; in fact, we 

have never come across any. The use that virtuosos make of 

them in their fantasias and variations does not disprove their 

impracticability. 

 

All of this is in line with the strengths of the horn, and oboe parts that adhere to Berlioz‟ 

guidelines are usually easy to transcribe for horn. Oboe parts in the orchestra are used in a 

number of ways. It is not unusual to have solo or melody passages alternate with held notes 

that are part of woodwind and brass chords. In Classical and Romantic music, often the 

highest notes in chordal accompaniment can be found in the oboes, which is a good point of 

reference when it comes to filling the parts after the primary lines have been assigned. The 

first oboe part shows which note of the chord is on top, while the bass can usually be found in 

the second bassoon or basses. When the missing notes are well spaced between these two 

outer limits, the chord is very likely to sound well.  
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Figure 152: Oboes lead the woodwind and brass chords in Carl Maria von Weber, Der Freischütz 

overture, mm. 234-238 

 

 

In general, I find oboe parts to be fairly easy to approach, as they are almost always in a good 

range to directly transcribe a fourth downward and, technically, are usually not too 

challenging.  

 

5.3.4. English horn 

 

Extending the oboe range downwards, the English horn has parts written in F and is therefore 

directly comparable to the horn: 

 

Figure 153: English horn range (in F), Adler (2002, p. 194) 

 

 

This may seem convenient at first sight, but one needs to be aware that the sounding pitch 

would be written a fourth lower. This means that, if we wanted to keep the English horn part 

in relation to the other woodwinds in the transcription for horn ensemble, we would have to 

transpose it an octave downward. English horn parts, similar to oboe parts, are very accessible 

for horn players, as, in Berlioz‟ words, “rapid passages have an even poorer effect” than on 

the oboe (Berlioz & Strauss, 1991, p. 184).  
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For the horn player, transcribing English horn lines is often awkward as they tend to be just a 

bit too high to stay as written, and just a bit too low to project when transposed an octave 

downward. A case in point is the solo from the William Tell overture: 

 

Figure 154: Extract from the English horn solo in Gioacchino Rossini, William Tell overture, mm. 

211-214 

 

 

If the transcription were a third lower, this line would fit perfectly where it is written. This is 

in fact exactly what I have done in my transcription, mainly to avoid the key of E major at the 

end (which would have had five sharps for horn in F, a few too many for the liking of many 

hornists). Also, the range in the original key would have extended up to f#
3
, which is beyond 

the extended range of even the most advanced literature (and almost all contemporary 

performers). As it is though, every English horn entry needs to carefully be considered and, in 

most cases, the best solution is to transpose it downward an octave.  

 

5.3.5. Clarinets 

 

Figure 155: Clarinet range (in Bb), Adler (2002, p. 206) 

 

 

Contrary to what one might expect, clarinet parts are often much more difficult to transcribe 

than flute parts. Rimsky-Korsakov supports this theory by claiming that “flutes and clarinets 

are the most flexible wood-wind instruments” (1964, p. 18), and “the medium and chalumeau 

registers are suited to cantabile melodies, arpeggios and runs” (p. 206). This can frequently be 

observed in the literature, with much of the technically difficult mid-range material written in 

the clarinet parts, making transcribing them for the horn often borderline impossible. One 

example of a passage effortless for a clarinet and somewhat less effortless for the horn is 

given in Figure 156 below: 
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Figure 156: Fast mid-range arpeggi in the clarinets, Johannes Brahms (original and arr. Armin 

Terzer), Academic festival overture, mm. 17-19 

  

 

 

Even though, as a general rule (like all high instruments) I transcribe clarinet parts a fourth 

downward, often the challenging passages in the original parts condition which octave to 

use.In the transcription seen at the bottom of Figure 156, it would have been much more 

difficult to play the arpeggio an octave lower. Leaving it in the mid-range, this passage is not 

too difficult. Decisions like these have to be made for each instrument, but it happens more 

often with the clarinet parts. In that sense they are very close to the viola parts, which pose a 

similar problem for arrangers. 

 

Fortunately often the first clarinet stays below the first oboe, which means that the high range 

is not that much of an issue. More problematic is the clarinet‟s ability to start almost any note 

incredibly softly, or, as Berlioz (Berlioz & Strauss, 1964, p. 18) puts it, “reduce volume of 

tone to a mere breath.” This can be difficult to reproduce on the horn, especially in the high 

range. As with all other instruments, the closer the work was written to the twentieth century, 

the more likely it is it will contain highly idiomatic writing for the clarinet which may make it 

virtually impossible to transcribe without at least somewhat simplifying the parts. 

 

The clarinet is a transposing instrument with the standard transpositions being B flat and A. 

As such, clarinet parts can be some of the most confusing parts in the orchestra to transcribe 

for those unaccustomed to transposition. Usually their key signatures are transposed, and 

sometimes are even written in the enharmonic key if that is deemed easier for the clarinettist 

to read. As a result, much care must be taken to transpose their parts correctly for horn.  
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The bass clarinet, in new notation, is written in treble clef but sounding a major ninth lower. 

Its range is: 

 

Figure 157: Bass clarinet range (in Bb), Adler (2002, p. 212) 

 

 

I have mainly encountered the bass clarinet as a reinforcement of the bass line effectively 

doubling bassoons, cellos and basses. There exist more independent and soloistic passages, 

though, in most of the repertoire suitable to transcribe, that is not an issue. In all the 

transcriptions for eight horns I have done this far, the bass clarinet part has been of no 

consequence whatsoever, as it was entirely covered by basses, cellos, tuba, bass trombone and 

second bassoon. As it is already notated an octave higher, my standard approach to 

transcribing a bass clarinet part would be to transpose it a fourth downward, or rather, a third 

downward as it is notated in B flat. 

 

5.3.6. Bassoons 

 

The bassoon is very similar to the cello in range, in how it is used in the orchestra and in its 

technical ability, though with less projection. 

 

Figure 158: Bassoon range, Adler (2002, p. 221) 

 

 

It also uses the tenor clef for the high range, which sometimes can be confusing if one is not 

used to reading it. In classical and romantic orchestral repertoire the bassoon parts frequently 

double the bass line or provide the fundamental in chordal woodwind accompaniment. The 

parts sound and are notated in the same octave as the cellos which means all the observations 

made earlier apply here as well. When transcribing standard orchestral repertoire, much of the 
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bassoon parts is usually already contained in the cellos which means there is one line less to 

take care of. 

 

Figure 159: Bassoon part doubled in cellos and basses, Carl Maria von Weber, Der Freischütz 

overture, mm. 66-70 

 

 

Most of the range and technical demands required of the bassoonist in pre-twentieth century 

orchestral literature can successfully be reproduced by a competent low horn player, which 

makes bassoon parts interesting and satisfying to transcribe.  

 

The contra-bassoon range is similar to the bassoon‟s, however sounding an octave lower. Like 

the bass clarinet, in standard orchestral repertoire it is usually used to double the bass line and 

therefore the same rules as for the basses apply. Berlioz (Berlioz & Strauss, 1991, p. 198) 

explains the role of the contra-bassoon the following way: 

 

It is obvious that this instrument, because of its extreme 

ponderousness, is only suitable for grand harmonic effects and 

for bass movements of moderate speed. 

 

5.4. Brass 

 

Brass instruments are closest in sound and articulation to the horn, and often are used in a 

similar fashion. As such, transcribing them for horn is usually easier than strings or 

woodwinds. This is also supported by Rimsky-Korsakov (1946, p. 22), claiming that the brass 

instruments are far less flexible than the woodwind (and the woodwind less flexible than the 

strings). The standard symphonic orchestra has four horns, two trumpets, two trombones, a 

bass trombone and a tuba, though much of the eighteenth and nineteenth century orchestral 

repertoire only includes horns and trumpets.  
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In the score, the brass usually appears in the following layout: 

 

Figure 160: Brass section layout in score, Nikolai Rimsky-Korsakov, Sheherazade 

 

 

The brass section often is the most inconvenient to read and compare to other instruments due 

to the many transpositions that may be involved. The horns can be in almost any key, as can 

the trumpets, and the trombones are sometimes notated in alto or tenor clef. This makes 

finding the notes of a chord and spacing them correctly time-consuming for those 

unaccustomed to reading in those clefs and transpositions. Even though, with years of 

practice, I find it very easy to read these parts though they still take a fair amount of time in 

comparison with most other instruments. In the following example from Mendelssohn‟s 

Paulus overture, the two horns are in D, the two trumpets in E, one trombone in alto clef, one 

in tenor clef, and one in bass clef. 

 

Figure 161: Woodwind and brass section excerpt from Felix Mendelssohn-Bartholdy, Paulus 

overture, mm. 156-159 
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When comparing lines in the same clef, it is easy to see that the serpent and bass trombone 

parts are identical, as is the bassoon for the first two bars. The parts in treble clef also look 

similar, though it takes a closer look to recognise that, in fact, all parts are playing in unison 

for the first two bars. Identifying the individual notes in the third and fourth bars, on the other 

hand, is more complex. In a sounding pitch score, these last two bars would look as follows: 

 

Figure 162: Excerpt from Figure 161 above in sounding pitch and reduced score 

 

 

A look at the condensed score on the right hand side reveals that in fact there is little unique 

harmonic material to distribute, and what looked quite complex in Figure 161 can be reduced 

to four voices (not taking octave doublings into consideration). This shows that careful 

consideration is needed when approaching brass parts and their respective transpositions and 

clefs. In more recent repertoire there is a tendency to write for trumpets in either B flat or C, 

horns in F, and trombones in C in bass clef (with some use of the tenor clef) which somewhat 

simplifies the appearance in the score. 
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Most general brass techniques, such as rapid passages, glissandi, articulation, tonguing and 

phrasing, trills, tremolos, flutter-tonguing and mutes apply to the horn as well so there is no 

need to outline them here. 

 

5.4.1. Trumpets 

 

Berlioz claims that the modern trumpet in B flat has a standard range “approximately the 

same as that of the French horn” (Berlioz & Strauss, 1991, p. 281) though without the low 

end: 

 

Figure 163: Trumpet range, Adler (2002, p. 331) 

 

 

In my experience trumpet parts in much Classical and Romantic repertoire are limited to the 

natural harmonic series and forte tutti passages. Berlioz (Berlioz & Strauss, 1991, p. 288) 

notes that: 

 

Up to the time of Beethoven and Weber, composers – not 

even excepting Mozart – limited its use to the low sphere of 

mere filling-in voices or to a few commonplace rhythmic 

formulas, as vapid as they are ridiculous, and usually contrary 

to the character of the piece in which they occur. 

 

This kind of writing does not represent much difficulty when transcribing for horn ensemble. 

While the range of trumpet parts in more recent orchestral repertoire is similar, the technical 

difficulty is much higher. Similar to works with difficult string and woodwind parts though, 

arrangers for horn ensemble seem to largely avoid repertoire of this kind.  

 

When transcribing, the most common approach with trumpet parts is to transpose them 

downward a fourth or a fifth, depending on whether they are in C or B flat. This works well in 

most circumstances, unless the parts are already written low, in which case it may be better to 

keep them at sounding pitch. Often trumpet parts are doubled in the woodwinds, somewhere 

between oboes and clarinets, or at the top of chordal progressions. As a solo instrument, the 

standard downward transposition almost always works well, making standard orchestral 

trumpet writing quite accessible on the horn. 
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5.4.2. Trombones 

 

Figure 164: Tenor trombone range, Adler (2002, p. 342) 

 

 

Figure 165: Bass trombone range, Adler (2002, p. 343) 

 

 

The use of the trombones in classical repertoire is best characterised by Berlioz (Berlioz & 

Strauss, 1991, p. 302): 

 

Nevertheless, ways were found […] to degrade this instrument 

by limiting its use to the worthless and ridiculous doubling of 

the double-bass part.  

 

As an extension of this, the bass trombone often doubles the basses, while the trombones 

provide the foundation (and spacing) of chords, so that the cellos are free to carry melodic 

material: 

 

Figure 166: Trombones used as chord foundation in Carl Maria von Weber, Der Freischütz 

overture, mm. 61-68 
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Usually the proper spacing is already used in the parts, so the arranger need only find the 

proper octave register in which to place the notes. This depends on what else happens in any 

given passage. In the extract above, there is really only one option, with the bass trombone 

moving to an F in the third bar: 

 

Figure 167: Bass trombone line from Figure 166 transcribed for horn 

 

 

The guiding principle I recommend for transcribing trombones is similar to that which applies 

to the double basses: the bass trombone will often double the same part, and the tenor 

trombones have to be constructed on top of that according to the harmonic series (as outlined 

above). Sometimes this is not possible and the original spacing has to be disregarded, 

especially when the bass line has to be transposed upward.  

 

Figure 168: Disregarding the texture spacing in low brass parts, Johannes Brahms (original and 

arr. Armin Terzer), Academic festival overture, mm. 398-400 

 

 

Figure 168 above is one such example. The bass lines in horns 6 and 8 in the transcription are 

in the low octave (and not the pedal one) because the semiquaver c on the second beat would 

have been too low an octave lower. To keep the original shape of the gesture, the whole 

passage was transcribed a fifth higher (than the written double bass line), including the octave 

leap into the second bar. This brings the foundation of the chord up to g
1
. On the other side of 

the chord the orchestral version features the fifth, though in the transcription this would have 
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been too high (d
3
). The next best solution is the tonic (as the third is featured prominently in 

the following chord), and g
2
 is the only playable option. Thus limited to one octave, chord 

spacing becomes irrelevant, as does the original spacing of the trombone section (c, g and e
1
).  

 

Berlioz (Berlioz & Strauss, 1991, p. 302) advocates further functions of the trombone section, 

but notes that “one single trombone always seems more or less out of place in the orchestra. 

This instrument needs harmony or at least unison with other members of its family to display 

its true qualities.” Strauss (Berlioz & Strauss, 1991, p. 302) immediately contradicts him with 

an example from Wagner‟s Die Meistersinger von Nürnberg, though they agree on “natural 

limits of their agility” (p. 305). While I usually transpose trombone parts a fifth upward, this 

very much depends on the context of the work. More often than not I find the lower strings 

covering all essential material in the trombone parts as well. Apart from very smooth slide 

glissandi and various available mutes, which are not widely used in standard symphonic 

repertoire, trombone parts do not represent a major problem when transcribing. 

 

5.4.3. Tuba 

 

The tuba shares the same status as the double bass and contra-bassoon, with Rimsky-

Korsakov (1964, p. 24) explaining how “like the double bass and double bassoon, the tuba is 

eminently useful for doubling, an octave lower, the bass of the group to which it belongs.” 

Berlioz (Berlioz & Strauss, 1991, p. 339) gives it the subtitle of “the double-bass of the wood-

wind” and claims that the instrument is “unsuited to trills and rapid passages,” but “can play 

certain broad and slowly moving melodies.” The range is similar to the other bass instruments 

though the tuba is notated at the actual sounding pitch: 

 

Figure 169: Tuba range, Adler (2002, p. 350) 

 

 

The points made above in the section on the double basses apply here as well, except for the 

one difference that the tuba part usually has to be transposed up an octave and then either 

down a fourth or up a fifth. As with the double basses, the common approach is to transpose a 

fifth upward as most of the tuba range cannot be reproduced on the horn. 
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5.5. Percussion 

 

The percussion instruments are usually divided into two sections: timpani and percussion. 

Most of the instruments are made to sound through the use of sticks or mallets, though a vast 

array of non-traditional instruments is used today. In terms of percussion parts from the 

twentieth century onwards, there usually is a “take it or leave it” approach among arrangers: 

either the original parts are included, that is, the horn ensemble is augmented with percussion 

players, or they are omitted altogether. This largely does not affect current transcriptions for 

eight horns, as most of them are of pre-twentieth century and simply omit percussion parts. In 

regards to larger horn ensemble works, however, there is a long list of examples: Roger 

Harvey‟s arrangement of Abreu‟s Tico tico, Richard Bissill‟s arrangement of Ellington‟s 

Caravan, John Lynsdale-Nock‟s arrangements of Horner‟s Braveheart and Arnold‟s 

Independence day and my own transcription of Powell and Gregson-Williams‟ theme to 

Chicken run.  

 

For pre-twentieth century repertoire however, books on orchestration provide a very 

interesting insight: 

 

Notice that the percussion section, with the exception of the 

timpani, is conspicuously absent until the Shostakovich score. 

(Wagner, 1959, p. 6) 

 

For the percussive instruments, the academic prescription, 

sanctified by tradition, reads: “The less the better.”  

(Rogers, 1970, p. 76) 

 

With a few notable exceptions, percussion parts in orchestral 

works written prior to the twentieth century tended to be of 

minimal importance. It is uncommon to find an eighteenth- or 

nineteenth-century orchestral composition in which a 

percussion instrument other than the timpani is an essential 

element of the musical fabric. The percussion parts that do 

occur are most often decorative and incidental in nature and 

could even be omitted without serious damage to the overall 

effect. (Kennan & Grantham, 2002, p. 225) 
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Indeed most repertoire before the twentieth century does not even feature any percussion 

instrument except the timpani. The timpani, however, were often very limited in their use: 

 

The role of the timpani prior to Beethoven was largely 

restricted to reinforcing the brass, participation in string tutti 

effect, and especially to defining the perfect cadence. 

(Rogers, 1970, pp. 69-70) 

 

The old masters used them almost exclusively in 

compositions of a brilliant and military character to sound the 

tonic and dominant in more or less common rhythms, 

combined almost always with the trumpets. (Berlioz & 

Strauss, 1991, p. 370)  

 

Richard Strauss agrees: 

 

Modern composers still grossly misuse the kettledrums by 

employing them much too frequently. (Berlioz & Strauss, 

1991, p. 370) 

  
A typical passage including timpani I have encountered in my practice is given below: 

 

Figure 170: Use of timpani in early nineteenth century music, Carl Maria von Weber, Der 

Freischütz overture, mm. 290-295 
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As can be seen, the timpani doubles the cellos and basses, bass trombone, and a combination 

of brasses. This is why it often can be considered a bass instrument, and treated exactly like 

the basses. If, on the other hand, the timpani part is prominent and essential to the character of 

the work, I would recommend including it. Figure 171 below shows one instance where I 

have used this method: 

 

Figure 171: Inclusion of characteristic timpani part in transcription, Edward Elgar (arr. Armin 

Terzer), Enigma variations, Variation VII: Troyte 
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The other instruments traditionally used are bass drum, snare drum, cymbals and triangle. 

None of these can really be accurately represented by horns but, fortunately, they are often 

used in a way so that they are not missed when omitted. One exception is the solo snare drum 

roll which I have come across before and attempted to integrate in my transcriptions. I have 

devised two different solutions to solo snare drum rolls: omission resulting in silence or 

flutter-tongue on an appropriate note: 

 

Figure 172: Solo snare drum roll omission in Gioacchino Rossini (arr. Armin Terzer for 8 horns) 

William Tell overture, mm. 18-24 

 

 

As heard during the 42
nd

 International Horn Symposium, July 23, 2010, performed by the 

International Horn Society Advisory Council horn ensemble: 

 

William Tell Overture - snare drum roll - silence.mp3
 

(Track 17 on attached CD) 
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It is interesting to note that a bar of silence creates a comparable effect to that of a solo snare 

drum roll. In both instances the orchestra stops playing and a special effect is heard. In some 

ways silence works even better as it creates wonder and anticipation. There is a limit to how 

long this silence can be though. In the following example from Strauss‟ Till Eulenspiegel, 

almost four bars of silence would most likely have been too long: 

 

Figure 173: Flutter-tongue used to approximate snare drum roll in Richard Strauss (arr. Armin 

Terzer), Till Eulenspiegel, mm. 571-577 

 

 

The main issue for the player is not to run out of air, as flutter-tonguing requires a large 

volume of air to sustain. Perhaps doubling the effect in horn 2 would improve the chances of 

success in performance. 
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In my transcriptions I tend to adapt and therefore omit percussion parts whenever possible, or 

include them as optional. It is often difficult to convince percussionists to join horn ensemble 

rehearsals on a regular basis so it is better to not be dependent on them. For some works 

percussion instruments are essential but there is another downside to choosing such repertoire: 

Being instruments that due to the nature of their sound attract more attention than the horn, 

the presence of percussion is likely to distract from the horn ensemble and the transcription 

itself. It is therefore wise to follow the traditional approach given by Rogers, and also 

reproduced at the beginning of the section: 

 

For the percussive instruments, the academic prescription, 

sanctified by tradition, reads: “The less the better.” (Rogers, 

1970, p. 76) 
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Chapter 6: Transcribing decisions (a priori) 

 

After having examined the horn and eight part horn ensemble in Chapter 3, introduced 

general ways of dealing with source material in Chapter 4, and outlined some of the common 

ways to adapt the individual orchestral instrument in Chapter 5, in this chapter I will focus on 

further decisions that have to be made once a work has been selected for transcribing. These 

include the selection of type of arrangement, level of difficulty, and whether to transcribe the 

complete work or an abridged version.  

 

While the scope of this study is limited to transcription (a specific type of arrangement), 

briefly touching on simplification and expansion will make it possible to place my work 

within the larger framework of arrangements for any type of horn ensemble and demonstrate 

how my decision-making process is based on what is demanded by the music rather than 

predetermined. While I strive to include 100% of the musical material of the original, often 

minor simplifications have to be made to make the work more viable in the new medium.  

 

The main aim of this chapter is to outline a number of potential problems that the arranger 

may face once having gained access to the score of a work to transcribe, how to deal with 

them, and what effect these decisions will have on the final result. 

 

6.1. Type of arrangement 

 

Whatever decisions are made before and while transcribing, very close attention needs to be 

paid that the essentials of the music are retained from the original (Wagner, 1959, p. 5). My 

general rule for transcribing is to try and include every single note from the orchestral version, 

though this is sometimes difficult or impractical. For instance, the problem of reproducing 

percussion instruments has already been encountered. As noted before, there are a number of 

valid approaches to try and deal with this, including flatter-tongue or simply by omission. 

Another example is given below, in which the scale patterns in the strings were not included 

in the transcription, as they would have obscured the primary thematic material: 
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Figure 174: Simplification in Johannes Brahms (original and arr. Terzer), Academic festival 

overture, mm. 379-380 

 

 

Not taking into consideration minor simplification of this kind, there are three basic types of 

arrangements: 

 

 Simplifications 

 Transcriptions 

 Expansions 
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Simplifications are meant to make the original easier to play, either to allow access to players 

with lower technical skill, to make the work playable with fewer instruments, or, if the 

original is highly demanding, to make the work feasible within a different instrumentation. 

The most commonly used simplifications are piano reductions of solo works and, 

increasingly, music from films and stage shows. Piano and vocal reductions of popular music 

also fall in this category, as do many horn quartet arrangements of classical music. These 

latter are not necessarily easy to play, but rather require a compromise between number of 

players and essential musical material from the original. Having started with a transcription 

for horn quartet (Rossini‟s William Tell overture), and being forced to make more 

compromises than I was willing to, the expansion of the ensemble seemed an obvious way to 

retain more of the original. With the exception of some minor modifications, I have 

encountered few problems in faithfully transcribing Classical and Romantic repertoire for 

eight players, though for works written after the late nineteenth century I find twelve parts 

more fitting.  

