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Figure 4.38, mm. 91-98, Majaliwa by Paul Basler ©2009
Melodic comparison with fragment from Cancion
RM Williams Publishing, http://www.rmwpublishing.com/
Reprinted with Permission

The range of this segment is primarily in a comfortable tessitura, although the
second horn player must play the low F2 again in measure 100. This instance of playing
in the low tessitura of the horn is approached by stepwise motion. Phrases in this segment
are created using the principle of antecedent and consequent and are easily discernible.

The fifth segment of the piece, mm. 101-122, is also in simple meter and is
marked ¢ = 72. This segment introduces yet another ostinato pattern in the

accompaniment. The ostinato pattern, seen in Figure 4.39, is continuous from mm. 106-
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119. The melodic content is constructed using steps or small leaps. Since the
accompaniment is very repetitive, it causes no ensemble problems. The range is generally

comfortable for both horn parts and there are no quick shifts in tessitura.
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Figure 4.39, mm. 104-108, Majaliwa by Paul Basler ©2009
Ostinato pattern in segment five
RM Williams Publishing, http://www.rmwpublishing.com/
Reprinted with Permission
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APPENDIX A

Email Interview with Paul Basler, 19 January 2010.

Concerning Canciones:

NK:

PB:

NK:

PB:

NK:

PB:

NK:

PB:

Canciones was commissioned by and written for hornist Myrna Meeroff. What is
your relationship with Meeroft?

I did not know Myrna at all before she contacted me to write her a piece. And in
fact have never met her in person!

When was the piece commissioned and when was it first performed?
Did Meeroff premiere it?

Canciones was commissioned by and written for Myrna Meeroff, funded in part
by the Meir Rimon Commissioning Assistance Program of the International Horn
Society. The work is a set of three lyrical, connected "songs," hopefully filling the
void in recent horn literature for that genre. Canciones was written in January,
2004 in Gainesville, Florida and is published by RM Williams.

I believe she premiered the work later in that spring. You would need to get with
her to find out where that performance was, as I do not have that info on hard.

Did Meeroff's Argentinean heritage play a role in the titling, and likewise
did this spark any Latin American influence while writing the piece?

Absolutely not! 1 did not know of her background until reading your question!
The influence stems from my work in Latin America starting in 1999.

I know that you do a great deal of work in the Dominican Republic. What
influence does working in Latin America have when you turn to composition?
Are there specific melodic, harmonic, or rthythmic aspects of Latin American
tradition that you find influential, especially as you compose?

My work in the Dominican Republic caused me to pay more attention to the
amazingly sensual and "open, honest, heartfelt" tone of Latin music. I do not
consciously think about influences but rather feel that all of the sounds, smells
and taste [ have experienced in Latin America have simply become a part of who
I am as a musician and human being.

Concerning Reflections:

NK:

PB:

Who is Manuel de Jesus German? What is your relationship with him?

Manuel is a Dominican musician who was my significant other for over 10 years.
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NK:

PB:

NK:

PB:

NK:

PB:
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Was Reflections a commissioned piece, or were you merely compelled to
compose it?

No, it was a piece that came as a result of personal experiences stemming from
my relationship with Manuel.

The piece is a five-movement concerto length piece, possibly one of your
largest pieces for horn and piano. Why did you choose to write it for only
horn and piano, and not horn and orchestra?

I felt that the piece would get greater exposure in the horn and piano format. It
has become one of my most performed works.

Could you explain your motivation for the titling of the movements, “Cancion,”
“Tarantella,” “Lamentoso,” “Danza,” and “Epilogue?”

“Cancion" is a love song. “Tarantella” is a dance of anger. “Lamentoso” is the
saddest work Thave ever written and is full of regret and sorrow. “Danza” is a
temporary remembrance of wonderful experiences tinged with a reflective nature
on them. “Epilogue” is a piece that begins with anger yet moves towards
acceptance and peace.

“Epilogue” seems to me to be the preeminent binding factor between this piece
and its predecessor, Canciones (and Majaliwa). Where does the inspiration for
this tune come from?

The inspiration for these works as well as many others for choir, band and
orchestra all come from a short piano work I wrote for Manuel on July 4, 1999
titled Cancion. This little piano piece has served as the musical inspiration for
numerous "hits" of mine over the past 10 years.

The piece was written in 2006, when was it first performed? Did you premiere it?

I did premiere it in Gainesville about one month after it was written - on October
19, 2006.

You have often described this piece, especially, as well as the other related pieces
to this one as very important to you, very personal. Is there a specific reason?

The work as well as many others was inspired by my relationship with Manuel.

Concerning Majaliwa:

NK:

According to "Wiktionary", Majaliwa translates as "fate (that which
predetermines events)", and you have subtitled this piece "God Willing, we
will meet again". Can you describe your inspiration for this titling?
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This is the final work in my "Manuel series." It has numerous quotes from other
pieces embedded in it and is rather dense. Quotes Harambee, Lacrymosa, my
“Agnus Dei” from Missa Brevis and of course, the Canicones (as well as
Reflections and of course, the piano piece, Cancion). The title was given to