 

Expansion is mainly associated with pop and jazz arranging and, in a sense, with 

orchestrations of classical music. It implies the addition of musical material that was not 

present in the original. This can be done in accordance with the perceived intentions of the 

composer, like Goldfaden‟s arrangement of Nicolai‟s Duet no.5 for four horns, expanding 

implied harmonies and redistributing the parts for effect or playability. A more personal way 

of expanding is to change harmonies, add counterpoint, modify the tunes, add or subtract 

rhythms, or make any other number of modifications that do not seem to be contained or 

implied in the original. Another form of expansion is the ingenuous redistribution of musical 

material in a new medium, such as John Humphries‟ arrangement of Mozart‟s Rondo from 

the horn concerto no.4. Splitting the solo part between two players and adding an extensive 

virtuoso cadenza for both may be regarded as a re-invention of the original.  

 

In transcribing orchestral works for horn ensemble, expansion is not really an option, and, as a 

general rule, neither should be simplification except where necessary. There are, however, 

some circumstances where simplification is not only required but desirable, and these will be 

outlined in the following section. 

 



 

 

 

 

213 

6.2. Level of difficulty 

 

Horn ensemble music is commonly pushing the boundaries of horn technique. Martinet‟s 

transcription of Nicolai‟s The merry wives of Windsor overture, Emerson‟s version of 

Händel‟s Arrival of the Queen of Sheba, Lynsdale-Nock‟s rendition of Bernstein‟s Candide 

overture, and many more are examples of transcriptions done by performers who know 

exactly what the horn can do and make use of its capabilities to the fullest. Not unlike in 

orchestration, is it often useful to have a certain skill level in mind before approaching a work 

(Wagner, 1959, p. 5). Wagner (p. 8) advises to avoid” unnecessary awkwardness caused by 

inherently unidiomatic writing” and characterises only a playable score as “indicative of 

music with artistic merit.” In transcriptions of symphonic repertoire for horns, the level of 

difficulty mainly depends on the nature of the original as the musical material is 

predetermined. 

 

The question the arranger needs to consider, therefore, is what can be modified without 

compromising the work‟s essential musical material. Figure 174 above is a good example. 

There are four elements in the orchestra: the “Gaudeamus Igitur” theme (in the flutes, oboes, 

horns and trumpets), a supporting bass line (contra-bassoon, third trombone, tuba, cello and 

bass), the middle part (in the clarinets, bassoons and trombones, doubled in two-part triplet 

figures in the violas), and the scale figure in the violins. In the transcription I have used two 

voices for the theme (horns 5 and 6), two for the supporting bass lines (horns 2 and 4, in 

unison not in the pedal range, so as to project better), and two for the middle voices (horns 7 

and 8). With these three primary voices balanced, there were still two parts available for the 

scale figure, but I was not able to find a fitting simplified pattern. At speed, playing the scales 

would be impossible on the horn. Doubling the note values would have put the wrong degree 

of the scale on each beat of the bar (see Figure 176 below for a more in-depth look at this 

issue), resulting in a modification of the underlying harmonic structure. In the end, I decided 

to make the triplet figure a feature, doubling the middle voices (horns 7 and 8) in horns 1 and 

3. This way a similar effect to the scale figure (rapid movement) was achieved.  

 

In my experience, the closer the work is to the twentieth century, the more likely the necessity 

to make modifications of this kind becomes. Especially string parts are often difficult to 

transcribe, not because of the pattern, but the pace at which it has to be executed. There are 

two main patterns to consider: scales and arpeggi. 
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6.2.1. Scales 

 

Again the excerpt in Figure 174 can be used as a working example: 

 

Figure 175: Rapid scale pattern in Johannes Brahms, Academic festival overture, mm. 379-380 

 

 

There are several ways to transcribe this, either by placing more importance on the original 

pattern or by emphasising the harmonic structure. What the two options given below have in 

common is the doubling of the note value: 

 

Figure 176: Various solutions to Figure 175 based on doubling of the note values 

 

 

The first line shows the second violins, as that is the part that can be transcribed in terms of 

range. The second line is a transposition a fourth downward into horn in F. In the third line 

one possible solution is provided, modelled on the scale pattern of the original. Comparing 

this to the underlying harmonic structure, there are several discrepancies. The circled notes 

are not part of the harmony, even though they may be acceptable as passing notes. The last 

line shows a harmonic approach, disregarding the scale pattern but keeping the shape of the 

phrase and the falling third over the bar line.  
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A third approach could be the combination of the two, incorporating one arpeggio on the first 

beat, and subsequently moving with the scale pattern (as well as incorporating the falling 

third): 

 

Figure 177: Arpeggio and scale combination solution to Figure 175 

 

 

Which solution to choose may depend on the preference of the arranger, as there are equally 

valid reasons for either. As mentioned above, in my transcriptions I decided against all these 

options. For one, the omission at that point draws more attention to the eventual inclusion of 

the scale pattern at the end (see Figure 178 below) and I also wanted to place greater 

emphasis on the other more essential musical material. 

 

Figure 178: Scale figure included at the end of Johannes Brahms (arr. Armin Terzer), Academic 

festival overture, m. 395 
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When scale figures are used as embellishments, it is also common to find them omitted in 

transcriptions for horns. One example is given in Figure 179 below: 

 

Figure 179: Omitted scale pattern, Gioacchino Rossini (original and arr. Leigh Martinet), La 

gazza ladra overture, 5 bars before the end 
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Another form of simplification may be the change of articulation. Most players find it easier 

to play fast scales slurred, and this is a technique Bissill has used in his transcription of 

Glinka‟s Ruslan and Ludmilla overture: 

 

Figure 180: Simplified scale pattern through change in articulation, Mikhail Glinka (original and 

arr. Richard Bissill), Ruslan and Ludmilla overture, mm. 8-14 

 

 

The indication “articulate as necessary” may imply an indifference in regards to articulation, 

as long as the original scale pattern is played correctly. As it is an essential musical element, 

in this case other forms of simplification would most likely have resulted in a change of the 

character of the work which should always be avoided if possible.  
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6.2.2. Arpeggi 

 

Arpeggi are different to scales mainly in the sense that they are entirely based on the harmonic 

structure with no notes extraneous to the chord included. As such, I find, they are often part of 

the harmonic rather than the melodic structure of a work and therefore easier to adapt. The 

following is an example of a melodic use of an arpeggio: 

 

Figure 181: Simplified arpeggio, Gioacchino Rossini (original and arr. Leigh Martinet), La gazza 

ladra overture, 7 bars to 4 bars before rehearsal letter E (original) and 8 bars to 5 bars before 

rehearsal letter J (arrangement) 

 

 

Martinet decided to take advantage of the fact that the arpeggio was part of the underlying 

harmonic structure, a dominant seventh chord on D. As such, ending on any of the notes 

would make sense harmonically, which is what has been applied in the transcription. Instead 

of leading towards the foundation of the chord, Martinet chose the third, making the passage 

slightly easier to play. Two bars later, a similar concept was applied.  
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When the arpeggio has more of a harmonic function, sometimes arrangers decide to omit it: 

 

Figure 182: Omitted harp arpeggio, Maurice Ravel (original and arr. Leigh Martinet), Pavane 

pour une infante défunte, mm. 7-8 

 

 

In Figure 182 above, the arpeggio into rehearsal letter A in the harp may be considered a 

lead-in towards the b in the horn (in G) and first violins. On the right hand side Martinet‟s 

approach is shown, simply omitting the gesture altogether.  
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Lynsdale-Nock, on the other hand, opted for a simplification: 

 

Figure 183: Simplified harp arpeggio, Maurice Ravel (original and arr. John Lynsdale-Nock), 

Pavane pour une infante défunte, mm. 7-8 

 

 

While the notes used are different, they are within the harmonic structure, and at the same 

time the arpeggio functions as a preparation of the f#
2
 in the second bar, which some players 

may find difficult to cleanly attack after the c#
1
 in the previous bar. In this example, the 

general upward motion of the harp gesture was retained, so it can be considered an 

approximation of the effect, but simplified to be made more accessible. As with the 

simplification of scales, there are other, equally valid approaches, depending mainly on the 

ingenuity of the arranger. 

 

6.2.3. Soft, high entries 

 

Soft entries above the treble clef stave are arguably one of the most difficult things to do on 

the horn. Depending on what else happens at the same time, they can make or break a 

performance, and hence also a transcription. The problem is that there usually are few options 

to facilitate high entries. If nothing appropriate appears in the original just before, not much 

can be done. Notorious examples are the slow movement of Beethoven‟s Symphony no.4, the 

opening of Bruckner‟s Symphony no.4, and many of the early Haydn symphonies. 
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In transcriptions for horn ensemble, soft high entries can often be preceded by the note an 

octave below, or some other way of leading up to it. Two examples from Martinet 

transcriptions are given below: 

 

Figure 184: Preparation of high entry in first horn part of Carl Otto Nicolai (arr. Leigh 

Martinet), The merry wives of Windsor overture, mm. 21-26 

 

 

Figure 185: Preparation of high entry in first horn part of Gioacchino Rossini (arr. Leigh 

Martinet), The barber of Seville overture, 14 bars to 6 bars before rehearsal letter D 

 

 

Figure 185 shows one technique sometimes used to make attacking high notes easier: the 

inclusion of notes that are not part of the original. This is especially obvious in Lynsdale-

Nock‟s transcription of Satie‟s Gymnopédie no.3: 
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Figure 186: Preparation of high entry in Erik Satie (original orch. Debussy and arr. John 

Lynsdale-Nock), Gymnopédie no.3, beginning 
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Transcribed without transposition, the first entry of horn 1 (a
2
) would have been a likely risk 

factor in performance. Using the harmonic structure of the passage, Lynsdale-Nock included a 

safety net, though it does somewhat alter the character of the work.  

 

Many more examples could be presented here, but they would be as varied as the works and 

arrangers they are from. There is a general tendency to prepare high entries, sometimes even 

altering what is given in the original, but this should always be based on the underlying 

musical structure.  

 

6.2.4. Key 

 

The key of a work and associated key signatures can, and does have, major implications on 

the level of difficulty. Which key to use and to what degree changing the key changes the 

identity of the work is a matter of debate. The literature on arranging and orchestrating is 

generally in favour of adjustment as necessary: 

 

First, if the original music is in a remote key – say, for 

example, more than four sharps or flats – it is sometimes 

wise to choose a more comfortable and resonant key for the 

orchestral version (probably a half step higher if the piece is 

brilliant, a half step lower if it is not).  
 

And one does not have to have absolute pitch to object that 

altering the key of a work can destroy its characteristic color 

and flavor. Admittedly, the business of tampering with the 

composer‟s choice of key is questionable from an aesthetic 

standpoint. But the advantages to be gained from playing in a 

more grateful key are often impressive enough to justify 

transposition. (Kennan & Grantham, 2002, p. 188) 

 

The problem with changing the original key becomes apparent when a work includes an 

orchestral excerpt: 

 

Figure 187: Second horn part in my transcription of Ludwig van Beethoven, Fidelio overture, 

mm. 43-58 
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In this case I transposed Beethoven‟s original key from E major to E flat major. Not taking 

into consideration that possibly the whole of the overture would have sounded in E flat rather 

than in E in any case due to the different tuning systems used at the time, the advantages of a 

change in key become apparent when confronted with a passage transcribed in the original 

key like the one shown below: 

 

Figure 188: Extract arranged in the original key, Ludwig van Beethoven (arr. Armin Terzer), 

Fidelio overture, mm. 193-199 

 

 

Five sharps in the key and many accidentals in the parts, in my experience, usually only draw 

negative responses from the performers. In addition, the fingerings in B major are often 

awkward, involving combinations of the second and third fingers that may affect the tempo at 

which a particular passage (or the whole work) can be played.  
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Many of the works for horn ensemble are transcribed in a key other than the original, 

sometimes different even between arrangers. A list of examples is given below: 

 

Table 9: Examples of transposed transcriptions for horn ensemble 

Composer Title Arranger Key 

(orig) 

Key 

(arr) 

Bach, Johann Sebastian „Here yet awhile‟ from St. 

Matthew’s passion 

Martinet, Leigh Eb Bb 

Bach, Johann Sebastian Jesu, joy of man’s desiring Martinet, Leigh G C 

Bach, Johann Sebastian Jesu, joy of man’s desiring Sharp, Lorraine G C 

Beethoven, Ludwig van Fidelio overture Terzer, Armin E Eb 

Berlioz, Hector La fuite en Egypte overture Terzer, Armin f# f 

Brahms, Johannes Festive and memorial music, 

op.109 

Reynolds, Verne F Bb 

Elgar, Edward „Nimrod‟ from Enigma 

variations 

Jones, Christopher Eb Ab 

Faure, Gabriel „Libera me‟ from Requiem Martinet, Leigh F Eb 

Glinka, Mikhail Rusland and Ludmilla 

overture 

Bissill, Richard D Bb 

Grieg, Edvard Holberg suite Lynsdale-Nock, John D G 

Händel, Georg Friedrich „For unto us a child is born‟ 

from Messiah 

Jones, Christopher G F 

Händel, Georg Friedrich Music for the royal fireworks Jones, Christopher D F 

Holst, Gustav Ave Maria Singleton, Kenneth Eb F 

Mendelssohn-

Bartholdy, Felix 

Nocturne from A midsummer 

night’s dream 

Martinet, Leigh E Eb 

Mozart, Wolfgang 

Amadeus 

The marriage of Figaro 

overture 

Lynsdale-Nock, John D C 

Ravel, Maurice Menuet antique Terzer, Armin C F 

Rossini, Gioacchino Tancredi sinfonia Terzer, Armin A G 

Rossini, Gioacchino William Tell overture Terzer, Armin e c 

Satie, Erik Gymnopédie no.1 Lynsdale-Nock, John D G 

Satie, Erik Gymnopédie no.3 Lynsdale-Nock, John e a 
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Mozart‟s The marriage of Figaro overture, to name one example where different arrangers 

have chosen different keys to transpose to, is originally in D major, but transposed to C major 

in Lynsdale-Nock‟s, and E flat major in Turner‟s (horn quartet) version: 

 

Figure 189: Different transpositions of Wolfgang Amadeus Mozart (original, arr. John Lynsdale-

Nock, arr. Kerry Turner), The marriage of Figaro overture, m. 1 

 

 

Both versions work well, which shows that there is often more than one solution to selecting a 

different key if the original is deemed problematic. The literature suggests key adjustments in 

close proximity: 

 

Sometimes, for reasons of orchestral effectiveness, the 

orchestrator will transpose the original piano version. The 

key in F-sharp may be shifted up (or down) a half-step; the 

new key is more sonorous – including, as it does, several 

open strings – and is easier for the orchestral instruments. 

(Rogers, 1951, pp. 144-145) 
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In my experience, keys up to three flats and one sharp (in sounding pitch) are comfortable for 

hornists. Four flats and two, possibly three sharps might still yield good results, but anything 

beyond that will likely be met with suspicion from players. This gives the following options 

for transposition, in my personal order of preference, based on the preference of closely 

neighbouring keys: 

 

Table 10: Key change options 

Original key Key for horn in F # / b Transpose to # / b 

C major / A minor G major / E minor 1# Keep 1# 

C# major / A# minor G# major / E# minor 8# Enharmonic change to  

Ab major / F minor 

G major / E minor 

 

4b 

1# 

Db major / Bb minor Ab major / F minor 4b Keep 

G major / E minor 

4b 

1# 

D major / B minor A major / F# minor 3# Keep 

Bb major / G minor 

G major / E minor 

3# 

2b 

1# 

Eb major / C minor Bb major / G minor 2b Keep 2b 

E major / C# minor B major / G# minor 5# C major / A minor 

Bb major / G minor 

 

2b 

F major / D minor C major / A minor  Keep  

F# major / D# minor C# major / A# minor 7# C major / A minor  

Gb major / Eb minor Db major / Bb minor 5b C major / A minor  

G major / E minor D major / B minor 2# Keep 2# 

Ab major / F minor Eb major / C minor 3b Keep 3b 

A major / F# minor E major / C# minor 4# F major / D minor 

Eb major / C minor 

1b 

3b 

Bb major / G minor F major / D minor 1b Keep 1b 

B major / G# minor F# major / D# minor 6# F major / D minor 

G major / E minor 

1b 

1# 

Cb major / Ab minor Gb major / Eb minor 6b F major / D minor 

G major / E minor 

1b 

1# 

 

The preference of flat key signatures over sharp ones is mentioned in several books on 

orchestration and, in my experience, this very much exists among brass players. The reason 

why I have made two or three sharps the limit, while allowing four flats is independent from 

this issue. Thinking of the harmonic basis of Western classical music up to the middle of the 
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nineteenth century, the two main tonal centres used are the tonic and the dominant. In A flat 

major, passages in the tonic would have four flats, while those in the dominant only three. In 

A major, on the other hand, the tonic has three sharps, while the dominant has four. That 

means a work based on tonic and dominant with four flats or three sharps end up having the 

same number of accidentals. 

 

The above table has to be re-considered when it comes to works that are not predominantly in 

one key, most notably repertoire that has one section in minor, and then modulates not to the 

relative, but the parallel major. One such example is Rossini‟s William Tell overture: 

 

Figure 190: Parallel minor and major keys in Gioacchino Rossini, William Tell overture, 

beginnings of sections 1 and 4 

 

 

While the first three sections in E minor work really well, the final one in E major is a 

considerable problem on the horn. I have encountered few transcriptions for horn ensemble 

with five sharps, and, unless it is written for horn in E, much solo or other chamber repertoire. 

Options for close keys to transpose to instead are given in the table below. Note that the 

enharmonic key with least accidentals was used where applicable: 
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Table 11: Key change options for works in parallel major and minor keys 

Original key Key for horn in F # / b Transpose to # / b 

C major / C minor G major / G minor 1#, 2b Keep 1#, 2b 

Db major / C# minor Ab major / G# minor 4b, 5# G major / G minor 

A major / A minor 

1#, 2b 

3#, 

D major / D minor A major / A minor 3#,  Keep 3#, 

Eb major / Eb minor Bb major / Bb minor 2b, 5b Keep 

A major / A minor 

2b, 5b 

3#, 

E major / E minor B major / B minor 5#, 2# C major / C minor 

A major / A minor 

    , 3b 

3#, 

F major / F minor C major / C minor     , 3b Keep     , 3b 

Gb major / F# minor C# major / C# minor 5b, 4# C major / C minor 

D major / D minor 

    , 3b 

2#, 1b 

G major / G minor D major / D minor 2#, 1b Keep 2#, 1b 

Ab major / Ab minor Eb major / Eb minor 3b, 6b D major / D minor 2#, 1b 

A major / A minor E major / E minor 4#, 1# Keep 

F major / F minor 

D major / D minor 

4#, 1# 

1b, 4b 

2#, 1b 

Bb major / Bb minor F major / F minor 1b, 4b Keep 1b, 4b 

Cb major / B minor Gb major / F# minor 6b, 3# G major / G minor  

F major / F minor 

1#, 2b 

1b, 4b 
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Transposing to the nearest key is not always the best option though and this again very much 

depends on the nature of the work. In the case of the William Tell overture, the highest 

passage in the original key would have been the following: 

 

Figure 191:  Highest passage in original transposition of Gioacchino Rossini (arr. Armin Terzer 

for 4 horns) William Tell overture, mm. 404-411 

 

The work is in E minor/major, therefore B minor/major for horn in F. Transposing up a semi-

tone, or down a tone would have done little to make this passage easier to play without 

resorting to octave transposition. In this case I chose C minor/major, that is, G minor/major 

for horn in F, effectively putting everything a major third down: 

 

Figure 192: Better key and better range for Gioacchino Rossini (arr. Armin Terzer for 8 horns), 

William Tell overture, mm. 417-422 
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The new peak is at d
3
, which is within the extended range of the horn. This example illustrates 

how the choice of key may depend on more than just the number of accidentals in the key 

signature. 

 

An additional option is to simply transcribe the original in C as if it were already in F. One 

such example was given above in Figure 186: Preparation of high entry in Erik Satie (original 

orch. Debussy and arr. John Lynsdale-Nock), Gymnopédie no.3, beginning. This is especially 

popular when the original is in C major / A minor, and has a range compass that is ideal for 

the horn: 

 

Figure 193: Not transposed transcription of Claude Debussy (original and arr. Armin Terzer), Le 

petit négre, beginning 
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The written range in this work happens to be D to c
3
, which is ideal for a horn ensemble. 

From the works featured in Table 9: Examples of transposed transcriptions for horn ensemble 

above, the following use this kind of transposition: 

 

Table 12: Directly transcribed works not taking transposition into account 

Composer Title Arranger Key 

(orig) 

Key 

(arr) 

Bach, Johann Sebastian Jesu, joy of man’s desiring Martinet, Leigh G C 

Bach, Johann Sebastian Jesu, joy of man’s desiring Sharp, Lorraine G C 

Brahms, Johannes Festive and memorial music, 

op.109 

Reynolds, Verne F Bb 

Elgar, Edward „Nimrod‟ from Enigma 

variations 

Jones, Christopher Eb Ab 

Grieg, Edvard Holberg suite Lynsdale-Nock, John D G 

Händel, Georg Friedrich „For unto us a child is born‟ 

from Messiah 

Jones, Christopher G F 

Ravel, Maurice Menuet antique Terzer, Armin C F 

Satie, Erik Gymnopédie no.1 Lynsdale-Nock, John D G 

Satie, Erik Gymnopédie no.3 Lynsdale-Nock, John e a 

 

If the original work is not in a key suitable for the horn ensemble, it is very likely the arranger 

will choose a neighbouring one, even if it includes orchestral excerpts. Some examples were 

given in Table 9 and Table 12 above, with my transcription of Beethoven‟s Fidelio overture, 

Jones‟ transcription of Händel‟s Music for the royal fireworks and Martinet‟s transcription of 

Mendelssohn‟s Nocturne from A midsummer night’s dream being good examples of works 

that contain transposed orchestral (horn) excerpts. 

 

Nonetheless, it is my strong belief that transposition should be avoided whenever possible, 

and not simply done for convenience. The main advantage of a transcription in the original 

key is that individual players can learn parts in the correct tonal context. This is especially 

important for any students aspiring to an orchestral position and particularly so when the work 

contains important orchestral excerpts. Moreover, having transcriptions in the original key 

enables players to practise their parts with a recording (which can be very helpful to students). 

This will allow them to learn the style and inherent intricacies of the music while playing 

along, which is much to be preferred over learning the notes out of context.  
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6.3. Complete work, part (movement), suite, or medley 

 

The standard approach to transcribing is to transcribe a work in its entirety, as can be seen 

from the available repertoire. Obviously this is not an issue for short works, but one that arises 

with some extended orchestral repertoire. Thus the question for the arranger may be whether 

to transcribe the work in an abridged form or to simply avoid doing an transcription at all. 

Their relative brevity makes overtures very popular sources for horn ensemble arrangers 

which is why a composer like Rossini has been transcribed so frequently. When an extensive 

work is at hand, the simplest way to shorten it is to select a section or movement from it. 

Several examples are given in Table 13 below: 

 

Table 13: Transcriptions of sections or movements of extensive orchestral works 

Composer Title Arranger 

Bach, J. S. Fugue from Motet no.1  Martinet, Leigh 

Bach, J. S. „Here yet awhile‟ from St. Matthew’s passion Martinet, Leigh 

Beethoven, L. v. Symphony no.3, 3
rd

 movement Campbell, Keith 

Beethoven, L. v. Symphony no.3, 4
th
 movement Campbell, Keith 

Beethoven, L. v. Symphony no.5, 1
st
 movement Campbell, Keith 

Beethoven, L. v. Symphony no.5, 1
st
 movement Jones, Christopher 

Beethoven, L. v. Symphony no.7, 1
st
 movement  

Beethoven, L. v. Symphony no.7, 2
nd

 movement Jones, Christopher 

Brahms, J. Finale from Symphony no.3 Robinson, Bernard 

Elgar, E. „Nimrod‟ from Enigma variations Humphries, John 

Elgar, E. „Nimrod‟ from Enigma variations Jones, Christopher 

Faure, G. „Libera me‟ from Requiem Martinet, Leigh 

Händel, G. F. „For unto us a child is born‟ from  Messiah Jones, Christopher 

Händel, G. F. „Hallelujah‟ chorus from Messiah Agrell, Jeffrey 

Holst, G. Mars from The planets Shafer, Mort 

Holst, G. Uranus from The planets Shafer, Mort 

Mendelssohn-Bartholdy, F. Nocturne from A midsummer night’s dream Martinet, Leigh 

Mendelssohn-Bartholdy, F. „O rest in the Lord‟ from Elijah Shaw, Lowell E. 

Mendelssohn-Bartholdy, F. Symphony no.4, 3
rd

 movement Sharp, Lorraine 

Mendelssohn-Bartholdy, F. Nocturne from A midsummer night’s dream Martinet, Leigh 

Prokofiev, S. March from The love for the three oranges Shafer, Mort 

Rimski-Korsakov, N. „Procession of the nobles‟ from Midas Emerson, James 
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Schumann, R. Symphony no.3, 2
nd

 movement Gabler, Friedrich 

Schumann, R. Symphony no.3, 4
th
 movement Jones, Christopher 

Stravinsky, I. Finale from Firebird Shafer, Mort 

Stravinsky, I. “Nannies‟ dance‟ from Petrouchka Shafer, Mort 

Wagner, R. „Feuerzauber‟ from the 3
rd

 act of  

Die Walküre 

Legat, Gunther 

Wagner, R. „Siegfried‟s funeral march‟ from  

Die Götterdämmerung 

Jones, Christopher 

Wagner, R. „Siegfried‟s funeral march‟ from 

 Die Götterdämmerung 

Shafer, Mort 

Wagner, R „Siegfried‟s Rhine journey‟ from  

Die Götterdämmerung 

Payne, Richard 

Wagner, R „Siegfried‟s Rhine journey‟ from  

Die Götterdämmerung 

Shafer, Mort 

 

As can be seen in Table 13 above, much repertoire of this kind exists and represents a 

significant portion of the transcriptions for horn ensemble.  

 

Similar to the selection of individual sections or movements, the creation of a suite of pieces 

is fairly easy to approach. Several examples of suites found in the horn octet repertoire are 

given below: 

 

Table 14: Transcriptions of suites from extensive orchestral works 

Composer Title Arranger 

Bizet, G. Carmen suite Turner, Kerry 

Bizet, G. L’Arlesienne suite Terzer, Armin 

Faure, G. Three pieces from Dolly suite Robinson, Bernard 

Grieg, E. Holberg suite, Prelude and three dances Lynsdale-Nock, John 

Grieg, E. Norwegian suite Carr, Cynthia 

 

As can be seen from the titles, several of the works are already in suite format in the original 

version, and the others (Carmen and L’Arlesienne) also exist in orchestral suite arrangements. 

Transcribing works of this kind amounts to little more than working on a number of 

individual pieces, and therefore does not represent any additional major challenges. 

 



 

 

 

 

235 

A more difficult approach is the creation of a form of medley, with various sections of a 

larger work strung together into one continuous piece. There are several arrangements of this 

kind available: 

 

Table 15: Arrangements of medleys from extensive orchestral works 

Composer Title Arranger 

Bruckner, A. Symphonie Nr.8 (Suite) Janezic, Florian 

Bruckner, A. Remembering the 7
th
 symphony Legat, Gunther 

Humperdinck, E. Hänsel und Gretel Phantasie Stransky, Lars Michael 

Humperdinck, E. Im finsertn Wald (Hänsel und Gretel Phantasie) Janezic, Florian 

Strauss, R. Capriccio suite Terzer, Armin 

Strauss, R. Daphne suite Terzer, Armin 

Wagner, R. Tannhäuser fantasy Ashworth, Bob 

Wagner, R. Rheingold Fantasie Klier, Manfred 

Wagner, R. Lohengirin-Fantasie Stiegler, Karl 

Wagner, R. Siegfried-Fantasie Stiegler, Karl 

 

It is interesting to note that the focus in these kinds of arrangements is on large-scale German 

operas, possibly because the original format is similar (a more or less continuous stringing 

together of musical ideas). When preparing an abridged version of a work, the first step is to 

identify the parts that are to be included. In the case of arrangements for horn ensemble, often 

this may depend on which passages need to be excluded (usually because they are too 

difficult to play or adapt to the new medium). From then onwards there are different, equally 

valid approaches, so I will limit the rest of the section to outline an example from my own 

practice. 

 

My next step is to find common harmonic ground, ideally a dominant-tonic relationship or 

common note/chord, which allows for a smooth, coherent and convincing transition between 

the selected passages. There are many ways to do this, so I will only show some examples 

here I have successfully used in one of my own arrangements: passages from Strauss‟ Ein 

Heldenleben. In arranging this work, I first listened to a recording to identify the technically 

less challenging parts. The first section is difficult, but in an arrangement for twelve horns is 

indeed playable. The first cut becomes necessary when the theme of the adversaries starts 

after figure 13, due to the wide thematic leaps: 
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Figure 194: The hero’s adversaries theme 

 

 

Looking ahead in the score, the beginning of the hero‟s companion section would be well-

suited for horn ensemble. In this case it is fortunate that the first section ends on the dominant 

of the following: 

 

Figure 195: Hero section, ending in the dominant (B flat major) of the companion theme 
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Figure 196: Beginning of the companion section (E flat major) 
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In the arrangement this can be taken advantage of by simply piecing the two together: 

 

Figure 197: Stringing harmonically related (dominant – tonic) sections together 
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Quite soon after, the solo violin part becomes too difficult to transcribe effectively for the 

horn and again a cut has to be made. There are various options but I opted for the slow section 

starting at figure 35: 

 

Figure 198: Cut from after figure 23 to figure 35 
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The common harmonic ground here is the f#
2
 in the solo violin, which enharmonically can be 

read as gb
2
. This (G flat major) is the key of the section starting at figure 35, and with a 

dominant chord in the first bar confirms the modulation. So instead of using F sharp major to 

move to B major (as in the original), the held note is interpreted as the tonic rather than the 

dominant. Again this allows for the direct stringing together of the passages: 

 

Figure 199: Stringing harmonically related (enharmonic tonic – tonic) sections together 
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Sometimes passages repeat in almost identical fashion, which allows for making a cut without 

any adjustment needed: 

 

Figure 200: Cutting sections enclosed by the same material 

 

 

The chord on the upper left side, before figure 41 is exactly the same as the one at the bottom 

before figure 42, and so harmonically there is no difference between the two places. As the 

material in between contains the technically challenging adversaries‟ theme, this is an easy to 

do and very useful cut. 
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The final example involves some harmonic adjustment: 

 

Figure 201: Cut between after figure 44 and after figure 75 
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The key to this cut is to re-write the arpeggio in the bass clarinet, horns and cellos to lead 

towards the recapitulation of the hero‟s companion introduction in E flat major. On a closer 

look the arpeggio is very similar to B flat major, so with a small modification of the 

accidentals (D natural instead of D flat, or A natural instead of A flat in the horns) it can be 

changed into a dominant chord: 

 

Figure 202: Harmonic adjustment in the cut between after figure 44 and after figure 75 

 

 

In combination with the omission of the harmonically unsettling pedal note (Gb), we have a 

clear modulation into the new key. 
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Selecting passages from works and stringing them together in a way that is musically 

convincing can make symphonic repertoire accessible to a much larger number of performers. 

With the possibility to exclude passages that are too challenging to play on the horn, but still 

featuring key sections of a large-scale work, cuts, if done well, can be seamless and effective. 

If it is the only way to make an arrangement viable, it remains a better option than simply 

avoid transcribing the work altogether. 

 

Having laid out my approach to transcribing symphonic repertoire for eight horns in the 

previous chapters, the following chapter will put these concepts into context in a detailed case 

study of my transcription of Weber‟s Der Freischütz overture. 
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Chapter 7: The transcription process – a case study 

 

This chapter illustrates how the theoretical concepts outlined previously may be applied 

specifically by examining the actual transcription process in practice through a case study. 

Every arranger has a different approach, and this also varies depending on the work: 

 

The first consideration in planning an orchestral score 

should be of purely musical values. What is the style of the 

music? Is it homophonic or polyphonic? Are its stylistic 

patterns characteristic of a certain period? What is the 

harmonic texture? When these characteristics have been 

properly judged, actual planning of the score can start. 

(Wagner, 1959, p. 5) 

 

While Joseph Wagner refers to the process of orchestrating rather than transcribing, the 

concepts are similar: First it is necessary to identify how a piece works, to then be able to 

effectively judge how it may work in a transcription for horn ensemble. 

 

This study does not attempt to show all the possible ways to approach a transcription for horn 

ensemble, but instead will present one case study in detail that is representative of my 

practice. Other arrangers may do the steps in a different order, omit some of the steps that I 

take and perhaps insert others. Some may think through each step at length in advance, while 

others may be more inclined to “make it up as they go along”. In fact, while my own practice 

is laid out in great detail in this chapter, many of the thought processes are somewhat 

automated now and are reduced to a very short time frame. The decision about what to 

transcribe may take a fraction of a second, the finding of the source material usually involves 

a walk to the library, the hardware and software setup for me is pre-existing, and the scanning 

of the score for passages difficult to adapt and assessment of viability for transcription may 

happen within a few minutes. Once these matters are in place, the actual transcribing of a 

piece such as Der Freischütz overture may take me about 20 hours. For other arrangers and 

other works it might be considerably shorter or longer. Despite the fact that every work is 

inherently different, it is my hope that this case study will nevertheless cover most, if not all, 

of the important aspects of the process. 

 

Information about Der Freischütz is readily found in the literature and online, so I will omit 

the details here. To transcribe the overture was a thought that just came to me one day in early 

December 2009. I had never played it in the orchestra before, though knew it well from 
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recordings and from practicing the fourth horn excerpt. The core idea was to transcribe the 

four-horn excerpt and perhaps do a version of the hunter‟s chorus as well. At that point I had 

not done a transcription for some months, and so decided it would be good practise, and could 

possibly be tested in rehearsal, if not public performance, once the academic year 

recommenced in early March 2010.  

 

I used one of the Heugel miniature scores that also contain the Euryanthe and Obéron 

overtures. Looking through the whole work thoroughly, I made a few observations: 

 

 The key is C major / C minor 

 There is no percussion 

 There is a standard orchestral excerpt that can be integrated 

 There are many passages with sparse texture 

 The maximum number of individual voices is eight 

 The highest note in the strings is an a
3
, though that line is doubled an octave below. The 

next highest note I would want to include is a g
3
, and there are only three of them, plus 

one f#
3
 

 The only extended techniques are string tremolo and pizzicato 

 No instrumental parts contain passages that are not playable on the horn 

 The timpani part doubles the bass line throughout 

 There are many passages with clearly separated melody and accompaniment 

 The brass plays mostly chords 

 The woodwinds double the strings most of the time 

 

The key of the original works very well for the horn ensemble: for horns in F, C major is G 

major, which only has one sharp in the key.  The parallel minor key, G minor, has two flats in 

the key, which makes this combination of keys ideal (refer to Table 11: Key change options 

for works in parallel major and minor keys for other options). C major also implies that the 

lowest essential note is G, the fundamental of the dominant. A G for horns in F is a D, which 

is within the extended range established earlier. The highest essential note I found to be g
3
, 

which is d
3
 for horn in F, and also within the said range. This means the key signatures and 

range will not be a problem in this transcription. 

 

The next step was to determine the number of players required. Written in 1821, Der 

Freischütz overture is widely recognised as landmark of early German romanticism in music, 

so one could assume that much of it would be based on four-part harmony. However, on 
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examining the score, it became evident that more than four horns would be needed. While 

including some sparse texture that can be used to give every player rests, as noted above, the 

maximum number of voices playing at the same time is eight, which is ideal for a 

transcription for eight horns. This also works well for the integration of the orchestral excerpt, 

with one quartet playing the original horn parts, and the other the orchestral accompaniment. 

 

In terms of how much adaptation needs to be done, many of the observations above are 

fortuitous: There are no percussion parts in this overture, the timpani always doubles the bass 

line, and the strings only use tremolo and pizzicato. Rapid passages are playable on the horn, 

and there is only one theme in the violins that needs division. Also, the brass adds little to the 

melodic material of the work, and the same can be said for the woodwinds, which either 

double the strings or alternate with the same material.  

 

These seemingly simple observations confirm that a transcription of Der Freischütz overture 

is not just possible, but also very likely to be playable, effective and attractive. 

 

7.1. Ensemble division and setup 

 
I usually use a standard octet division into two orchestral sections and in this case there are 

additional reasons why this works well. For one, the original excerpt can easily be integrated. 

I tend to leave excerpts in the same numbered part as in the original, in this case horns 1-4: 

 

Figure 203: Excerpt in the same numbered part as in the original, mm. 14-18 
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In addition, most of the work consists of a contrast of melody and accompaniment, which 

would benefit from a similar treatment in the horn ensemble: 

 

Figure 204: Melody and accompaniment contrast, mm. 42-46, mm. 113-119, mm. 158-162 
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In addition to this general separation into sections, I also use varying other divisions to mix up 

the aural and visual feel of the transcription. In the case of Der Freischütz overture, there are 

features for adjacent pairs (for the themes in octaves), low and high voices (most notable in 

the opening), and several instances of line transferral. 
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Figure 205: Adjacent pairing, mm. 42-46 

 

 

Figure 206: Low and high pairing, mm. 1-8 
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Figure 207: Line transferral, mm. 145-149 

 

 

The setup of the ensemble is usually not specified, as there are many extra-musical factors 

that have to be considered (such as available performance space). All my transcriptions are 

done with a straight line setup in mind though, so this is the preferred option.  

 

7.2. A priori transcribing decisions 

 
All my arrangements are transcriptions, with as few simplifications as possible and necessary, 

and in this regard my transcription of Der Freischütz overture is typical. A quick look through 

the score helps identifying the passages that may create difficulties: 

 

Figure 208: Potential difficulty: Extended (low) range, mm. 1-6, double bass 

 

 

Figure 209: Potential difficulty: Pizzicato, mm. 26-27, double bass 
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Figure 210: Potential difficulty: String tremolo, mm. 30-36, strings 

 

 

Figure 211: Potential difficulty: High entry, mm. 61-64, violin 1 

 

 

Figure 212: Potential difficulty: Extended (high) range, mm. 78-80, violin 1 

 

 

Figure 213: Potential difficulty: Continuous rapid passage, mm. 81-85, violins 

 

 

Figure 214: Potential difficulty: Rapid scale, mm. 86-90, violin 1 

 

 

Figure 215: Potential difficulty: Rapid passage with leaps, mm. 145-148, violin 1 

 

 

Figure 216: Potential difficulty: Repeated notes in rapid arpeggio, mm. 279-284, violin 1 
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Figure 217: Potential difficulty: Extreme range, mm. 326-330, violins 

 

 

If solutions to these problems can be found, it is very likely the transcription will be playable 

and effective. A list of techniques used is given below, details of which can be found in the 

appropriate sections in chapters 4-6: 

 

 Figure 208: Potential difficulty: Extended (low) range 

 Use extended range: D 

 Figure 209: Potential difficulty: Pizzicato 

 Notate with staccato dot, and possibly mark pizz. 

 Figure 210: Potential difficulty: String tremolo 

 Use mute, and for greater effect colour trill (in selected passages) 

 Figure 211: Potential difficulty: High entry 

 As it is not a soft entry in a delicate spot, this should not be a problem 

 Figure 212: Potential difficulty: Extended (high) range 

 Use extended range: d
3
 

 Figure 213: Potential difficulty: Continuous rapid passage 

 Distribute between parts (leading towards the down-beat as there are no phrase-offs) 

 Figure 214: Potential difficulty: Rapid scale 

 Notate exactly the same way, so that the effect will be that of a fingered glissando 

 Figure 215: Potential difficulty: Rapid passage with leaps 

 Distribute between parts (without downbeat, as the segments are phrased off) 

 Figure 216: Potential difficulty: Repeated notes in rapid arpeggio 

 Omit repeated notes, they are not necessary to reproduce the effect 

 Figure 217: Potential difficulty: Extreme range 

 Transpose an octave downward and double that line 

 

This set of solutions show that the orchestral version of Der Freischütz overture does not 

contain any material that cannot successfully be adapted for the horn ensemble. 

 

In general it is evident that much of the musical material is not only possible but will work 

easily and well for horns.  The meters are straight forward (C, ¢), and the main difficulty (in 
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my experience this is often the case for student ensembles) lies in the syncopated rhythm. The 

question whether to transcribe the complete work or selections only does not really pose itself 

in this instance. The overture is just over ten minutes long which is ideal for a work for horn 

ensemble. The use of mutes can be used to approximate the string tremolo, however, there is 

no need for hand-stopping as an effect (and I do not support including it for its own sake). 

 

Regarding the key, the two main tonal areas of C major and C minor, as shown in Table 16, 

are ideal: 

 

Table 16: Accidentals in parallel major and minor keys of C 

Original key Key in F # / b Transpose to # / b 

C major / C minor G major / G minor 1#, 2b Keep 1#, 2b 

 

This also means that the standard orchestral excerpt contained in the introduction can be kept 

in its original form which again is preferable to transposition.  

 

The range, as said above, lies within D and d
3
, which can be considered standard. Ultimately 

the individual parts will be found to lie within very standard ranges: 

 

 Horn 1: f# - d3 

 Horn 2: G - e2 

 Horn 3: c - b2 

 Horn 4: D - e2 

 Horn 5: d - c3 

 Horn 6: G - e2 

 Horn 7: d - b2 

 Horn 8: D - e2 

 

7.3. Transcribing process: Overview 

 
In simplest terms, my transcribing process could be described as identifying the individual 

voices, crossing out doublings, and then assigning the lines to each part in the ensemble. 

Chapters 3-6 outlined what has become my basic template, which I now do not consciously 

have to think about while transcribing a work. Only when passages present a problem, or I 

think the transcription might benefit from some extraordinary treatment, does the flow of the 

process stop. This is mostly the case with chord spacing, check-ups on the effective 
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distribution of rests and instances where there are more notes in the original than voices 

available (which can happen if all voices are tied up in melodic lines that do not happen to 

include all notes of a particular chord). 

 

My first step is to copy the score and have yellow marker and pencil ready for the 

identification of lines. A typical page looks as follows: 

 

Figure 218: Marked score page, mm. 71-77 
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What is interesting to note is that the number of individual voices, given at the bottom of the 

page, does not necessarily correspond with the thickness of texture. The four bars of tutti 

therefore will need doubling in order to properly represent this. What follows is an in-depth 

discussion of decisions made in the process of transcribing Der Freischütz overture. 

 

7.4. Transcribing process: In detail 

 
The best way to follow this section is to have the side-by-side original and transcription score 

(Appendix E) open for reference. 

 

Bars 1-8: Introduction 

 

The first eight bars present a typical doubling issue: Basses and second bassoon, cellos, 

violas, first bassoon and second clarinet, and violins, first clarinet and flutes play the same 

pitches. The reason why I am reading the score in the order of strings, woodwinds, brass, and 

lastly percussion is because that is the most likely order individual musical lines may be 

found (in music of this kind). The doubling means there is one distinct line doubled an octave 

lower, followed by a single line in the first violins. Technically only two players would be 

needed for the whole eight bars, but in this case I preferred to involve and present the whole 

ensemble as a way to provide a stronger and more convincing start. Also, looking ahead to bar 

5, there is a G in the bass, which means a D for horn in F. That is at the extreme low end of 

the range and having it doubled will probably give more confidence to whoever might be 

playing the part. If the low octave is doubled though it is necessary to also double the high 

one so as a result four players are used in bars 1-2, and 3-4.  

 

The whole passage has been transposed a fourth downward, as is the standard established 

earlier, except for the second bassoon line (and the basses‟ octave displacement is ignored). 

Wallendorf, in his arrangement of selections from the opera, takes a different approach, 

transposing the violin parts a fifth upward, which is equally valid. Transposing everything 

downward means there are basically four low parts, which is ideal for the low and high 

distribution. Horns 2 and 6 therefore get the upper part, and horns 4 and 8 the lower one. This 

spreads the sound across the ensemble. Bars 3-4 could be done by one player, but in this case 

I doubled the line to involve everybody, a way to present the whole ensemble to the audience 

from the start. With only two parts (and in unison), I prefer to keep them closer together, 

which means horns 1 and 3 for the first statement, and 5 and 7 for the second. As a result, 
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within the first eight bars of the transcription, one end of the extended range is established, all 

the players have been presented and the octave relations have been kept intact. 

 

Looking at the transcription closely, the dynamics are the same as in the original. Rather than 

a balancing of sound between the orchestral sections, these dynamics suggest that this was the 

effect Weber was after and so will work well transcribed directly. This holds true for most of 

the rest of the work. Note also the use of bass clef in bar 5 in horns 2 and 6, and bar 8 in horns 

5 and 7. Following the sometimes adopted procedure of changing clef either side of the note f, 

the four bars would have looked like this: 

 

Figure 219: Ineffective use of clefs, mm. 4-8 

 

 

This does not just clutter the page in the score but also interrupts the line with the placement 

of a symbol (especially in horns 5 and 7 who simply move down a tone). Keeping the sense of 

line both aurally and visually is one of my top priorities at all times. 

 

Another feature that can be seen on the first page of the transcription is the change of 

transposition in horns 3 and 4. This is done in preparation for the original orchestral excerpt. 

The indication of change is given as soon as the last note in the previous transposition has 

been played, so the performer knows what is going to happen and has as much time as 

possible to get ready. Later on there will be a similar example for the use of mutes. 



 

 

 

 

258 

Bars 9-24: Solo quartet and accompaniment 

 

Page 2 poses the first problem in terms of line reduction. Four horns in the transcriptions are 

tied up with the solo excerpt and there are up to six notes in the string parts. The violins are 

essential, containing the moving parts, so two more voices are occupied. This means violas, 

cellos and basses have to be reduced to two notes. The whole of the double bass line is 

doubled in the cellos, so it can simply be omitted. Looking at the violas, the lower note in the 

double stop, C, is doubled in both cellos and basses throughout. Also, in bar 13, both the G 

and C are doubled, so all of these can be omitted without sacrificing any essential notes. What 

remains are the top viola and cello lines. 

 

With all harmonic material identified, the question arises how to distribute it. Looking at the 

whole section, bars 9-24, there are two parts (violins) moving all the way through, another 

one with the bass, and the remaining one with harmonic filler. Always making sure that no 

part gets monotonous, I decided to swap every four-bar phrase, so horns 5-6 and 7-8 alternate. 

The long notes are spaced widely so as to give the moving parts as much space as possible. 

Also, in bar 9, horn 8 plays the octave slur in the cellos rather than the sustained note of the 

double basses: this ensures that the texture is widened once the solo horns enter, creating the 

effect of expansion. The reason I omitted the slur was to guarantee a clean and timely landing 

on the G, so as not to draw attention away from horns 3 and 4. 

 

The accompaniment figure in the violins poses another problem: the intervals are wide, which 

could result in unclean slurs. This may draw too much attention to what is not essential, so I 

only kept the lower line intact: 

 

Figure 220: Division of and omission in accompaniment figure, mm. 9-13 

 

 

The phrasing bow is retained to imply the figure that has been altered. I have also reinforced 

the importance of this figure by adapting the dynamics (with p instead of pp in the moving 

part). The swapping of the upper and lower moving parts between horns 5 and 6 ensured the 

continuity of the figure, so that the need to take a breath does not cause an interruption. It also 
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means that one player is not working noticeably more than the others, which would go against 

the desired equality between the eight horn parts. 

 

Bar 13, in horn 8, is a combination of the cello and double bass parts, omitting the octave 

displacement. The reasons for this have been outlined earlier. Bar 10 in horn 4 shows another 

important notational feature that improves legibility: the placement of the clef after a change 

directly at the beginning of the bar just before the new entry occurs.  

 

Similar harmonic part reduction as outlined before occurs for the remainder of this segment 

and the accompanying parts swap every four bars. In bar 22, for the first time, there are more 

individual notes than instruments available: F in the cellos, C and A in the violas. In a case 

like this, usually the fifth of the chord (C) is omitted. In addition: 

 

 F is the fundamental of the chord and therefore essential 

 A and C are covered in the solo horns (a
1
 and c

2
) 

 C is also included in the violin accompaniment figure 

 

As a result the transcription has F (C) and A (e
1
) in horns 5 and 6.  

 

This section could have been transcribed as a stand-alone extract, and would be quite 

effective to have concluded with a sustained C major chord in bar 25. 

 

Bars 25-36: String tremolo and cellos solo 

 

In bar 25 the first of several tremolo sections occurs. The first step is to again identify the 

lines: there is an extended cellos solo, pizzicato A‟s in the double bass, and three individual 

notes in violins and violas, two of them doubled in the clarinets (and one in the first bassoon 

in bar 28). While bars 30-33 look more complicated, seemingly containing more notes, in fact 

they also can be reduced to three parts (Db, F, Ab).  

 

In bar 25, after the solo quartet has finished playing, the strings enter with a pp tremolo. Any 

attempt to create a special tremolo effect on horns, however, would not be advisable here as it 

would unnecessarily draw attention away from the bass pizzicato that is in fact the main 

feature. A change of colour, on the other hand, is very effective and the use of mutes also 

helps to bring out the pp. In bar 24, the con sord. indication in horns 5-7 happens as soon as 

the previous note is played and the same applies to horns 1-3 in bar 25. Being basically one 
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phrase for the whole 11 bars with chord changes, I decided to change players every bar. This 

could equally well have been done every two or more bars. Here it is important to include the 

downbeat of the next bar, not for rhythmic reasons, but to ensure the smooth takeover by the 

next player. This is sometimes indicated with just a tie: 

 

Figure 221: Alternative way to notate connecting chords, mm. 24-29 

 

 

The problem with using this notation here is that the chord actually changes, so while it can 

be done between bars 26 and 27 it does not work between bars 25 and 26. 

 

As six muted players are needed to alternate on the three-part chords, there are two left for the 

main material. Horn 4, having just played the solo, gets a bar rest (26), while horn 8 covers 

the bass pizzicato. In order to give horn 8 some solo line as well, I swapped the two parts in 

bar 29. The low parts are the most difficult to make interesting, so with an excerpt in horn 4 

and these following eight bars in horn 8 the transcription has gone some way towards 

compensating for this.  

 

Details to note in the transcription are the adaptation of the dynamics in horn 8 in bar 26 (p 

instead of pp), and the omission of a mute in horn 4 from bar 31 onwards. This better supports 

the solo line and compensates for the low range horn 4 is in. In bars 33-34, because the 

diminuendo originally goes over two bars (from ff to pp), I had to specify the mid-point: 

 



 

 

 

 

261 

Figure 222: Identifying the mid-point in a diminuendo 

 

 

Lying somewhere between mf and mp, I chose mf. Had it been a crescendo from pp to ff, I 

would have written an mp.  The reason for this is that both ways the effect should start slowly 

and increase in intensity towards the end. At the end of the section there are indications of 

senza sord., showing the player what to do immediately after the last note is played. 

 

Bars 37-60: Molto vivace 

 

Bars 37-41 are the perfect example of applying the orchestral part distribution in a horn 

ensemble. With horns 5-8 playing last in the section before, and with horn 8 tied over into bar 

37, horns 1-4 are the logical choice. Violin 1 is given to horn 1, violin 2 to horn 3, viola to 

horn 2 and cello to horn 4. The reasons why in this instance the transposition is a fifth upward 

rather than a fourth downward were explained earlier. They are, for one, keeping the octave 

relations, but even more importantly the avoidance of too many voices in the low register: 

 

Figure 223: Ineffective use of tessitura, mm. 37-41 

 

 

The passage, as shown in Figure 223, would potentially have had little rhythmic definition 

and would have also raised issues with intonation. As it is in the actual transcription, the 

tessitura is ideal for horns 1-3, which also means the important bass line can be distinguished 

more easily.  

 

The syncopated figure is often problematic, especially when the downbeat is not re-stated 

every bar. While at the beginning the syncopation feels natural, many players struggle with it 

from the second bar onwards. Dividing the figure between the quartets in the ensemble is one 
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way of trying to avoid this. Note how again in bar 42 the parts lead towards the downbeat, 

where horn 7 picks up.  

 

Changing from four parts in bar 41 to five (but with an implied sixth) in bar 42 requires 

careful attention (the second bassoon line is omitted as it is doubled in the cellos). Having 

decided that horns 5-8 should take over the accompaniment figure, two players need to be 

selected to present the theme in the clarinets. Looking at the first few bars, horn 3 is a good 

choice as there are only three previous bars of accompaniment in that part and, moreover, the 

f#
1
 in bar 41 is the leading note to the tonic of the theme it then takes over. For the octave 

doubling there are two options: horns 2 or 4. In this case horn 4 is a better choice, as it is 

coming out of straight crotchets (rather than off-beats).  

 

Again there is a small detail to work out: having omitted the first violin part due to it being 

doubled in the second violins, therefore drawing more attention to the introduction of the 

main theme, in bar 43 the last quaver is different in the two parts. This means that either the 

isolated quaver has to be written into one of the parts or omitted. The chord is G
7
 in first 

inversion, with the B in the cellos on the downbeat, the F in the violas on the off-beat, the G 

in the second violins on the off-beat, and the D in the clarinets on the downbeat. This means 

all the notes are present somewhere, and the fifth is often the least essential note of the chord. 

As a result it can be omitted here, and a potentially awkward moment for one of the players, 

having had to come in seamlessly on the weakest spot of the bar, has been avoided: 

 

Figure 224: Awkward part writing, mm. 42-44 

 

 

In bar 46 two new elements occur in the oboe, clarinets and horns. The oboe and first bassoon 

line is strong enough on its own but, to hear the accented minim creating a diminished chord, 

I opted for doubling. Also, this figure becomes the new accompaniment figure in bars 47-49, 

so this way of underlining it is justified. With horns 5-8 still tied up with the accompaniment, 

this material is given to horns 1-4 and continued until a suitable spot to mix the distribution 

around occurs. 

 

With the accompaniment figure introduced in bar 46 and confirmed in 47, the focus shifts 

entirely to the oboe/first bassoon motif now doubled in the second violins. This change in 

focus and colour could have been achieved by unison doubling, but I thought it would be 

more effective to add an octave (higher). The arpeggio in bars 47 and 49 in the first violins, 
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on the other hand, had to be given to the third horn (being the only player not occupied at that 

point). The accompaniment figure could again have been reduced to three parts but I 

continued doubling the bass to represent the discrepancy in volume between horns, cellos and 

basses against clarinets, first violins and violas. Horn 5 is the part with the rests here which is 

quite common in my transcriptions: There are usually more rests in horns 1 and 5, as the high, 

solo passages frequently assigned elsewhere to those parts are more demanding overall in 

terms of endurance. 

 

Bars 50-60 were easy to arrange and only required the identification of individual lines. There 

are five in the first two bars and four in most of the remainder. The five went in to all parts 

that did not play previously plus horn 8 as it was already in the tessitura of the bass. After that 

I used antiphonal distribution to prepare the tutti in bar 61, giving roughly half of the material 

to each section. The reason I started with horns 1-4 is that I wanted them to play the lead in 

the tutti passage. As can be seen later on, in the recapitulation all these decisions are inverted, 

giving both sections equal treatment.  

 

The one noteworthy detail is the five-part harmony in bars 57 and 58. Two chords alternate 

here: G
7
 and B diminished seventh. B dim is not the problem, as the F is doubled in 

cellos/basses and second violins, however the voice leading into G
7
 results in a doubled G 

(cellos/basses and first violins), and therefore a missing F. The F is again the fifth of the 

chord, and awkward to get to from any of the internal voices. With a bit of trial and error I 

found that omitting it sounds best, which is what I have done in the transcription. 

 

Bars 61-90: Orchestral tutti 

 

Orchestral tutti can potentially be difficult passages to transcribe due to the multitude of 

voices playing at the same time. However, in this case, Weber made it quite simple with only 

one theme, a counter-melody and chordal accompaniment. The theme (flutes, violins) is given 

to horns 1 and 3, and the counter-melody (bassoons, violas, cellos, basses) to horns 2 and 4. 

One might object to the unprepared high entry (bb
2 
in horns 1 and 3), but there is no way to 

avoid it. Also, the loud dynamic (ff) improves the chances of success considerably. What 

remains is to work out the chords to go with this. The bass trombone provides the bass line 

and the chord succession is C major, C major, F major, F major. There are various ways these 

could be spaced, but the most effective in this case is to follow the strongest instruments, the 

brass. This results in wide spacing in the bass register and close spacing in the treble.  

 



 

 

 

 

264 

In bar 65 the focus moves from the treble to the bass, so it is an ideal point to switch melodic 

and accompaniment material. Horns 5 and 7 take over from 1 and 2, and 6 and 8 from 2 and 

4. There are large intervals in horns 2 and 4 (e to f#
1
 and e to d

1
) however this is offset by the 

possibility to take a proper breath after four bars of technically challenging material in the low 

register. The same applies to the high parts.  

 

Bars 67-68 foreshadow the inversion used between exposition and recapitulation, effectively 

inverting the previous two bars. I tend to do this most of the time when a section is repeated, 

so that the aural image flips and adds another layer of interest for both the players and 

audience: 

 

Figure 225: Inverted image in repetition, mm. 65-66 and mm. 67-68 

  

 

A different kind of repetition happens in the following four bars, 69-72. Bars 69 and 70 are 

identical so, to change the sound, I moved the accompaniment figure. The theme is now back 

in horn 5 in a high tessitura, there is no real bass but rather an octave reinforcement, and the 

accompaniment figure keeps going in unison and doubled as before. The accompaniment now 

has the essential addition of the down-beat at the beginning of the next bar, without which the 

rhythm would have most likely been unstable in performance. The bass returns in the second 

half of bar 71 in anticipation of another tutti passage. 

 

Bars 73-80 look considerably more complicated than anything encountered in the overture 

thus far. The passage is homophonic for four bars and most of the lines look different. Rather 



 

 

 

 

265 

than explaining it all in words, the following marked-up page from the score should identify 

the issues and sum them up better: 

 

Figure 226: Mm. 73-76 reduced 

 
 

There are four individual voices, with a fifth added in bars 75-76 (second trombone and 

violas). Octave doubling of the top line and unison doubling of the bass line gives six/seven 

parts, though in order to not only represent the harmonic language, but also intensity of sound, 

I doubled the top two lines in unison as well. The spacing of the chords, reduced to one stave, 

looks as follows: 
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Figure 227: Chord spacing in mm. 73-76 

  

 

The quasi-alternation between wide and close spacing creates two contrasting sound worlds, 

which beautifully changes the colours in this passage. All of this was done by Weber and just 

needs to be effectively transcribed. 

 

From bar 77 onwards the texture becomes clearer, especially if the harmony notes in oboes, 

clarinets and horns are not taken into consideration. The main theme is again in the flutes and 

violins, and the counter-melody in the bassoon, cellos and basses. The syncopation in the 

violas also needs inclusion and the remainder is essentially harmonic filler. In the 

transcription, horn 5 gets one bar rest (after going up to c
3
 a few bars before), and horns 1 and 

3 play the main line. This is given to horns 5 and 7 in bar 78, to give horn 1 a rest after the 

first d
3
 and in anticipation of the next. The other material could be distributed in any number 

of ways. 

 

Bars 81 to 86 contain three elements: two scale patterns (first in sixths, then in thirds) and the 

repeated C‟s. Six bars of the same patterns lend themselves to division and I decided on a 

divided distribution, mainly because horn 2 was in the low range and could not move back up 

to eb
2
 that quickly. The C‟s follow the pattern set by the strings and woodwinds, and not the 

original horn parts. Due to octave transposition, the original horns would have sounded an 

octave lower in respect to the other instruments, which had to be taken into consideration 

here. This means that in bars 83 and 84 only G and g are used, but not g
1
. 

 

The final section in this orchestral tutti is a modulation into E flat major, the relative key to C 

minor. The chord in bar 87 is spaced as follows: 

 

Figure 228: Chord spacing in m. 87 

 



 

 

 

 

267 

Not taking into consideration the pedal note, the chord in the transcription (on the right) has 

all notes, the seventh (eb
1
) directly above the fundamental a seventh apart, and the same two 

top notes.  

 

What is probably more interesting for most players is the fingered glissando effect in the 

following bar. There was the option to have horns 6 and 8 join in on the upward scale halfway 

through the bar, though this would not have added much to the effect. Also, to have a clean, 

accented ff attack on g
1
 and a solid scale doubled the octave below horns 5 and 7 seemed a 

more interesting solution to me. This is also a good example for keeping the whole phrase 

within the same clef. As there are only four voices needed in bar 91, doubling here works well 

and is effective. The low and high division is also reminiscent of the opening. 

 

Bars 91-122: More tremolo, clarinet solo and pizzicato 

 

Bar 91 is the one place in the overture where I used a special tremolo effect. It is preceded by 

a simple unison scale, and followed by an original horn fanfare. In these two bars a colour trill 

is highly effective and sure to delight the audience with its novel character. A recording of the 

effect has been included before and again below. 

 

As demonstrated by the Queensland Conservatorium horn ensemble during the 42
nd

 

International Horn Symposium, Brisbane, July 22
nd

 2010: 

 

Freischutz overture - tremolo - muted, colour trills.mp3
 

(Track 15 on attached CD) 
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Figure 229: Colour trill as tremolo in m. 91 

 

 

The notation of this effect is important as it is a technique that is not widely used. Rather than 

writing some form of trill or tremolo, which may cause confusion, it is safer to put the name 

of the technique, as in Figure 229 above. Even if the effect is not known by all members of 

the ensemble, the likelihood it is correctly identified is greater than with some special symbol. 

The tremolo lines are also important to show the frequency of the valve changes, in this case, 

semiquavers. The measured colour trill is much more effective than a random one. Adding the 

mute to this, as well as the wide difference in dynamics, the contrast to the open fanfare in 

bars 93-94 is reinforced. Moreover, stopping the trill is most effectively done as soon as  

horns 5-8 enter when the audience‟s attention is diverted. All the string parts can again be 

reduced to four-part harmony which makes the ongoing alternation between two quartets 

possible. 

 

The clarinet solo starting in bar 96 is a good chance to give the (usually) most underused of 

the high horns, horn 7, some exposure. The accompaniment has to switch parts at some point, 

as there is no place to breathe, and the best place is bar 101 where the chord changes. To give 

the impression of a seamless transition in this case I opted for a different notation: 
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Figure 230: Elongating notes for seamless transition, mm. 95-101 

 

 

The tie indicates that the note has to be held over the bar, right up to the first beat of the next. 

The effect is similar to the one in bars 25-35 though in this case the changes would be more 

noticeable. Previously most of the intervals were semi-tones, while between bars 100 and 101 

horn 3 would have had to change from bb to g. 

 

The one problem the melody line creates is that it takes out one voice from the second quartet. 

Consequently horn 4 has to hold the pedal all the way through. This is unlikely to be achieved 

in one breath, so with the continuous tie it is left to the performer (or conductor) to find the 

most suitable spot.  

 

Bars 109-110 are interesting because they show how sometimes voice distribution can be 

determined by extra-musical factors such as the removal of mutes. Horns 1-3 had ample time 

to remove theirs, so they are the prime choice to be given material to be played open at this 

point. Horn 2 is given the pedal point and horn 1 the new motif.  To avoid continuous 

repetition without rests, the figure is shared with horn 3. Note again the leading towards the 

downbeat of the next bar. The only other player without a mute at that point is horn 7 who is 

given the theme in bar 110 (simply continuing the clarinet part). There is, however, a second 

voice to that line (violas) which means that either horn 4 or 8 has to remove the mute quickly. 

 

Bars 115-122 have two distinct lines in the strings and four in the woodwinds. Keeping the 

sections together, I inverted the image and put the pizzicati in horns 1 and 4, and the chords in 

5-8. I brought the string parts closer together, transposing the first violins downward and the 

low strings upward in order to improve intonation and the pizzicato effect. The woodwind 

parts, on the other hand, are in the correct octave relations. In bar 122 I again used the tie in 

horn 5 to indicate that the note should be held until the downbeat. The reasoning is the same 

as the previous time.  
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Bars 123-144: Second theme 

 

The next twenty bars (123-144) contain the second theme with varying accompaniment 

figures. The solo clarinet line is shared equally between horns 1 and 5, but I tried to mix up 

the accompaniment figures so as to create moving textures. The first seven bars are done with 

low horns only, in a top-to-bottom distribution. By transposing the bass line upward for more 

clarity, a better dolce sound, and to avoid reaching a C in bar 129, I also had to invert the 

chord above it placing the B flat on top and the E flat at the bottom (rather than G and G 

respectively). This does not change the character of the chord as it is framed by the bass and 

the first violins.  

 

In bar 130 the parts swap from low to high with the exception of horn 6 who keeps playing. 

This is an interesting passage with conflicting transposition choices: violins, violas and basses 

move downward, but the cellos upward (crossing all other lines). This was done by looking at 

the whole cello line and adapting the beginning accordingly: Being the secondary line to the 

clarinet, it would not have projected as well in the low (and later on, pedal) range, so it was a 

more effective choice to move it up.  In bar 134 the accompaniment moves to different parts 

again, as is also the case in 136. In bar 137 it is important to keep the last minim in the 

clarinet part in the same voice as it is not an upbeat to the next bar (where the second theme 

comes back in a familiar version, octave doubling). 

 

The difference between the next seven bars and the previous occurrence is the addition of the 

lower octave to the theme (bassoon) and the rhythmic figure in the horns. I again opted for 

upward transposition of the bass line to enhance clarity and to match the second horn line of 

the original (thus cancelling out one voice). This time, however, I left the spacing of the off-

beat chords in the original position, mainly to be able to swap between horns 2 and 4 in bar 

142. 
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Bars 145-158: Rapid passages with and without leaps 

 

The two main elements that make up this next section are rapid passages with and without 

leaps: 

 

Figure 231: Rapid passage with leaps, mm. 145-148 

 

 

Figure 232: Rapid passage without leaps, mm. 153-158 

 

 

Both these passages were considered before, and are ideal for equal division between the 

parts. All that is left to do is to add the distinct notes of the chords. While the main line has to 

be transposed downward, in this case I decided that it is better to move the chords upward so 

as to provide better support once the first violins move into the high range. When following 

each individual part it can be seen that these chords are not treated as single notes but rather a 

succession and hence a line is created.  

 

Figure 232 shows the lead-up to another orchestral tutti. Keeping the texture sparse at first 

and adding voices reinforces the effect. The accompanying chords in bars 155-158 are back to 

the usual downward transposition as the melodic line descends. In bar 157, the octave leap in 
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the oboe is made a feature in the transcription with horns 6 and 8 continuing downwards 

while horns 5 and 7 enter halfway through the bar. This was done for obvious reasons 

(starting on a d
3
 is not recommended).  

 

Bars 159-190: Orchestral tutti and motivic development 

 

The first six bars of this section are very similar to the first orchestral tutti (from bar 61 

onwards) although in a different key (E flat major). All the same considerations apply. The 

main reason why I again put the theme and bass into horns 1-4 is that the other parts were 

playing in the bars before. This is offset by bars 167-168, where the roles are swapped (except 

for horn 5 which is substituted by horn 3 due to having played a solo line just before). In 

between, bars 165-166, there were two options: octave double all the lines or use two voices 

only. As can be seen in the transcription, I usually opt for the lesser amount of parts, 

reinforcing the contrast. Bars 169-170 work exactly the same way, keeping the same voice 

distribution.  

 

The next six bars are similar to the homophonic passage of bars 73-79, a fifth lower, and 

again the same considerations as before apply. I do not usually copy previous passages, as 

often small details change and a difference in tessitura may make all the difference to the 

voice distribution in the ensemble. This is very much the case here, with only six parts used as 

there is less space to fill out due to the closer spacing of the chords. To facilitate comparison, 

the chord progressions are given below: 

 

Figure 233: Chord spacing in mm. 73-76 (Figure 227 re-printed) 

  

 

Figure 234: Chord spacing in mm. 171-174 

 

 

The main difference in the second progression is the ascent of all lines. This was different the 

first time, when the bass frequently moved in contrary-motion. Now we have a uniform 

upward motion, which makes less voices necessary (as the contrast does not need to be 

reinforced).  
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Leaving bars 175-176 for the moment, bars 177-180 are modelled on bars 81-86 (and are also 

used to modulate). Unlike the divided pairing chosen then, this time I opted for adjacent pairs 

though all the same rules for voice leading apply. One of the most interesting passages to 

transcribe follows. The motif re-introduced in bar 175 is used for development in bars 181-

190: 

 

Figure 235: Motif used in the development section, mm. 175, violin 1 

 

 

Bars 181-182 and 188-191 present the motif in the bass which is ideal for featuring horns 4 

and 8 again. The accompanying material is all kept in octave relation to this and the string 

tremolos are omitted (not being a feature). Bars 183-187 are the core of this section with eight 

individual, interlocking presentations of the above motif: 

 

Figure 236: Interlocking motif in woodwinds, mm. 183-187 

 

 

Also convenient is the fact that the statements alternate between low and high, which makes 

this a perfect passage to apply the principle of part equality. The moving motif can be 

followed in the transcription starting in horn 8 and moving all the way up to horn 1. The 

remaining material is then given to the various other parts. Passages like these, even if short, 

are very satisfying to transcribe as they prove that the transcribing process is not merely a 

voice-assignment exercise. By finding interesting musical relationships in the material and 

underlining them in a way that was not explicit in the orchestral version, an original 

dimension may be added to the transcription which makes it more of an extension that just a 

copy. Many of the devices I have outlined above similarly do more than reproduce the 

material in a regrettably reduced or compromised way but do in fact allow the composer‟s 

original work to be heard from a fresh perspective. 
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Bars 191-218: Second theme and homophonic passage 

 

When the second theme returns in bar 191 it is almost identical to bar 123. I used similar 

voices and the same texture for four bars, and then the same again as compared to bar 138 for 

the second part. The distribution of voices is a bit more varied, with some (for me) unusual 

combinations like horns 6 and 7 in octave doubling. This was to give every part roughly the 

same amount of bars with the syncopated figure. 

 

The main feature of bars 205-208 is the triadic ascent of the lead voice, in the original done in 

the first violins and woodwinds. This is how the first horn line was determined: 

 

Figure 237: Lead voice in mm. 205-208 

 

 

After that I added lines step by step: second violins (horn 3), cellos/basses (horns 2/8), and 

first clarinet (horn 5). At that point the chords were as follows: 

 

Figure 238: Chord building in mm. 205-208 

 

 

By adding more and more voices as the top line moves up, not only does the volume increase, 

but the sound becomes thicker. Note how few notes are doubled and, when they are, they 

mostly reoccur in the next chord.  

 

The D flat major descent that follows is a much simpler construct: there are three distinct 

voices moving downwards (first violins/horn 1, second violins/horn 5, violas/horn 3), and the 

remaining ones contain only repeated notes. With the high horns used extensively throughout 

this section, the four-part string passage in bars 211-218 is another ideal point for the use of 

the low horns. The distribution of material is top to bottom (horn 2, 4, 6, 8) with the inclusion 
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of horn 5 in bar 217. In this instance I chose horn 5 as it is exactly in the middle of the playing 

parts and therefore not skewing the balance to either side. 

 

Bars 219-238: Recapitulation 

 

Weber shortened his recapitulation in several places, but still includes the main thematic 

material from the exposition. Bars 219-226 are identical with 42-49 and, as mentioned earlier, 

in such cases I usually invert the material in the two quartets: 

 

Figure 239: Inverted quartets, mm. 42-44 and mm. 219-221 

 

 

These eight bars are literally copied, inverted and pasted from the exposition. In the following 

bars some notes had to be re-done, as they slightly differ from the exposition, but the tutti 

from bar 233 is identical again (except for the bassoon parts). It would certainly have been 

possible to do the recapitulation in exactly the same way as the exposition, but then the first 

four horn parts would have had proportionally more interesting material which goes against 

my aim of providing as much equality between the parts as possible.  

 

Bars 239-278: Transition into C major 

 

Bars 239-252 combine several elements from the overture into a big climax followed by a 

violin solo section reminiscent of the cello solo in the opening. Most of the material is 
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homophonic so it is again a matter of identifying the individual voices and assigning them to 

parts. For four bars the elements are the scale patterns (flutes, violins, implied in the 

clarinets), the bass line (bassoons, bass trombone, violas, cellos, basses), and the repeated 

tonic and dominant notes (trumpets). The texture intentionally thins out and only four parts 

are used in bars 234-244 so as to emphasise the full orchestral ff in bar 245.  

 

Bar 250 is interesting as there is only one part that is playing the quavers, unlike the bars 

before and after. This is because two players have the pedal notes, two start playing in bar 

251, and three need to be given time to insert mutes. There probably would have been enough 

time to do it afterwards but the single line also prepares the octave doubling in bar 251. Had 

bar 250 been doubled, the octaves would have sounded weaker. 

 

Bar 253 onwards is very similar to bars 25-36, so do not need to be considered again in detail 

here.  

 

Bars 279-342: Finale 

 
The C major section starts with two chords in root position but different spacing: 

 

Figure 240: C major chords, mm. 279-281 and mm. 284-286 
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The transcription follows the example set: 

 

Figure 241: C major chords in transcription (horns in F) 

 

 

In the parts, every quartet has all three notes of the triad, with only one doubled. This ensures 

that the chords will sound as homogeneous as possible. There is also no open fifth between 

any of the parts, except for g and d
2
 in horns 8 and 7 respectively in bar 284 which should 

make tuning easier. 

 

The arpeggio leading up to the second chord is difficult being spread over two and a half 

octaves. The way I have divided it serves as a preparation of the high notes in horns 1 and 5 

while taking advantage of the better sound in the lower register of horns 2 and 6. I could have 

tripled the lines but refrained from doing so as I would have expected coordination to suffer. 

 

The following four bars leading into the second theme contain one thematic line and 

supporting chords which are easy to adapt for a specific number of players. I decided to give 

horn 1 a few bars rest (after the d
3
), double the melody (starting with the players who finished 

on the same note previously to improve accuracy) and therefore space the chord in five parts: 

fundamental, fifth, and triad on top. After this, from bar 288 onwards, horns 3 and 7 were 

originally meant to have the melody, but the leap from d
2
 to b

2 
in horn 7 seemed too wide to 

me. This is why horn 5 plays the first bar (288), and horn 7 takes over in bar 289. 

 

The second theme re-appears in bar 292 in octaves with a different accompaniment figure. 

Four parts are needed for the moving crotchets and one for the syncopations. As the texture 

gets thicker, the distribution is in adjacent pairs to make sure the players with the primary line 

can easily hear each other. It moves through all the pairs until bar 303. The accompaniment 

figures are swapped between the remaining players making sure that nobody has to play the 

same material for too long (except for the bass line which remains in horn 8).  

 

The texture again thins out towards the homophonic passage in bar 307 which in the 

transcription is done by stopping the unison doubling. The b
2
 in bar 305 in horn 1 may seem 

unprepared but in fact there is a b
1
 in the bar before. This was the closest option as there is no 
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fourth in the previous chord (which is the ideal lead note). The strings and woodwinds ff (like 

in bars 307-311) was previously not treated as a full tutti, and the same applies here as well. 

Five parts are sufficient which gives the other players a good rest.  

 

Similar to bars 145-152, what follows is a violin line with wide leaps that can again be 

divided into eight segments spread over the ensemble. Note how there are a few beats rest 

before and after each of the segments. This gives the player time to prepare but also sets the 

line visually apart in the score. The distribution of the chordal notes is done accordingly.  

 

The descending scales in the strings followed by the woodwinds in the following four bars 

(bars 320-323) are treated the same, with two players each. In this way, all eight players are 

involved. Also, the reason I did not re-state the dynamics is that the whole finale is ff, and 

technically the passages are already difficult enough not to overburden the player with a 

further demand. A ff indication in a passage like this may increase the chances of missed 

notes. 

 

A different thought was behind the omission of the ff in bar 324. With the problem of the a
3
 in 

the first violins (too high for comfort on the horn, so I transposed the line down the octave so 

as to double the second violins), the accompaniment texture is higher than the melody. As a 

result, a ff indication in the accompaniment parts would likely cover the theme. The octave 

transposition on the other hand puts the primary line into the middle range which is ideal for 

the second horns of each section. In terms of the accompaniment figure, only the parts with 

changing notes are musically essential (not horns 1-2, trombones and woodwinds), as all the 

repeated and sustained notes are implied in the moving parts. If this had not been the case, at 

least twelve players would have been necessary to cover all the different background figures. 

 

The theme moves from horns 2 and 6 into horns 4 and 8, in line with the equal treatment of 

players. This is uncharacteristic for a finale where usually the high horns shine, but actually 

works very well in performance. The coda starts in bar 332 with repeated patterns leading into 

the final chordal statement. While the orchestral version does not change much, I wanted to 

differentiate between each repetition, doubling the voices the second time. So the main line in 

bar 333 has double the number of voices as that in bar 332, and bar 334 twice as many as bar 

333. The sections also swap motif and accompaniment which results in the moving parts 

being in horns 5-8 for the next four bars. These are a combination of the brass parts while 

horns 1-4 reduce the string chords to their essential form.  
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The final chord in the transcription is closely spaced with a doubled fundamental. Horn 8 

could have possibly been written an octave lower, though the difference would not have been 

significant. After the many C major repetitions in this last section, the final chord is somewhat 

anti-climatic and therefore best stated without too many unnecessary leaps. In relation to bar 

240 it expands downwards by an octave which makes enough of a difference. 

 

7.5. Comments 

 

As can be seen in the existing repertoire, every arranger will make different decisions leading 

to considerably differing parts. Which line to give to which player, however, is far from being 

the only choice to be made and hopefully this has been sufficiently shown in this detailed case 

study. A fundamental understanding of the harmonic and melodic structure of the original, the 

capabilities and limitations of the horn, the effect of transcribing techniques and decisions, 

and finally the implications of every note written on the score do affect the outcome in many 

subtle but significant ways. 
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Chapter 8: Post-production and final result 

 

Having distributed all the notes between the players, the transcribing process may be far from 

the end. When doing my earliest transcriptions, for instance, I used to leave everything except 

the actual notes to the end. Having reached that point, I still had to add tempo indications, 

articulation, dynamics and other symbols to each individual part in the score. However, now I 

do almost all of this during the actual transcribing process. Advances in notation software 

make this easier than it used to be. In the early 2000s, the programs required all of the 

markings to be added and adjusted manually, often resulting in many hours of additional 

work. Only adjusting the line spacing to allow for parts that went beyond the staves often took 

a considerable amount of time. Today this is not an issue any longer, with auto-adjust features 

for all symbols included in notation softwares such as Sibelius (which I use), even including 

note and staff spacing optimisation. 

 

There are, however, several musical adjustments that sometimes need to be made. The issue 

of key selection and modification, mentioned earlier, may only become apparent at a late 

state. One example is my transcription of Berlioz‟ La fuite en Egypte overture, which initially 

seemed to work perfectly well in the original key: 

 

Figure 242: Hector Berlioz (arr. Armin Terzer), La fuite en Egypte overture, mm. 42-48 in the 

original key (F# minor) 
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The tempo is moderate and therefore the four sharps are not particularly a problem. The above 

extract, however, also shows a particular difficulty. To keep the octave relations intact, in bar 

45 horn 5 has to enter on a g#
2
 and rise to a c#

3
 in a p dynamic, without having had a note to 

play previously (in the entire work). High and soft entries of this kind happen a few more 

times throughout the piece and those challenges may make it inaccessible to many players. A 

very simple solution is transposing down a semi-tone: 

 

Figure 243: Hector Berlioz (arr. Armin Terzer), La fuite en Egypte overture, mm. 42-48 a semi-

tone lower (F minor) 

 

 

This, in my experience, has a considerable psychological effect on many players. For one, g
2
 

and c
3
 are notes frequently found in standard orchestral literature, even in the way shown in 

Figure 243 above. The first horn part in Weber‟s Der Freischütz overture, for instance, starts 

in a similar fashion on g
2
. Also, most hornists seem to regularly practice up to c

3 
(as it is part 

of both the F and B flat harmonic series), but less often beyond this. Combination-decisions 

between key signatures and range are much easier to do after having done the transcription, as 

all the details are on the page and can be adjusted accordingly. As transposing can be done 

with one click by the notation software, different options could be explored, and advantages 

and disadvantages assessed.  
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One of the problems I regularly encounter when transposing down or up more than a semi-

tone is the misplacement of the bass and treble clefs: 

 

Figure 244: Transposition effect on clefs in Gioacchino Rossini (arr. Armin Terzer for 4 horns), 

William Tell overture, mm. 106-110 

 

 

In Figure 244 above, the extract on the left is in the original key, while the one on the right 

transposed one third downward. Note how the first horn part on the left is well within treble 

clef range, while on the right, one third lower, it is fairly difficult to read.  

 

Similarly, the previous choice of (downward or upward) transposition for an instrument may 

not be effective any longer: 

 

Figure 245: Non-effective downward transposition, Gioacchino Rossini (arr. Armin Terzer for 4 

horns), William Tell overture, m. 219 
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The passage in Figure 245, in the original key had to be transposed downward in order to stay 

in relation with what happens before and after, and to not reach d
3
 (the original key is a major 

third higher). In this new key, the extract is not only possible to be played an octave higher, 

but will sound much better, especially towards the end. This illustrates how careful planning 

before starting a transcription may save a lot of time and trouble in post-production, 

especially if a change in key is involved. 

 

Dynamic markings are best done during the transcribing process as well, but it is worth going 

over them again at the end, checking that everything has been noted, that at all times the parts 

have clear indications and that the overall effect is as desired. Sometimes this is difficult to do 

as one goes, especially when voices stop and recommence within gradual crescendos or 

diminuendos. Post-production is also the best time to adapt dynamics, should this be 

necessary. For a more in-depth discussion of dynamics, refer to the chapter on orchestration.  

 

A further process in post-production should be the checking of accidentals. While I tend to 

also take into consideration how accidentals relate to the key, the key signature and the 

underlying harmonic structure, my primary concern is for the accessibility of the parts. To 

achieve this, I am trying to stay within scale patterns whenever possible or otherwise indicate 

the dominant interval. In Figure 246 below, in the third bar, there is a succession of two thirds 

(from e
2
 to c#

2
, and c#

2
 to a#

1
). Some arrangers (and players) may prefer bb instead of a#, but 

in my opinion this masks its harmonic function as a leading note. In the fifth bar the same 

gesture returns and, for the same reason, as well as consistency, I prefer notating an e# rather 

than an f natural.  

 

Figure 246: Accidentals adaptation, Felix Mendelssohn-Bartholdy (arr. Armin Terzer), Paulus 

overture, mm. 70-75, horn 3 

 

 

Another example of this is given in Figure 247 below. To keep the scale-pattern intact I used 

a# and g# rather than bb and ab: 

 

Figure 247: Accidentals adaptation, Johannes Brahms (arr. Armin Terzer), Academic festival 

overture, mm. 124-126, horn 1 
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Arrangers for horn ensemble generally have a good eye for accidentals, presumably because 

they go through the parts (as I do) and look at them from a performer‟s point of view. On 

occasion opinions may vary, as in Figure 248 below, where in bars 2 and 3 I would have 

spelled the fundamental arpeggio in B major: 

 

Figure 248: Cb major or B major, Frederick Delius (arr. John Lynsdale-Nock), Summer evening, 

mm. 26-29, horn 6 

 

 

I would also have put the treble clef in front of the gb (or f#), but this is a minor issue. Overall 

the currently available repertoire is based on sound practice. 

 

Proof-reading is another post-production necessity and can be done in various ways. I find a 

combination of aural and visual checking ideal, facilitated by midi playback features of the 

notation software. Some people may be surprised at finding mistakes in published 

transcriptions, but this is one of the most difficult tasks in the whole process. Even after 

several revisions there often remain one or more errors in the final version, especially when 

the transcription is complex. Great diligence during the transcribing process helps reduce the 

number of mistakes, as do having a good ear as well as playing through the work with an 

ensemble. In my experience though it is strongly advised that a final instance of proof-reading 

(or even better, listening) is done by another experienced hornist. 

 

Over the years my practice has changed in that I now attempt to finalise as many aspects as 

possible during the earlier stages, so post-production is almost entirely used for proof-reading. 

This has slightly increased the time spent on “assigning notes and adding markings”, but 

significantly reduced the overall duration of my transcribing process. When I started 

transcribing, post-production involved several layers, including separate session for checking 

tessitura (and if necessary, transposition to a different key), checking the clef changes were in 

the correct place, checking dynamics, articulation and accidentals, and finally proof-reading. 

Now, with the exception of possible key adjustment, adaptation of dynamics and proof-

reading, these have all become integral parts of my transcribing process. The meticulous 

detail given in the previous chapters makes post-production a simple process of verification, 

possibly publication, and hopefully the beginning of enjoyment in performance. 
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Conclusion 

 

Transcribing for horns, similar to transcribing for any combination of instruments, is 

essentially an artistic endeavour, though there are many techniques that can help make a 

transcription effective and interesting to perform. In summary, there are currently well over 

100 transcriptions of symphonic repertoire for eight horns in print mostly of repertoire from 

the classical and romantic periods and with durations of ten or less minutes. Overtures are 

favoured, followed by extracts from operas or ballets, and movements or excerpts from 

symphonies. There is a core group of arrangers, often affiliated with their own, individual 

publishing companies, who make up a considerable number of these works, namely Cynthia 

Carr (Arundel Music), John Humphries, Christopher Jones, John Lynsdale-Nock 

(Corniworld), Leigh Martinet (Baltimore Horn Club), Mort Shafer and myself.  

 

The work of these arrangers, however, is not limited to transcriptions for eight horns, but 

rather a part of their general practice to add new repertoire to the body of works for horn 

ensembles of any size. Transcribing symphonic repertoire for eight horns, therefore, is but one 

option an arranger may choose when selecting a composition to work on. While I have made 

some comments on the similarities and differences between transcribing for four, eight or 

twelve horns, further research in this area would certainly give many interesting insights. The 

necessary reduction of harmonic material and how to achieve this with the greatest effect 

when transcribing for horn quartet, for instance, would make a fascinating topic, as would the 

different treatment of horn ensembles of size twelve or larger. Another area that could be 

explored is the arrangement or transcription of music from stage and screen, which currently 

is in its infancy (most likely due to copyright issues and resulting limitation of publications).  

 

Throughout this study I have outlined many of the common approaches arrangers take when 

transcribing works, also noting the differences where appropriate. There are many reasons one 

may decide to transcribe a work for horn ensemble. These have been grouped into 

pedagogical, social, commercial, or personal/intellectual purposes, though it is recognised that 

this is a highly individual issue, so every transcription very likely has its own background. 

Similarly, the diverse sources of inspiration for arrangers are difficult to pinpoint exactly, and 

again I have considered several of the ways I have selected appropriate repertoire.  

 

This study has outlined my process of transcribing, the decisions I make as well as some of 

my personal preferences. It is interesting to note that almost all arrangers for horn ensemble 
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are hornists, and therefore their transcriptions are based on sound knowledge of the 

instrument. Depending on the targeted performers (or market), the works may be more or less 

difficult to play. Generally there seems to be a tendency, though, to use the full capabilities of 

the instrument. In my case this includes fairly free movement within the extended range of D 

to d
3
 with some leeway either end if absolutely necessary. Increasingly other repertoire 

follows suit, with the extension of the range becoming more pronounced in transcriptions of 

the twenty-first century. 

 

Throughout my work on this study I have found several highly interesting facets of horn 

playing I would love to explore further with my colleagues, or read about more extensively in 

research. These include the issue of transposition (whether transposition is an essential aspect 

of a hornist‟s life, or an outdated practice to discard in the future – I would contend the former 

to be the case) and all its applications in performing and arranging, the matter of key 

signatures (whether to include them or not – I would contend the former), and the separation 

into high and low players (I do separate into high and low parts, but strive to make every part 

equally interesting to play).  

 

Whatever the specific approach, essential skills required in the process of transcribing are 

aural imagination and common sense, in order to be able to make rational, but ultimately 

musically effective decisions. In my work, clarity is one ideal I strive towards with strict rules 

for and against part doubling in different contexts, and generally having as many individual 

lines as possible. This, in my opinion, enhances the experience of every single performer and 

also helps avoiding the issue of thickness of sound in an ensemble comprised of the same 

instrument. Having always been something I strongly disliked, it has been interesting to note 

that part doubling is generally avoided in most transcriptions of symphonic repertoire for 

eight horns. This may be due to the limited number of players, or the ideal number of eight 

voices to faithfully reproduce the essential musical material of most classical and romantic 

repertoire. When looking at arrangements for twelve horns (which consist mainly of film 

music), part doubling is used much more extensively. This may be due to the nature of the 

music, with big thematic statements often played by an entire section (or even more 

instruments) in unison. In general, though, there seems to be a tendency to increase part 

doubling as the number of players increase. 

 

If finding and redistributing the essential musical material is understood to be one part of the 

transcribing process, the skill of part writing is essential in making this distribution effective 

and clear. This does not only include the distribution of phrases, but sometimes their skilful 

division and the inclusion of rests in appropriate places. Further techniques that can support 
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clarity are texture spacing and chord spacing. Besides the distribution of notes and rests, 

articulation and dynamics also need to be considered as they may not always correspond to 

those of the original. While this may be done by any arranger, it is my belief that intimate 

knowledge of the instrument, ideally through the ability to perform the transcriptions oneself, 

may greatly enhance the elements of playability and enjoyment. There are excellent 

transcriptions by non-hornists (such as Wagendristel‟s work for the Vienna Horns), though 

most of the repertoire is by hornists for hornists, and, I must say, highly enjoyable to play. 

 

Besides looking at the existing repertoire and identifying approaches to transcribing 

symphonic repertoire for eight horns, another of the main reasons I undertook this research 

was to counter the often heard sentiment that transcriptions are merely a matter “copying and 

pasting”. This, I suspect, is something most arrangers have heard at some point in their career, 

but could not be further from the truth. When it comes to the actual transferral of lines from 

other instruments to the horn there are many issues to consider. With the notated orchestral 

range exceeding that of the horn on both ends it is necessary to make adjustments to the parts 

when transcribing for horn ensemble. This means that high instruments usually have to be 

transposed downward, the middle instruments either upward or downward depending on their 

relation to other parts, and the low ones upward. As always there are exceptions to this 

general principle which I have attempted to present in a concise manner with musical 

examples. Different decisions lead to different results, so the sound of two transcriptions of 

the same work may be considerably different (such as Martinet and John-Lynsdale-Nock‟s 

versions of Ravel‟s Pavane).  

 

Instrument-specific techniques also have to be adapted and, while woodwind and brass 

techniques are fairly similar to the ones on the horn, there are a range of possibilities to 

approximate string techniques. Tremolo is one of the most interesting, with various ways to 

adapt it: natural sounds, muted sounds, muted fast-tonguing, muted flatter-tonguing, or muted 

colour trills. Which technique to use depends on the circumstance and the musical sensitivity 

of the arranger. Likewise, adapting percussion instruments can be a challenge, though usually 

these parts are either simply included or omitted altogether.   

 

Further transcribing decisions include the selection of a type of arrangement (simplification, 

transcription, expansion), which also to some degree implies the level of difficulty. Difficulty 

can be reduced a number of ways, though the most popular seem to be a change of key (most 

often lowering the work), the adaptation of scales and arpeggiated figures and the preparation 

of high entries. Introducing cuts to an extended work is also a method to avoid difficult 

passages and there are several ways this can be achieved successfully. This all shows the 
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amount of detail required of an arranger, and why simple copying and pasting is unlikely to 

give a satisfactory result. If I hope to achieve anything with this study, besides providing a 

guide on how to approach transcribing symphonic repertoire for eight horns, it would be to 

increase the respect for the arrangers involved in this art and craft. 

 

The amount of detail required is made explicit in the case study of my transcription of Carl 

Maria von Weber‟s Der Freischütz overture, outlining the transcribing process and decisions 

taken as they unfolded. This, I hope, put the techniques described earlier in perspective and 

showed their application to a work from the repertoire. While some of the decisions made are 

necessarily specific to this particular work, I have attempted to mainly focus on aspects that 

could be applied and adapted to other works. With great attention to details given in the 

transcribing process, post-production time can be greatly reduced and limited to further 

adaptation, if necessary, and proof-reading. 

 

Overall this study has discussed and illustrated how to approach transcribing a symphonic 

work for an ensemble of eight horns, how to use the horn and the horn ensemble, what 

techniques for transcription there are and, finally, how to create an effective end result that 

not only delights audiences but is also enjoyable for the performers. This was all based on 

knowledge of the field and principles based on practice rather than theory. Many of the 

devices I have outlined do more than reproduce the material in a regrettably reduced or 

compromised way, but do in fact allow the composer‟s original work to be heard from a fresh 

perspective. This, besides the ability to perform a work of the symphonic repertoire with our 

(horn) colleagues, is one of the main benefits of transcribing for horn ensemble. 
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Appendix A: Transcriptions for eight horns (sorted by composer) 

 

Composer     Title Arranger Publisher 

Publ. 

date Range 

Alford, K. 1881 1945 On the quarter deck Martinet, L. BHC 

(1985-

1990) g
1
 a

2
 

Alford, K. 1881 1945 The vanished army Martinet, L. BHC 

(1985-

1990) g
1
 a

2
 

Baban, G. 1620 1675 Voce mea ad Dominum Reynolds, V. Hornists Nest 1974 F g
2
 

Bach, J. L. 1677 1731 Prelude and fugue in A minor Shaw, L. E. Hornists Nest 

(1965-

1969) A# a
2
 

Bach, J. S. 1685 1750 

Fugue from motet no.1 Singet dem 

Herrn ein neues Lied Martinet, L. BHC 

(1993-

1997) G c
3
 

Bach, J. S. 1685 1750 

'Here yet awhile' from St. Matthew 

passion Martinet, L. BHC 1997 E bb
2 

Bach, J. S. 1685 1750 Jesu, joy of man's desiring Martinet, L. BHC 

(1985-

1990) G a
2
 

Bach, J. S. 1685 1750 Jesu, joy of man's desiring Sharp, L. Kenneth C. Henslee 1997 G a
2
 

Bach, J. S. 1685 1750 Prelude Oldberg, A. Southern Music 1979 G ab
2 

Bach, J. S. 1685 1750 Toccata and fugue in D minor Humphries, J. Pelican Music 2009     

Banchieri, A. 1586 1634 La battaglia Kaucher, C. Wehr Music House       

Barber, S. 1910 1981 Adagio Hollomon, S.     Eb bb
2 

Beethoven, L. v. 1770 1827 Allegretto from Symphony no.7 Sharp, L. Kenneth C. Henslee 

(1997-

1998) B b
2
 

Beethoven, L. v. 1770 1827 

Allegro con brio from Symphony 

no.5 Campbell, K. 

Thunderlip Horn 

Creations 1991 F b
2
 

Beethoven, L. v. 1770 1827 Coriolanus overture Lynsdale-Nock, J. Corniworld 2007 C# c
3
 

Beethoven, L. v. 1770 1827 Egmont overture Pizka, H. Pizka (-1982)     

Beethoven, L. v. 1770 1827 Fidelio overture Terzer, A. Corniworld 2010 F db
3 

Beethoven, L. v. 1770 1827 Finale from Symphony no.3 Campbell, K. 

Thunderlip Horn 

Creations 

(1991-

1992) A bb
2 
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Beethoven, L. v. 1770 1827 

Poco sostenuto / Vivace from 

Symphony no.7 Campbell, K. 

Thunderlip Horn 

Creations 1992 E# c#
3
 

Beethoven, L. v. 1770 1827 Rondino Terzer, A. Corniworld 2009 F g
2
 

Beethoven, L. v. 1770 1827 Scherzo from Symphony no.3 Campbell, K. 

Thunderlip Horn 

Creations 1992 F bb
2 

Beethoven, L. v. 1770 1827 Symphony no.5 - 1st mvt. Jones, C. Real Music 2000 G c
3
 

Berlioz, H. 1803 1869 La fuite en Egypte overture Terzer, A. Corniworld 2009 C c
3
 

Berlioz, H. 1803 1869 Roman carnival overture Robinson, B. Robinson / Pizka 1986 G b
2
 

Bizet, G. 1838 1875 Carmen suite Turner, K. 

Phoenix Music 

Publications (-2006)     

Bizet, G. 1838 1875 L'Arlesienne suite Terzer, A.   2009 D c
3
 

Braham, P. & 

Furber, D. 1881 1934 Limehouse Meyer, D. VerMeulen Music 2009 c c
3
 

Brahms, J. 1833 1897 Acadmic festival overture Terzer, A. Corniworld 2009 D d#
3
 

Brahms, J. 1833 1897 Festive and memorial music op.109 Reynolds, V. 

Israeli Brass and 

Woodwind Publications   F a
2
 

Brahms, J. 1833 1897 Finale from Symphony no.3 Robinson, B.       eb
3 

Brahms, J. 1833 1897 Hungarian dance no.5 Elkjer, R. Alessi Music Studio (-2003)     

Bruckner, A. 1824 1896 Ave Maria Ashworth, B. Edition db (1997-)     

Bruckner, A. 1824 1896 Os justi Ashworth, B. Edition db (1997-)     

Bruckner, A. 1824 1896 Remembering the 7th symphony Legat, G. Pizka 

(1982-

1985)     

Bruckner, A. 1824 1896 Symphonie Nr.8 (Suite) Janezic, F. Helma Music 2007     

Bruckner, A. 1824 1896 Trauermusic aus der 7. Symphonie Löwe, F. Pizka   F# g#
2
 

Carmichael, H. 1899 1981 Stardust 

Ivesun, J. & 

Umeda, N.     Eb bb
2 

Cerene, T.     Ghost riders Schuele, S.   1999 G  bb
2
 

Delius, F. 1862 1934 Summer evening Lynsdale-Nock, J. Corniworld 2002 Db b
2
 

Duble, C.E. 1884 1960 Bravura march (Marchio circusosio) Martinet, L. BHC 1990 G b
2
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Dvorak, A. 1841 1904 Zelenaj se zelenaj Carr, C. Arundel Music 

(2008-

2010)     

Easthope, M. 1882 1925 Come to the fair Hutchinson, W.   1999 D a
2
 

Elgar, E. 1857 1934 'Nimrod' from Enigma Variations Humphries, J. Brass Wind Publications       

Elgar, E. 1857 1934 'Nimrod' from Enigma Variations Jones, C. Real Music 2001 Eb c
3
 

Elgar, E. 1857 1934 Sun dance (Wand of youth suite no.1) Robinson, B.         

Evans, B. 1929 1980 Waltz for Debby Meyer, D. VerMeulen Music 2009 c a
2
 

Faure, G. 1845 1924 Requiem: 'Libera me' Martinet, L. BHC 

(1990-

1993) F bb
2 

Faure, G. 1845 1924 Three pieces from Dolly suite Robinson, B.       e
3
 

Gabrieli, A. 1510 1586 Cantos no.1 Reynolds, V. Southern Music 1973 F ab
2 

Gabrieli, A. 1510 1586 Cantos no.2 Reynolds, V. Southern Music 1973 F a
2
 

Gabrieli, A. 1510 1586 Cantos no.3 Reynolds, V. Southern Music 1973 Gb ab
2
 

Gade, J. 1879 1963 Tango jalousie Terzer, A.   2008 D e
3
 

Glinka, M. 1804 1857 Ruslan and Ludmilla overture Bissill, R. Cala Music 2000 E c
3
 

Gounod, C. 1818 1893 'Soldier's chorus' from Faust Martinet, L. BHC 

(1990-

1993) F bb
2
 

Grainger, P. 1882 1961 Lincolnshire posy Meyer, D. VerMeulen Music 2009 A a
2
 

Grieg, E. 1843 1907 

Holberg Suite, Prelude and three 

dances Lynsdale-Nock, J. Corniworld 2002 D c
3
 

Grieg, E. 1843 1907 Norwegian suite Carr, C. RMW Publishing 2000 G g
2
 

Grieg, E. 1843 1907 Piece lyrique Bourgue, D. Arpeges       

Händel, G. F. 1685 1759 Einzug der Konigin van Saba Lowe, J. Pizka       

Händel, G. F. 1685 1759 

'For unto us a child is born' from 

Messiah Jones, C. Emerson 

(1999-

2000) F c
3
 

Händel, G. F. 1685 1759 Halleluja choir from Messiah Agrell, J. Mark Tezak       

Händel, G. F. 1985 1759 Overture from Royal fireworks music Jones, C. Emerson 2000 G c
3
 

Hefti, N. 1922 2008 Cute Meyer, D. VerMeulen Music 2009 c b
2
 

Holst, G. 1874 1934 Ave Maria Singleton, K.     d g
2
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Holst, G. 1874 1934 Mars from The planets Shafer, M. Pelican Music 2006     

Holst, G. 1874 1934 Uranus from The planets Shafer, M. Pelican Music 2006     

Humperdinck, 

E. 1854 1921 Hänsel und Gretel Phantasie Stransky, L. M. Heavy Brass 

(1999-

2000) E c
3
 

Humperdinck, 

E. 1854 1921 

Hänsel und Gretel Prelude and 

chorale Kirschen, J. Hornists Nest 1981 G c
3
 

Humperdinck, 

E. 1854 1921 

Im finstern Wald (Hänsel und Gretel 

Fantasie) Janezic, F. Helma Music 1997     

Janacek, L. 1854 1928 Autumn song Carr, C. Arundel Music 

(2008-

2010)     

Lasso, O. 1532 1597 

Ola! Oche bon eccho (The echo 

song) Hyde, G. Los Angeles Horn Club   Bb a
2
 

Lecouna, E. 1895 1963 Malaguena Meyer, D. VerMeulen Music 2009 A c#
3
 

Lotti, A. 1667 1740 Crucifixus Oldberg, A. Southern Music 1979 c# bb
2 

Mahler, G. 1860 1911 

'What love tells me' from the finale 

of Symphony no.3 Lechuga, F.   2000 F a
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 Andante from Symphony no.4 Sharp, L. Kenneth C. Henslee 1998 c bb
2 

Mendelssohn-

Bartholdy, F. 1809 1847 

Nocturne from A midsummer night's 

dream Martinet, L. BHC 1993 G c
3
 

Mendelssohn-

Bartholdy, F. 1809 1847 'O rest in the Lord' from Elijah Shaw, L. E. Hornists Nest 1988 G a
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 Paulus overture Terzer, A. Corniworld 2009 A c#
3
 

Menken, A. 1949   Beauty and the beast Meyer, D. VerMeulen Music 2009 C d
3
 

Mozart, W. A. 1756 1791 Marriage of Figaro overture Lynsdale-Nock, J. Corniworld 2008 E b
2
 

Mozart, W. A. 1756 1791 

Rondo for eight horns from Concerto 

in E flat major K495 Humphries, J. Kenneth C. Henslee 1997 A f
2
 

Mozart, W. A. 1756 1791 

Rondo from Horn concerto no.4 in E 

flat Humphries, J. Cala Music 2000 A gb
2 

Mussorgsky, M. 1839 1881 Glimpse at pictures (at an exhibition) Meyer, D. VerMeulen Music 2009 G c
3
 



 

 

 

 

310 

 

Mussorgsky, M. 1839 1881 

In the catacomb from Pictures at an 

exhibition Shafer, M. Pelican Music 2005     

Nelhybel, V. 1919 1969 French suite Doughty, B. V. Cimarron Music 2006     

Newton, J. 1725 1807 Amazing grace Hutchinson, W.   1999 Bb c
3
 

Nicolai, C. O. 1810 1849 The merry wives of Windsor overture Martinet, L. BHC 2003 G c
3
 

Offenbach, J. 1819 1880 Orpheus in der Unterwelt Martinet, L. BHC 1997 F b
2
 

Piazzolla, A. 1921 1992 Libertango Terzer, A.   2009 E e
3
 

Praetorius, M. 1571 1621 Lo, how a rose e'er blooming Jones, C. Real Music 

(2000-

2001) Eb a
2
 

Prokofiev, S. 1891 1953 

March from The love for the three 

oranges Shafer, M. Pelican Music 2007     

Rachmaninov, 

S. 1873 1943 Symphony no.1 in D minor - 1st mvt Usselmann, P.   2010 E c#
3
 

Ravel, M. 1875 1937 Menuet antique Terzer, A.   2009 D e
3
 

Ravel, M. 1875 1937 Pavane pour une infante défunte Lynsdale-Nock, J. Corniworld 2005 D c
3
 

Ravel, M. 1875 1937 Pavane pour une infante défunte Martinet, L. BHC 

(1993-

1997) E b
2
 

Respighi, O. 1879 1936 

'The pines of the Appian Way' from 

The pines of Rome Shafer, M. Pelican Music 2007     

Rimsky-

Korsakov, N. 1844 1908 'Procession of the nobles' from Midas Emerson, J. Emerson 1989 G d
3
 

Rodgers, R. 1902 1979 Rodgers at Audubon Hyde, G. Cortett Music 2007 A ab
2 

Rossini, G. 1792 1868 

Insalata mista (Motives from the 

overture to William Tell) Gabler, F. Pizka       

Rossini, G. 1792 1868 La danza Pritchard, P. Cala Music 2000 Eb c
3
 

Rossini, G. 1792 1868 Overture to La gazza ladra Martinet, L. BHC 2001 G a
2
 

Rossini, G. 1792 1868 Overture to The barber of Seville Humphries, J. Kenneth C. Henslee 1997 F# b
2
 

Rossini, G. 1792 1868 Overture to The barber of Seville Martinet, L. BHC 1997 F c
3
 

Rossini, G. 1792 1868 Tancredi sinfonia Terzer, A. Corniworld 2009 D c
3
 

Rossini, G. 1792 1868 William Tell overture Terzer, A. Corniworld 2010 F# d
3
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Satie, E. 1866 1925 Gymnopedies no.1 Lynsdale-Nock, J. Corniworld 2005 D a
2
 

Satie, E. 1866 1925 Gymnopedies no.3 Lynsdale-Nock, J. Corniworld 2002 D a
2
 

Scheidt, S. 1587 1654 Cantos no.4 Reynolds, V. Southern Music 1973 F bb
2
 

Schoenberg, C. 

M. 1944   

Les mis (Two selections from Les 

miserables) Meyer, D. VerMeulen Music 2008 c c
3
 

Schubert, F. 1797 1828 Die Nachtigall, op.11 no.2 Martinet, L. BHC 1985 G g
2
 

Schubert, F. 1797 1828 Hugarian march op.54 Egger, F. Pizka       

Schubert, F. 1797 1828 Nachtgesang im Walde, op.139b Henslee, K. C. Pelican Music 1993 c g
2
 

Schubert, F. 1797 1828 Nachtgesang im Walde, op.139b Martinet, L. BHC 

(1985-

1990) c g
2
 

Schubert, F. 1797 1828 

Teile aus dem 1. Satz der 7. 

Symphonie Gabler, F. Pizka       

Schumann, R. 1810 1856 An die Sterne & Ungewisses Licht Carr, C. Arundel Music 

(2008-

2010)     

Schumann, R. 1810 1856 Feierlich from Symphony no.3 Jones, C. Emerson 

(1999-

2000) Eb c
3
 

Schumann, R. 1810 1856 Five hunting songs op.137 Martinet, L. BHC 2001 E c#
3
 

Schumann, R. 1810 1856 Five hunting songs op.137 Pizka, H. Pizka 

(1982-

1985)     

Schumann, R. 1810 1856 Scherzo from Symphony no.3 Gabler, F.     c c
3
 

Silver, H. 1928   Nica's dream Meyer, D. VerMeulen Music 2010 Bb bb
2 

Strauss, J. II 1825 1899 Artist's life waltz op.310 Martinet, L. BHC 2001     

Strauss, R. 1864 1949 Capriccio suite Terzer, A.   2008 C# e
3
 

Strauss, R. 1864 1949 Daphne suite Terzer, A.   2009 D f
3
 

Stravinsky, I. 1882 1971 Finale from Firebird Shafer, M. Pelican Music 2001     

Stravinsky, I. 1882 1971 'Nannies' dance' from Petrouchka Shafer, M. Pelican Music 2002     

Stravinsky, I. 1882 1971 The rite of spring Shafer, M. Pelican Music 2002     

Suppe, F. v. 1819 1741 Light cavalry overture Martinet, L. BHC 1997 bb c
3
 

Suppe, F. v. 1819 1741 Poet and peasant overture Martinet, L. BHC 1997 F bb
2 
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Tchaikovsky, P. 1840 1893 Nutcracker Suite: March Jones, C. Real Music 2000 G# c
3
 

Tchesnokov, P. 1877 1944 Salvation is created Doughty, B. V. Cimarron Music 2005 G f
2
 

Teike, C. 1864 1922 

Alte Kameraden (Old comrades) 

march Martinet, L. BHC 

(1985-

1990)     

Teike, C. 1864 1922 The conqueror march Martinet, L. BHC 

(1985-

1990)     

Thomas, A. 1811 1896 Raymond overture Martinet, L. BHC 

(1997-

2001)     

Trad.     Danny boy Meyer, D. VerMeulen Music 2008 B b
2
 

Verdelot, P. 1480 1530 Gaudent in celis Carr, C. Arundel Music 

(2008-

2010)     

Verdi, G. 1813 1883 Mazoni requiem Martinet, L. BHC 1983 F c
3
 

Wagner, R. 1813 1883 

"Feuerzauber" from the third act of 

Valkyrie Legat, G. Pizka 1982 C# b
2
 

Wagner, R. 1813 1883 Excerpts from Tannhäuser 

Sarsany, T. & 

Rieg, M. Kenneth C. Henslee 

(1997-

1998) G c
3
 

Wagner, R. 1813 1883 

'Funeral march' from Die 

Götterdämmerung Jones, C. Real Music 2001 Eb d
3
 

Wagner, R. 1813 1883 Lohengrin-Fantasie Stiegler, K. Pizka (-1985) D ab
2 

Wagner, R. 1813 1883 Rheingold Fantasie Klier, M. Pizka 1985 G d
3
 

Wagner, R. 1813 1883 Siegfried-Fantasie Stiegler, K. Pizka (-1985)     

Wagner, R. 1813 1883 

'Siegfried's funeral march' from Die 

Götterdämmerung Shafer, M. Pelican Music 2005     

Wagner, R. 1813 1883 

'Siegfried's Rhine journey' from Die 

Götterdämmerung Payne, R. Masters Music 1994 F# c
3
 

Wagner, R. 1813 1883 

'Siegfried's Rhine journey' from Die 

Götterdämmerung Shafer, M. Pelican Music 2000     

Wagner, R. 1813 1883 Tannhauser fantasy Ashworth, B. Edition db (1997-)     

Wagner, R. 1813 1883 Tristan and Isolde prelude Jones, C. Real Music 2001 E c#
3
 

Wagner, R. 1813 1883 Wagneriana 

Bujanovski, V. / 

Pizka, H. Pizka 2005     
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Wagner, R. 1813 1883 Wagneriana Richter, H. Pizka 

(1982-

1985)     

Webber, A. L. 1948   

'All I ask of you' from Phantom of 

the opera Meyer, D. VerMeulen Music 2008 F c
3
 

Weber, C. M. v. 1786 1826 Der Freischütz Wallendorf, K. Heavy Brass 2007     

Weber, C. M. v. 1786 1826 Der Freischütz incidental music Terzer, A. Corniworld 2010 E c#
3
 

Weber, C. M. v. 1786 1826 Der Freischütz overture Terzer, A. Corniworld 2009 D d
3
 

Williams, J. 1832   Jurrassic park Meyer, D. VerMeulen Music 2008 Bb c
3
 

Zawinul, J. 1932 2007 Birdland Meyer, D. VerMeulen Music 2008 Bb c
3
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Appendix B: Transcriptions for eight horns (sorted by arranger) 

 

Composer     Title Arranger Publisher 

Publ. 

date Range 

Händel, G. F. 1685 1759 Halleluja choir from Messiah Agrell, J. Mark Tezak       

Bruckner, A. 1824 1896 Ave Maria Ashworth, B. Edition db (1997-)     

Bruckner, A. 1824 1896 Os justi Ashworth, B. Edition db (1997-)     

Wagner, R. 1813 1883 Tannhauser fantasy Ashworth, B. Edition db (1997-)     

Glinka, M. 1804 1857 Ruslan and Ludmilla overture Bissill, R. Cala Music 2000 E c
3
 

Grieg, E. 1843 1907 Piece lyrique Bourgue, D. Arpeges       

Wagner, R. 1813 1883 Wagneriana 

Bujanovski, V. / 

Pizka, H. Pizka 2005     

Beethoven, L. v. 1770 1827 

Allegro con brio from Symphony 

no.5 Campbell, K. 

Thunderlip Horn 

Creations 1991 F b
2
 

Beethoven, L. v. 1770 1827 Finale from Symphony no.3 Campbell, K. 

Thunderlip Horn 

Creations 

(1991-

1992) A bb
2 

Beethoven, L. v. 1770 1827 

Poco sostenuto / Vivace from 

Symphony no.7 Campbell, K. 

Thunderlip Horn 

Creations 1992 E# c#
3
 

Beethoven, L. v. 1770 1827 Scherzo from Symphony no.3 Campbell, K. 

Thunderlip Horn 

Creations 1992 F bb
2 

Dvorak, A. 1841 1904 Zelenaj se zelenaj Carr, C. Arundel Music 

(2008-

2010)     

Grieg, E. 1843 1907 Norwegian suite Carr, C. RMW Publishing 2000 G g
2
 

Janacek, L. 1854 1928 Autumn song Carr, C. Arundel Music 

(2008-

2010)     

Schumann, R. 1810 1856 An die Sterne & Ungewisses Licht Carr, C. Arundel Music 

(2008-

2010)     

Verdelot, P. 1480 1530 Gaudent in celis Carr, C. Arundel Music 

(2008-

2010)     

Nelhybel, V. 1919 1969 French suite Doughty, B. V. Cimarron Music 2006     
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Tchesnokov, P. 1877 1944 Salvation is created Doughty, B. V. Cimarron Music 2005 G f
2
 

Schubert, F. 1797 1828 Hugarian march op.54 Egger, F. Pizka       

Brahms, J. 1833 1897 Hungarian dance no.5 Elkjer, R. Alessi Music Studio (-2003)     

Rimsky-

Korsakov, N. 1844 1908 'Procession of the nobles' from Midas Emerson, J. Emerson 1989 G d
3
 

Rossini, G. 1792 1868 

Insalata mista (Motives from the 

overture to William Tell) Gabler, F. Pizka       

Schubert, F. 1797 1828 

Teile aus dem 1. Satz der 7. 

Symphonie Gabler, F. Pizka       

Schumann, R. 1810 1856 Scherzo from Symphony no.3 Gabler, F.     c c
3
 

Schubert, F. 1797 1828 Nachtgesang im Walde, op.139b Henslee, K. C. Pelican Music 1993 c g
2
 

Barber, S. 1910 1981 Adagio Hollomon, S.     Eb bb
2 

Bach, J. S. 1685 1750 Toccata and fugue in D minor Humphries, J. Pelican Music 2009     

Elgar, E. 1857 1934 'Nimrod' from Enigma Variations Humphries, J. Brass Wind Publications       

Mozart, W. A. 1756 1791 

Rondo for eight horns from Concerto 

in E flat major K495 Humphries, J. Kenneth C. Henslee 1997 A f
2
 

Mozart, W. A. 1756 1791 

Rondo from Horn concerto no.4 in E 

flat Humphries, J. Cala Music 2000 A gb
2 

Rossini, G. 1792 1868 Overture to The barber of Seville Humphries, J. Kenneth C. Henslee 1997 F# b
2
 

Easthope, M. 1882 1925 Come to the fair Hutchinson, W.   1999 D a
2
 

Newton, J. 1725 1807 Amazing grace Hutchinson, W.   1999 Bb c
3
 

Lasso, O. 1532 1597 

Ola! Oche bon eccho (The echo 

song) Hyde, G. Los Angeles Horn Club   Bb a
2
 

Rodgers, R. 1902 1979 Rodgers at Audubon Hyde, G. Cortett Music 2007 A ab
2 

Carmichael, H. 1899 1981 Stardust 

Ivesun, J. & 

Umeda, N.     Eb bb
2 

Bruckner, A. 1824 1896 Symphonie Nr.8 (Suite) Janezic, F. Helma Music 2007     

Humperdinck, 

E. 1854 1921 

Im finstern Wald (Hänsel und Gretel 

Fantasie) Janezic, F. Helma Music 1997     
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Beethoven, L. v. 1770 1827 Symphony no.5 - 1st mvt. Jones, C. Real Music 2000 G c
3
 

Elgar, E. 1857 1934 'Nimrod' from Enigma Variations Jones, C. Real Music 2001 Eb c
3
 

Händel, G. F. 1685 1759 

'For unto us a child is born' from 

Messiah Jones, C. Emerson 

(1999-

2000) F c
3
 

Händel, G. F. 1985 1759 Overture from Royal fireworks music Jones, C. Emerson 2000 G c
3
 

Praetorius, M. 1571 1621 Lo, how a rose e'er blooming Jones, C. Real Music 

(2000-

2001) Eb a
2
 

Schumann, R. 1810 1856 Feierlich from Symphony no.3 Jones, C. Emerson 

(1999-

2000) Eb c
3
 

Tchaikovsky, P. 1840 1893 Nutcracker Suite: March Jones, C. Real Music 2000 G# c
3
 

Wagner, R. 1813 1883 

'Funeral march' from Die 

Götterdämmerung Jones, C. Real Music 2001 Eb d
3
 

Wagner, R. 1813 1883 Tristan and Isolde prelude Jones, C. Real Music 2001 E c#
3
 

Banchieri, A. 1586 1634 La battaglia Kaucher, C. Wehr Music House       

Humperdinck, 

E. 1854 1921 

Hänsel und Gretel Prelude and 

chorale Kirschen, J. Hornists Nest 1981 G c
3
 

Wagner, R. 1813 1883 Rheingold Fantasie Klier, M. Pizka 1985 G d
3
 

Mahler, G. 1860 1911 

'What love tells me' from the finale 

of Symphony no.3 Lechuga, F.   2000 F a
2
 

Bruckner, A. 1824 1896 Remembering the 7th symphony Legat, G. Pizka 

(1982-

1985)     

Wagner, R. 1813 1883 

"Feuerzauber" from the third act of 

Valkyrie Legat, G. Pizka 1982 C# b
2
 

Bruckner, A. 1824 1896 Trauermusic aus der 7. Symphonie Löwe, F. Pizka   F# g#
2
 

Händel, G. F. 1685 1759 Einzug der Konigin van Saba Lowe, J. Pizka       

Beethoven, L. v. 1770 1827 Coriolanus overture Lynsdale-Nock, J. Corniworld 2007 C# c
3
 

Delius, F. 1862 1934 Summer evening Lynsdale-Nock, J. Corniworld 2002 Db b
2
 

Grieg, E. 1843 1907 

Holberg Suite, Prelude and three 

dances Lynsdale-Nock, J. Corniworld 2002 D c
3
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Mozart, W. A. 1756 1791 Marriage of Figaro overture Lynsdale-Nock, J. Corniworld 2008 E b
2
 

Ravel, M. 1875 1937 Pavane pour une infante défunte Lynsdale-Nock, J. Corniworld 2005 D c
3
 

Satie, E. 1866 1925 Gymnopedies no.1 Lynsdale-Nock, J. Corniworld 2005 D a
2
 

Satie, E. 1866 1925 Gymnopedies no.3 Lynsdale-Nock, J. Corniworld 2002 D a
2
 

Alford, K. 1881 1945 On the quarter deck Martinet, L. BHC 

(1985-

1990) g
1
 a

2
 

Alford, K. 1881 1945 The vanished army Martinet, L. BHC 

(1985-

1990) g
1
 a

2
 

Bach, J. S. 1685 1750 

Fugue from motet no.1 Singet dem 

Herrn ein neues Lied Martinet, L. BHC 

(1993-

1997) G c
3
 

Bach, J. S. 1685 1750 

'Here yet awhile' from St. Matthew 

passion Martinet, L. BHC 1997 E bb
2 

Bach, J. S. 1685 1750 Jesu, joy of man's desiring Martinet, L. BHC 

(1985-

1990) G a
2
 

Duble, C.E. 1884 1960 Bravura march (Marchio circusosio) Martinet, L. BHC 1990 G b
2
 

Faure, G. 1845 1924 Requiem: 'Libera me' Martinet, L. BHC 

(1990-

1993) F bb
2 

Gounod, C. 1818 1893 'Soldier's chorus' from Faust Martinet, L. BHC 

(1990-

1993) F bb
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 

Nocturne from A midsummer night's 

dream Martinet, L. BHC 1993 G c
3
 

Nicolai, C. O. 1810 1849 The merry wives of Windsor overture Martinet, L. BHC 2003 G c
3
 

Offenbach, J. 1819 1880 Orpheus in der Unterwelt Martinet, L. BHC 1997 F b
2
 

Ravel, M. 1875 1937 Pavane pour une infante défunte Martinet, L. BHC 

(1993-

1997) E b
2
 

Rossini, G. 1792 1868 Overture to La gazza ladra Martinet, L. BHC 2001 G a
2
 

Rossini, G. 1792 1868 Overture to The barber of Seville Martinet, L. BHC 1997 F c
3
 

Schubert, F. 1797 1828 Die Nachtigall, op.11 no.2 Martinet, L. BHC 1985 G g
2
 



 

 

 

 

318 

 

Schubert, F. 1797 1828 Nachtgesang im Walde, op.139b Martinet, L. BHC 

(1985-

1990) c g
2
 

Schumann, R. 1810 1856 Five hunting songs op.137 Martinet, L. BHC 2001 E c#
3
 

Strauss, J. II 1825 1899 Artist's life waltz op.310 Martinet, L. BHC 2001     

Suppe, F. v. 1819 1741 Light cavalry overture Martinet, L. BHC 1997 bb c
3
 

Suppe, F. v. 1819 1741 Poet and peasant overture Martinet, L. BHC 1997 F bb
2 

Teike, C. 1864 1922 

Alte Kameraden (Old comrades) 

march Martinet, L. BHC 

(1985-

1990)     

Teike, C. 1864 1922 The conqueror march Martinet, L. BHC 

(1985-

1990)     

Thomas, A. 1811 1896 Raymond overture Martinet, L. BHC 

(1997-

2001)     

Verdi, G. 1813 1883 Mazoni requiem Martinet, L. BHC 1983 F c
3
 

Braham, P. & 

Furber, D. 1881 1934 Limehouse Meyer, D. VerMeulen Music 2009 c c
3
 

Evans, B. 1929 1980 Waltz for Debby Meyer, D. VerMeulen Music 2009 c a
2
 

Grainger, P. 1882 1961 Lincolnshire posy Meyer, D. VerMeulen Music 2009 A a
2
 

Hefti, N. 1922 2008 Cute Meyer, D. VerMeulen Music 2009 c b
2
 

Lecouna, E. 1895 1963 Malaguena Meyer, D. VerMeulen Music 2009 A c#
3
 

Menken, A. 1949   Beauty and the beast Meyer, D. VerMeulen Music 2009 C d
3
 

Mussorgsky, M. 1839 1881 Glimpse at pictures (at an exhibition) Meyer, D. VerMeulen Music 2009 G c
3
 

Schoenberg, C. 

M. 1944   

Les mis (Two selections from Les 

miserables) Meyer, D. VerMeulen Music 2008 c c
3
 

Silver, H. 1928   Nica's dream Meyer, D. VerMeulen Music 2010 Bb bb
2 

Trad.     Danny boy Meyer, D. VerMeulen Music 2008 B b
2
 

Webber, A. L. 1948   

'All I ask of you' from Phantom of 

the opera Meyer, D. VerMeulen Music 2008 F c
3
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Williams, J. 1832   Jurrassic park Meyer, D. VerMeulen Music 2008 Bb c
3
 

Zawinul, J. 1932 2007 Birdland Meyer, D. VerMeulen Music 2008 Bb c
3
 

Bach, J. S. 1685 1750 Prelude Oldberg, A. Southern Music 1979 G ab
2 

Lotti, A. 1667 1740 Crucifixus Oldberg, A. Southern Music 1979 c# bb
2 

Wagner, R. 1813 1883 

'Siegfried's Rhine journey' from Die 

Götterdämmerung Payne, R. Masters Music 1994 F# c
3
 

Beethoven, L. v. 1770 1827 Egmont overture Pizka, H. Pizka (-1982)     

Schumann, R. 1810 1856 Five hunting songs op.137 Pizka, H. Pizka 

(1982-

1985)     

Rossini, G. 1792 1868 La danza Pritchard, P. Cala Music 2000 Eb c
3
 

Baban, G. 1620 1675 Voce mea ad Dominum Reynolds, V. Hornists Nest 1974 F g
2
 

Brahms, J. 1833 1897 Festive and memorial music op.109 Reynolds, V. 

Israeli Brass and 

Woodwind Publications   F a
2
 

Gabrieli, A. 1510 1586 Cantos no.1 Reynolds, V. Southern Music 1973 F ab
2 

Gabrieli, A. 1510 1586 Cantos no.2 Reynolds, V. Southern Music 1973 F a
2
 

Gabrieli, A. 1510 1586 Cantos no.3 Reynolds, V. Southern Music 1973 Gb ab
2
 

Scheidt, S. 1587 1654 Cantos no.4 Reynolds, V. Southern Music 1973 F bb
2
 

Wagner, R. 1813 1883 Wagneriana Richter, H. Pizka 

(1982-

1985)     

Berlioz, H. 1803 1869 Roman carnival overture Robinson, B. Robinson / Pizka 1986 G b
2
 

Brahms, J. 1833 1897 Finale from Symphony no.3 Robinson, B.       eb
3 

Elgar, E. 1857 1934 Sun dance (Wand of youth suite no.1) Robinson, B.         

Faure, G. 1845 1924 Three pieces from Dolly suite Robinson, B.       e
3
 

Wagner, R. 1813 1883 Excerpts from Tannhäuser 

Sarsany, T. & 

Rieg, M. Kenneth C. Henslee 

(1997-

1998) G c
3
 

Cerene, T.     Ghost riders Schuele, S.   1999 G  bb
2
 

Holst, G. 1874 1934 Mars from The planets Shafer, M. Pelican Music 2006     
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Holst, G. 1874 1934 Uranus from The planets Shafer, M. Pelican Music 2006     

Mussorgsky, M. 1839 1881 

In the catacomb from Pictures at an 

exhibition Shafer, M. Pelican Music 2005     

Prokofiev, S. 1891 1953 

March from The love for the three 

oranges Shafer, M. Pelican Music 2007     

Respighi, O. 1879 1936 

'The pines of the Appian Way' from 

The pines of Rome Shafer, M. Pelican Music 2007     

Stravinsky, I. 1882 1971 Finale from Firebird Shafer, M. Pelican Music 2001     

Stravinsky, I. 1882 1971 'Nannies' dance' from Petrouchka Shafer, M. Pelican Music 2002     

Stravinsky, I. 1882 1971 The rite of spring Shafer, M. Pelican Music 2002     

Wagner, R. 1813 1883 

'Siegfried's funeral march' from Die 

Götterdämmerung Shafer, M. Pelican Music 2005     

Wagner, R. 1813 1883 

'Siegfried's Rhine journey' from Die 

Götterdämmerung Shafer, M. Pelican Music 2000     

Bach, J. S. 1685 1750 Jesu, joy of man's desiring Sharp, L. Kenneth C. Henslee 1997 G a
2
 

Beethoven, L. v. 1770 1827 Allegretto from Symphony no.7 Sharp, L. Kenneth C. Henslee 

(1997-

1998) B b
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 Andante from Symphony no.4 Sharp, L. Kenneth C. Henslee 1998 c bb
2 

Bach, J. L. 1677 1731 Prelude and fugue in A minor Shaw, L. E. Hornists Nest 

(1965-

1969) A# a
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 'O rest in the Lord' from Elijah Shaw, L. E. Hornists Nest 1988 G a
2
 

Holst, G. 1874 1934 Ave Maria Singleton, K.     d g
2
 

Wagner, R. 1813 1883 Lohengrin-Fantasie Stiegler, K. Pizka (-1985) D ab
2 

Wagner, R. 1813 1883 Siegfried-Fantasie Stiegler, K. Pizka (-1985)     

Humperdinck, 

E. 1854 1921 Hänsel und Gretel Phantasie Stransky, L. M. Heavy Brass 

(1999-

2000) E c
3
 

Beethoven, L. v. 1770 1827 Fidelio overture Terzer, A. Corniworld 2010 F db
3 

Beethoven, L. v. 1770 1827 Rondino Terzer, A. Corniworld 2009 F g
2
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Berlioz, H. 1803 1869 La fuite en Egypte overture Terzer, A. Corniworld 2009 C c
3
 

Bizet, G. 1838 1875 L'Arlesienne suite Terzer, A.   2009 D c
3
 

Brahms, J. 1833 1897 Acadmic festival overture Terzer, A. Corniworld 2009 D d#
3
 

Gade, J. 1879 1963 Tango jalousie Terzer, A.   2008 D e
3
 

Mendelssohn-

Bartholdy, F. 1809 1847 Paulus overture Terzer, A. Corniworld 2009 A c#
3
 

Piazzolla, A. 1921 1992 Libertango Terzer, A.   2009 E e
3
 

Ravel, M. 1875 1937 Menuet antique Terzer, A.   2009 D e
3
 

Rossini, G. 1792 1868 Tancredi sinfonia Terzer, A. Corniworld 2009 D c
3
 

Rossini, G. 1792 1868 William Tell overture Terzer, A. Corniworld 2010 F# d
3
 

Strauss, R. 1864 1949 Capriccio suite Terzer, A.   2008 C# e
3
 

Strauss, R. 1864 1949 Daphne suite Terzer, A.   2009 D f
3
 

Weber, C. M. v. 1786 1826 Der Freischütz incidental music Terzer, A. Corniworld 2010 E c#
3
 

Weber, C. M. v. 1786 1826 Der Freischütz overture Terzer, A. Corniworld 2009 D d
3
 

Bizet, G. 1838 1875 Carmen suite Turner, K. 

Phoenix Music 

Publications (-2006)     

Rachmaninov, 

S. 1873 1943 Symphony no.1 in D minor - 1st mvt Usselmann, P.   2010 E c#
3
 

Weber, C. M. v. 1786 1826 Der Freischütz Wallendorf, K. Heavy Brass 2007     
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Appendix C: Transcriptions for eight horns (limited to and sorted by lowest note) 

 

Composer     Title Arranger Publisher 

Publ. 

date Range 

Menken, A. 1949   Beauty and the beast Meyer, D. VerMeulen Music 2009 C d
3
 

Berlioz, H. 1803 1869 La fuite en Egypte overture Terzer, A. Corniworld 2009 C c
3
 

Wagner, R. 1813 1883 

"Feuerzauber" from the third act of 

Valkyrie Legat, G. Pizka 1982 C# b
2
 

Beethoven, L. v. 1770 1827 Coriolanus overture Lynsdale-Nock, J. Corniworld 2007 C# c
3
 

Strauss, R. 1864 1949 Capriccio suite Terzer, A.   2008 C# e
3
 

Delius, F. 1862 1934 Summer evening Lynsdale-Nock, J. Corniworld 2002 Db b
2
 

Easthope, M. 1882 1925 Come to the fair Hutchinson, W.   1999 D a
2
 

Grieg, E. 1843 1907 

Holberg Suite, Prelude and three 

dances Lynsdale-Nock, J. Corniworld 2002 D c
3
 

Ravel, M. 1875 1937 Pavane pour une infante défunte Lynsdale-Nock, J. Corniworld 2005 D c
3
 

Satie, E. 1866 1925 Gymnopedies no.1 Lynsdale-Nock, J. Corniworld 2005 D a
2
 

Satie, E. 1866 1925 Gymnopedies no.3 Lynsdale-Nock, J. Corniworld 2002 D a
2
 

Wagner, R. 1813 1883 Lohengrin-Fantasie Stiegler, K. Pizka (-1985) D ab
2 

Bizet, G. 1838 1875 L'Arlesienne suite Terzer, A.   2009 D c
3
 

Brahms, J. 1833 1897 Acadmic festival overture Terzer, A. Corniworld 2009 D d#
3
 

Gade, J. 1879 1963 Tango jalousie Terzer, A.   2008 D e
3
 

Ravel, M. 1875 1937 Menuet antique Terzer, A.   2009 D e
3
 

Rossini, G. 1792 1868 Tancredi sinfonia Terzer, A. Corniworld 2009 D c
3
 

Strauss, R. 1864 1949 Daphne suite Terzer, A.   2009 D f
3
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Weber, C. M. v. 1786 1826 Der Freischütz overture Terzer, A. Corniworld 2009 D d
3
 

Barber, S. 1910 1981 Adagio Hollomon, S.     Eb bb
2 

Carmichael, H. 1899 1981 Stardust 

Ivesun, J. & 

Umeda, N.     Eb bb
2 

Elgar, E. 1857 1934 'Nimrod' from Enigma Variations Jones, C. Real Music 2001 Eb c
3
 

Praetorius, M. 1571 1621 Lo, how a rose e'er blooming Jones, C. Real Music 

(2000-

2001) Eb a
2
 

Schumann, R. 1810 1856 Feierlich from Symphony no.3 Jones, C. Emerson 

(1999-

2000) Eb c
3
 

Wagner, R. 1813 1883 

'Funeral march' from Die 

Götterdämmerung Jones, C. Real Music 2001 Eb d
3
 

Rossini, G. 1792 1868 La danza Pritchard, P. Cala Music 2000 Eb c
3
 

Glinka, M. 1804 1857 Ruslan and Ludmilla overture Bissill, R. Cala Music 2000 E c
3
 

Wagner, R. 1813 1883 Tristan and Isolde prelude Jones, C. Real Music 2001 E c#
3
 

Mozart, W. A. 1756 1791 Marriage of Figaro overture Lynsdale-Nock, J. Corniworld 2008 E b
2
 

Bach, J. S. 1685 1750 

'Here yet awhile' from St. Matthew 

passion Martinet, L. BHC 1997 E bb
2 

Ravel, M. 1875 1937 Pavane pour une infante défunte Martinet, L. BHC 

(1993-

1997) E b
2
 

Schumann, R. 1810 1856 Five hunting songs op.137 Martinet, L. BHC 2001 E c#
3
 

Humperdinck, 

E. 1854 1921 Hänsel und Gretel Phantasie Stransky, L. M. Heavy Brass 

(1999-

2000) E c
3
 

Piazzolla, A. 1921 1992 Libertango Terzer, A.   2009 E e
3
 

Weber, C. M. v. 1786 1826 Der Freischütz incidental music Terzer, A. Corniworld 2010 E c#
3
 

Rachmaninov, 

S. 1873 1943 Symphony no.1 in D minor - 1st mvt Usselmann, P.   2010 E c#
3
 

Beethoven, L. v. 1770 1827 

Poco sostenuto / Vivace from 

Symphony no.7 Campbell, K. 

Thunderlip Horn 

Creations 1992 E# c#
3
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Beethoven, L. v. 1770 1827 

Allegro con brio from Symphony 

no.5 Campbell, K. 

Thunderlip Horn 

Creations 1991 F b
2
 

Beethoven, L. v. 1770 1827 Scherzo from Symphony no.3 Campbell, K. 

Thunderlip Horn 

Creations 1992 F bb
2 

Händel, G. F. 1685 1759 

'For unto us a child is born' from 

Messiah Jones, C. Emerson 

(1999-

2000) F c
3
 

Mahler, G. 1860 1911 

'What love tells me' from the finale 

of Symphony no.3 Lechuga, F.   2000 F a
2
 

Faure, G. 1845 1924 Requiem: 'Libera me' Martinet, L. BHC 

(1990-

1993) F bb
2 

Gounod, C. 1818 1893 'Soldier's chorus' from Faust Martinet, L. BHC 

(1990-

1993) F bb
2
 

Offenbach, J. 1819 1880 Orpheus in der Unterwelt Martinet, L. BHC 1997 F b
2
 

Rossini, G. 1792 1868 Overture to The barber of Seville Martinet, L. BHC 1997 F c
3
 

Suppe, F. v. 1819 1741 Poet and peasant overture Martinet, L. BHC 1997 F bb
2 

Verdi, G. 1813 1883 Mazoni requiem Martinet, L. BHC 1983 F c
3
 

Webber, A. L. 1948   

'All I ask of you' from Phantom of 

the opera Meyer, D. VerMeulen Music 2008 F c
3
 

Baban, G. 1620 1675 Voce mea ad Dominum Reynolds, V. Hornists Nest 1974 F g
2
 

Brahms, J. 1833 1897 Festive and memorial music op.109 Reynolds, V. 

Israeli Brass and 

Woodwind Publications   F a
2
 

Gabrieli, A. 1510 1586 Cantos no.1 Reynolds, V. Southern Music 1973 F ab
2 

Gabrieli, A. 1510 1586 Cantos no.2 Reynolds, V. Southern Music 1973 F a
2
 

Scheidt, S. 1587 1654 Cantos no.4 Reynolds, V. Southern Music 1973 F bb
2
 

Beethoven, L. v. 1770 1827 Fidelio overture Terzer, A. Corniworld 2010 F db
3 

Beethoven, L. v. 1770 1827 Rondino Terzer, A. Corniworld 2009 F g
2
 

Rossini, G. 1792 1868 Overture to The barber of Seville Humphries, J. Kenneth C. Henslee 1997 F# b
2
 

Bruckner, A. 1824 1896 Trauermusic aus der 7. Symphonie Löwe, F. Pizka   F# g#
2
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Wagner, R. 1813 1883 

'Siegfried's Rhine journey' from Die 

Götterdämmerung Payne, R. Masters Music 1994 F# c
3
 

Rossini, G. 1792 1868 William Tell overture Terzer, A. Corniworld 2010 F# d
3
 

Gabrieli, A. 1510 1586 Cantos no.3 Reynolds, V. Southern Music 1973 Gb ab
2
 

Grieg, E. 1843 1907 Norwegian suite Carr, C. RMW Publishing 2000 G g
2
 

Tchesnokov, P. 1877 1944 Salvation is created Doughty, B. V. Cimarron Music 2005 G f
2
 

Rimsky-

Korsakov, N. 1844 1908 'Procession of the nobles' from Midas Emerson, J. Emerson 1989 G d
3
 

Beethoven, L. v. 1770 1827 Symphony no.5 - 1st mvt. Jones, C. Real Music 2000 G c
3
 

Händel, G. F. 1985 1759 Overture from Royal fireworks music Jones, C. Emerson 2000 G c
3
 

Humperdinck, 

E. 1854 1921 

Hänsel und Gretel Prelude and 

chorale Kirschen, J. Hornists Nest 1981 G c
3
 

Wagner, R. 1813 1883 Rheingold Fantasie Klier, M. Pizka 1985 G d
3
 

Bach, J. S. 1685 1750 

Fugue from motet no.1 Singet dem 

Herrn ein neues Lied Martinet, L. BHC 

(1993-

1997) G c
3
 

Bach, J. S. 1685 1750 Jesu, joy of man's desiring Martinet, L. BHC 

(1985-

1990) G a
2
 

Duble, C.E. 1884 1960 Bravura march (Marchio circusosio) Martinet, L. BHC 1990 G b
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 

Nocturne from A midsummer night's 

dream Martinet, L. BHC 1993 G c
3
 

Nicolai, C. O. 1810 1849 The merry wives of Windsor overture Martinet, L. BHC 2003 G c
3
 

Rossini, G. 1792 1868 Overture to La gazza ladra Martinet, L. BHC 2001 G a
2
 

Schubert, F. 1797 1828 Die Nachtigall, op.11 no.2 Martinet, L. BHC 1985 G g
2
 

Mussorgsky, M. 1839 1881 Glimpse at pictures (at an exhibition) Meyer, D. VerMeulen Music 2009 G c
3
 

Bach, J. S. 1685 1750 Prelude Oldberg, A. Southern Music 1979 G ab
2 

Berlioz, H. 1803 1869 Roman carnival overture Robinson, B. Robinson / Pizka 1986 G b
2
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Wagner, R. 1813 1883 Excerpts from Tannhäuser 

Sarsany, T. & 

Rieg, M. Kenneth C. Henslee 

(1997-

1998) G c
3
 

Bach, J. S. 1685 1750 Jesu, joy of man's desiring Sharp, L. Kenneth C. Henslee 1997 G a
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 'O rest in the Lord' from Elijah Shaw, L. E. Hornists Nest 1988 G a
2
 

Cerene, T.     Ghost riders Schuele, S.   1999 G  bb
2
 

Tchaikovsky, P. 1840 1893 Nutcracker Suite: March Jones, C. Real Music 2000 G# c
3
 

Beethoven, L. v. 1770 1827 Finale from Symphony no.3 Campbell, K. 

Thunderlip Horn 

Creations 

(1991-

1992) A bb
2 

Mozart, W. A. 1756 1791 

Rondo for eight horns from Concerto 

in E flat major K495 Humphries, J. Kenneth C. Henslee 1997 A f
2
 

Mozart, W. A. 1756 1791 

Rondo from Horn concerto no.4 in E 

flat Humphries, J. Cala Music 2000 A gb
2 

Rodgers, R. 1902 1979 Rodgers at Audubon Hyde, G. Cortett Music 2007 A ab
2 

Grainger, P. 1882 1961 Lincolnshire posy Meyer, D. VerMeulen Music 2009 A a
2
 

Lecouna, E. 1895 1963 Malaguena Meyer, D. VerMeulen Music 2009 A c#
3
 

Mendelssohn-

Bartholdy, F. 1809 1847 Paulus overture Terzer, A. Corniworld 2009 A c#
3
 

Bach, J. L. 1677 1731 Prelude and fugue in A minor Shaw, L. E. Hornists Nest 

(1965-

1969) A# a
2
 

Newton, J. 1725 1807 Amazing grace Hutchinson, W.   1999 Bb c
3
 

Lasso, O. 1532 1597 

Ola! Oche bon eccho (The echo 

song) Hyde, G. Los Angeles Horn Club   Bb a
2
 

Silver, H. 1928   Nica's dream Meyer, D. VerMeulen Music 2010 Bb bb
2 

Williams, J. 1832   Jurrassic park Meyer, D. VerMeulen Music 2008 Bb c
3
 

Zawinul, J. 1932 2007 Birdland Meyer, D. VerMeulen Music 2008 Bb c
3
 

Trad.     Danny boy Meyer, D. VerMeulen Music 2008 B b
2
 

Beethoven, L. v. 1770 1827 Allegretto from Symphony no.7 Sharp, L. Kenneth C. Henslee 

(1997-

1998) B b
2
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Suppe, F. v. 1819 1741 Light cavalry overture Martinet, L. BHC 1997 bb c
3
 

Schumann, R. 1810 1856 Scherzo from Symphony no.3 Gabler, F.     c c
3
 

Schubert, F. 1797 1828 Nachtgesang im Walde, op.139b Henslee, K. C. Pelican Music 1993 c g
2
 

Schubert, F. 1797 1828 Nachtgesang im Walde, op.139b Martinet, L. BHC 

(1985-

1990) c g
2
 

Braham, P. & 

Furber, D. 1881 1934 Limehouse Meyer, D. VerMeulen Music 2009 c c
3
 

Evans, B. 1929 1980 Waltz for Debby Meyer, D. VerMeulen Music 2009 c a
2
 

Hefti, N. 1922 2008 Cute Meyer, D. VerMeulen Music 2009 c b
2
 

Schoenberg, C. 

M. 1944   

Les mis (Two selections from Les 

miserables) Meyer, D. VerMeulen Music 2008 c c
3
 

Mendelssohn-

Bartholdy, F. 1809 1847 Andante from Symphony no.4 Sharp, L. Kenneth C. Henslee 1998 c bb
2 

Lotti, A. 1667 1740 Crucifixus Oldberg, A. Southern Music 1979 c# bb
2 

Holst, G. 1874 1934 Ave Maria Singleton, K.     d g
2
 

Alford, K. 1881 1945 On the quarter deck Martinet, L. BHC 

(1985-

1990) g
1
 a

2
 

Alford, K. 1881 1945 The vanished army Martinet, L. BHC 

(1985-

1990) g
1
 a

2
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Appendix D: Transcriptions for eight horns (limited to and sorted by highest note) 

 

Composer     Title Arranger Publisher 

Publ. 

date Range 

Tchesnokov, P. 1877 1944 Salvation is created Doughty, B. V. Cimarron Music 2005 G f
2
 

Mozart, W. A. 1756 1791 

Rondo for eight horns from Concerto 

in E flat major K495 Humphries, J. Kenneth C. Henslee 1997 A f
2
 

Mozart, W. A. 1756 1791 

Rondo from Horn concerto no.4 in E 

flat Humphries, J. Cala Music 2000 A gb
2 

Grieg, E. 1843 1907 Norwegian suite Carr, C. RMW Publishing 2000 G g
2
 

Schubert, F. 1797 1828 Nachtgesang im Walde, op.139b Henslee, K. C. Pelican Music 1993 c g
2
 

Schubert, F. 1797 1828 Die Nachtigall, op.11 no.2 Martinet, L. BHC 1985 G g
2
 

Schubert, F. 1797 1828 Nachtgesang im Walde, op.139b Martinet, L. BHC 

(1985-

1990) c g
2
 

Baban, G. 1620 1675 Voce mea ad Dominum Reynolds, V. Hornists Nest 1974 F g
2
 

Holst, G. 1874 1934 Ave Maria Singleton, K.     d g
2
 

Beethoven, L. v. 1770 1827 Rondino Terzer, A. Corniworld 2009 F g
2
 

Bruckner, A. 1824 1896 Trauermusic aus der 7. Symphonie Löwe, F. Pizka   F# g#
2
 

Rodgers, R. 1902 1979 Rodgers at Audubon Hyde, G. Cortett Music 2007 A ab
2 

Bach, J. S. 1685 1750 Prelude Oldberg, A. Southern Music 1979 G ab
2 

Gabrieli, A. 1510 1586 Cantos no.1 Reynolds, V. Southern Music 1973 F ab
2 

Gabrieli, A. 1510 1586 Cantos no.3 Reynolds, V. Southern Music 1973 Gb ab
2
 

Wagner, R. 1813 1883 Lohengrin-Fantasie Stiegler, K. Pizka (-1985) D ab
2 

Easthope, M. 1882 1925 Come to the fair Hutchinson, W.   1999 D a
2
 

Lasso, O. 1532 1597 

Ola! Oche bon eccho (The echo 

song) Hyde, G. Los Angeles Horn Club   Bb a
2
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Praetorius, M. 1571 1621 Lo, how a rose e'er blooming Jones, C. Real Music 

(2000-

2001) Eb a
2
 

Mahler, G. 1860 1911 

'What love tells me' from the finale 

of Symphony no.3 Lechuga, F.   2000 F a
2
 

Satie, E. 1866 1925 Gymnopedies no.1 Lynsdale-Nock, J. Corniworld 2005 D a
2
 

Satie, E. 1866 1925 Gymnopedies no.3 Lynsdale-Nock, J. Corniworld 2002 D a
2
 

Alford, K. 1881 1945 On the quarter deck Martinet, L. BHC 

(1985-

1990) g
1
 a

2
 

Alford, K. 1881 1945 The vanished army Martinet, L. BHC 

(1985-

1990) g
1
 a

2
 

Bach, J. S. 1685 1750 Jesu, joy of man's desiring Martinet, L. BHC 

(1985-

1990) G a
2
 

Rossini, G. 1792 1868 Overture to La gazza ladra Martinet, L. BHC 2001 G a
2
 

Evans, B. 1929 1980 Waltz for Debby Meyer, D. VerMeulen Music 2009 c a
2
 

Grainger, P. 1882 1961 Lincolnshire posy Meyer, D. VerMeulen Music 2009 A a
2
 

Brahms, J. 1833 1897 Festive and memorial music op.109 Reynolds, V. 

Israeli Brass and 

Woodwind Publications   F a
2
 

Gabrieli, A. 1510 1586 Cantos no.2 Reynolds, V. Southern Music 1973 F a
2
 

Bach, J. S. 1685 1750 Jesu, joy of man's desiring Sharp, L. Kenneth C. Henslee 1997 G a
2
 

Bach, J. L. 1677 1731 Prelude and fugue in A minor Shaw, L. E. Hornists Nest 

(1965-

1969) A# a
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 'O rest in the Lord' from Elijah Shaw, L. E. Hornists Nest 1988 G a
2
 

Beethoven, L. v. 1770 1827 Finale from Symphony no.3 Campbell, K. 

Thunderlip Horn 

Creations 

(1991-

1992) A bb
2 

Beethoven, L. v. 1770 1827 Scherzo from Symphony no.3 Campbell, K. 

Thunderlip Horn 

Creations 1992 F bb
2 

Barber, S. 1910 1981 Adagio Hollomon, S.     Eb bb
2 

Carmichael, H. 1899 1981 Stardust 

Ivesun, J. & 

Umeda, N.     Eb bb
2 
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Bach, J. S. 1685 1750 

'Here yet awhile' from St. Matthew 

passion Martinet, L. BHC 1997 E bb
2 

Faure, G. 1845 1924 Requiem: 'Libera me' Martinet, L. BHC 

(1990-

1993) F bb
2 

Gounod, C. 1818 1893 'Soldier's chorus' from Faust Martinet, L. BHC 

(1990-

1993) F bb
2
 

Suppe, F. v. 1819 1741 Poet and peasant overture Martinet, L. BHC 1997 F bb
2 

Silver, H. 1928   Nica's dream Meyer, D. VerMeulen Music 2010 Bb bb
2 

Lotti, A. 1667 1740 Crucifixus Oldberg, A. Southern Music 1979 c# bb
2 

Scheidt, S. 1587 1654 Cantos no.4 Reynolds, V. Southern Music 1973 F bb
2
 

Cerene, T.     Ghost riders Schuele, S.   1999 G  bb
2
 

Mendelssohn-

Bartholdy, F. 1809 1847 Andante from Symphony no.4 Sharp, L. Kenneth C. Henslee 1998 c bb
2 

Beethoven, L. v. 1770 1827 

Allegro con brio from Symphony 

no.5 Campbell, K. 

Thunderlip Horn 

Creations 1991 F b
2
 

Rossini, G. 1792 1868 Overture to The barber of Seville Humphries, J. Kenneth C. Henslee 1997 F# b
2
 

Wagner, R. 1813 1883 

"Feuerzauber" from the third act of 

Valkyrie Legat, G. Pizka 1982 C# b
2
 

Delius, F. 1862 1934 Summer evening Lynsdale-Nock, J. Corniworld 2002 Db b
2
 

Mozart, W. A. 1756 1791 Marriage of Figaro overture Lynsdale-Nock, J. Corniworld 2008 E b
2
 

Duble, C.E. 1884 1960 Bravura march (Marchio circusosio) Martinet, L. BHC 1990 G b
2
 

Offenbach, J. 1819 1880 Orpheus in der Unterwelt Martinet, L. BHC 1997 F b
2
 

Ravel, M. 1875 1937 Pavane pour une infante défunte Martinet, L. BHC 

(1993-

1997) E b
2
 

Hefti, N. 1922 2008 Cute Meyer, D. VerMeulen Music 2009 c b
2
 

Trad.     Danny boy Meyer, D. VerMeulen Music 2008 B b
2
 

Berlioz, H. 1803 1869 Roman carnival overture Robinson, B. Robinson / Pizka 1986 G b
2
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Beethoven, L. v. 1770 1827 Allegretto from Symphony no.7 Sharp, L. Kenneth C. Henslee 

(1997-

1998) B b
2
 

Glinka, M. 1804 1857 Ruslan and Ludmilla overture Bissill, R. Cala Music 2000 E c
3
 

Schumann, R. 1810 1856 Scherzo from Symphony no.3 Gabler, F.     c c
3
 

Newton, J. 1725 1807 Amazing grace Hutchinson, W.   1999 Bb c
3
 

Beethoven, L. v. 1770 1827 Symphony no.5 - 1st mvt. Jones, C. Real Music 2000 G c
3
 

Elgar, E. 1857 1934 'Nimrod' from Enigma Variations Jones, C. Real Music 2001 Eb c
3
 

Händel, G. F. 1685 1759 

'For unto us a child is born' from 

Messiah Jones, C. Emerson 

(1999-

2000) F c
3
 

Händel, G. F. 1985 1759 Overture from Royal fireworks music Jones, C. Emerson 2000 G c
3
 

Schumann, R. 1810 1856 Feierlich from Symphony no.3 Jones, C. Emerson 

(1999-

2000) Eb c
3
 

Tchaikovsky, P. 1840 1893 Nutcracker Suite: March Jones, C. Real Music 2000 G# c
3
 

Humperdinck, 

E. 1854 1921 

Hänsel und Gretel Prelude and 

chorale Kirschen, J. Hornists Nest 1981 G c
3
 

Beethoven, L. v. 1770 1827 Coriolanus overture Lynsdale-Nock, J. Corniworld 2007 C# c
3
 

Grieg, E. 1843 1907 

Holberg Suite, Prelude and three 

dances Lynsdale-Nock, J. Corniworld 2002 D c
3
 

Ravel, M. 1875 1937 Pavane pour une infante défunte Lynsdale-Nock, J. Corniworld 2005 D c
3
 

Bach, J. S. 1685 1750 

Fugue from motet no.1 Singet dem 

Herrn ein neues Lied Martinet, L. BHC 

(1993-

1997) G c
3
 

Mendelssohn-

Bartholdy, F. 1809 1847 

Nocturne from A midsummer night's 

dream Martinet, L. BHC 1993 G c
3
 

Nicolai, C. O. 1810 1849 The merry wives of Windsor overture Martinet, L. BHC 2003 G c
3
 

Rossini, G. 1792 1868 Overture to The barber of Seville Martinet, L. BHC 1997 F c
3
 

Suppe, F. v. 1819 1741 Light cavalry overture Martinet, L. BHC 1997 bb c
3
 

Verdi, G. 1813 1883 Mazoni requiem Martinet, L. BHC 1983 F c
3
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Braham, P. & 

Furber, D. 1881 1934 Limehouse Meyer, D. VerMeulen Music 2009 c c
3
 

Mussorgsky, M. 1839 1881 Glimpse at pictures (at an exhibition) Meyer, D. VerMeulen Music 2009 G c
3
 

Schoenberg, C. 

M. 1944   

Les mis (Two selections from Les 

miserables) Meyer, D. VerMeulen Music 2008 c c
3
 

Webber, A. L. 1948   

'All I ask of you' from Phantom of 

the opera Meyer, D. VerMeulen Music 2008 F c
3
 

Williams, J. 1832   Jurrassic park Meyer, D. VerMeulen Music 2008 Bb c
3
 

Zawinul, J. 1932 2007 Birdland Meyer, D. VerMeulen Music 2008 Bb c
3
 

Wagner, R. 1813 1883 

'Siegfried's Rhine journey' from Die 

Götterdämmerung Payne, R. Masters Music 1994 F# c
3
 

Rossini, G. 1792 1868 La danza Pritchard, P. Cala Music 2000 Eb c
3
 

Wagner, R. 1813 1883 Excerpts from Tannhäuser 

Sarsany, T. & 

Rieg, M. Kenneth C. Henslee 

(1997-

1998) G c
3
 

Humperdinck, 

E. 1854 1921 Hänsel und Gretel Phantasie Stransky, L. M. Heavy Brass 

(1999-

2000) E c
3
 

Berlioz, H. 1803 1869 La fuite en Egypte overture Terzer, A. Corniworld 2009 C c
3
 

Bizet, G. 1838 1875 L'Arlesienne suite Terzer, A.   2009 D c
3
 

Rossini, G. 1792 1868 Tancredi sinfonia Terzer, A. Corniworld 2009 D c
3
 

Beethoven, L. v. 1770 1827 

Poco sostenuto / Vivace from 

Symphony no.7 Campbell, K. 

Thunderlip Horn 

Creations 1992 E# c#
3
 

Wagner, R. 1813 1883 Tristan and Isolde prelude Jones, C. Real Music 2001 E c#
3
 

Schumann, R. 1810 1856 Five hunting songs op.137 Martinet, L. BHC 2001 E c#
3
 

Lecouna, E. 1895 1963 Malaguena Meyer, D. VerMeulen Music 2009 A c#
3
 

Mendelssohn-

Bartholdy, F. 1809 1847 Paulus overture Terzer, A. Corniworld 2009 A c#
3
 

Weber, C. M. v. 1786 1826 Der Freischütz incidental music Terzer, A. Corniworld 2010 E c#
3
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Rachmaninov, 

S. 1873 1943 Symphony no.1 in D minor - 1st mvt Usselmann, P.   2010 E c#
3
 

Beethoven, L. v. 1770 1827 Fidelio overture Terzer, A. Corniworld 2010 F db
3 

Rimsky-

Korsakov, N. 1844 1908 'Procession of the nobles' from Midas Emerson, J. Emerson 1989 G d
3
 

Wagner, R. 1813 1883 

'Funeral march' from Die 

Götterdämmerung Jones, C. Real Music 2001 Eb d
3
 

Wagner, R. 1813 1883 Rheingold Fantasie Klier, M. Pizka 1985 G d
3
 

Menken, A. 1949   Beauty and the beast Meyer, D. VerMeulen Music 2009 C d
3
 

Rossini, G. 1792 1868 William Tell overture Terzer, A. Corniworld 2010 F# d
3
 

Weber, C. M. v. 1786 1826 Der Freischütz overture Terzer, A. Corniworld 2009 D d
3
 

Brahms, J. 1833 1897 Acadmic festival overture Terzer, A. Corniworld 2009 D d#
3
 

Brahms, J. 1833 1897 Finale from Symphony no.3 Robinson, B.       eb
3 

Faure, G. 1845 1924 Three pieces from Dolly suite Robinson, B.       e
3
 

Gade, J. 1879 1963 Tango jalousie Terzer, A.   2008 D e
3
 

Piazzolla, A. 1921 1992 Libertango Terzer, A.   2009 E e
3
 

Ravel, M. 1875 1937 Menuet antique Terzer, A.   2009 D e
3
 

Strauss, R. 1864 1949 Capriccio suite Terzer, A.   2008 C# e
3
 

Strauss, R. 1864 1949 Daphne suite Terzer, A.   2009 D f
3
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Appendix E: Der Freischütz overture, side-by-side 

placement of original and transcription 

 

 

 

 

Der Freischütz, op.77 

Ouverture 

 

 

 

A side-by-side placement of 

 

 

the original composed by 

Carl Maria von Weber (1786-1826) 

 

and 

 

the arrangement for 8 horns by 

Armin Terzer 

 

 

 

 

Attached separately 
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Appendix F: Scores of selected transcriptions 

 
 

 

All arrangements: Armin Terzer 

 

 

 

Beethoven – Fidelio overture 

 

Beethoven – Rondino 

 

Berlioz – La fuite en Egypte overture 

 

Bizet – L’Arlesienne suite 

 

Brahms – Academic festival overture 

 

Mendelssohn-Bartholdy – Paulus overture 

 

Rossini – Tancredi sinfonia 

 

Rossini – William Tell overture 

 

Weber – Der Freischütz (Incidental music) 

 

 

 

 

 

Attached separately 
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Appendix G: Audio-CD content (includes complete 

recording of Der Freischütz overture (arr. Armin Terzer)) 

 

 

 

Track 1: Der Freischütz overture – orchestral excerpt (2.1.1.) 

Track 2: Academic festival overture – uni-directional split passage (3.1.2.) 

Track 3: William Tell overture – no time for mute (3.1.4.) 

Track 4: William Tell overture – time for mute (3.1.4.) 

Track 5: William Tell overture – Fragmentation (4.2.3.) 

Track 6: Der Freischütz overture – rapid scale pattern (5.2.1.1.) 

Track 7: William Tell overture – rapid tongued passage (5.2.1.1.) 

Track 8: William Tell overture – rapid passage (complete) (5.2.1.1.) 

Track 9: William Tell overture – low and high woodwind trills (5.2.1.5.) 

Track 10: William Tell overture – low and high woodwind trills comparison (5.2.1.5.) 

Track 11: Der Freischütz overture – tremolo – natural (5.2.1.6.) 

Track 12: Der Freischütz overture – tremolo – muted (5.2.1.6.) 

Track 13: Der Freischütz overture – tremolo – muted, fast tonguing (5.2.1.6.) 

Track 14: Der Freischütz overture – tremolo – muted, flutter-tongue (5.2.1.6.) 

Track 15: Der Freischütz overture – tremolo – muted, colour trill (5.2.1.6.) 

Track 16: Der Freischütz overture – tremolo – muted only tremolo (5.2.1.6.) 

Track 17: William Tell overture – snare drum roll – silence (5.5.) 

 

 

Weber - Der Freischutz overture - QCGU horn ensemble, Peter Luff.mp3
 

(Track 18 on attached CD) 
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Tracks 4, 7, 8, 9, 10 & 17:  

42
nd

 International Horn Symposium, June 23, 2010, Brisbane 

Queensland Conservatorium Griffith University, Conservatorium Theatre 

International Horn Society Advisory Council horn ensemble (with friends): 

Horn 1: David Thompson, Michelle Stebleton 

Horn 2: Marian Hesse, Geoffrey Winter 

Horn 3: Susan McCullough, Armin Terzer 

Horn 4: John Ericson, Jonathan Stoneman 

Horn 5: William VerMeulen, Peter Luff 

Horn 6: Kenneth Pope, Nozomu Segawa 

Horn 7: Joseph Ognibene, William Scharnberg 

Horn 8: Nancy Joy, Jeffrey Snedeker 

Conductor: Heather Pettit-Johnson 

 

Tracks 1, 2, 6, 11, 12, 13, 14, 15, 16 & 18: 

42
nd

 International Horn Symposium, June 22, 2010, Brisbane 

Queensland Conservatorium Griffith University, Ian Hanger Recital Hall 

QCGU horn ensemble: 

 Horn 1: Rachel Shaw 

Horn 2: Emma Gregan 

Horn 3: Sharn McIver 

Horn 4: Armin Terzer 

Horn 5: Ben Messenger 

Horn 6: Elena Katahanas 

Horn 7: Kelly Siemsen 

Horn 8: Adam Luff 

Conductor: Peter Luff 

 

Tracks 3 & 5: 

 2006, Italy 

  Horn: Armin Terzer 
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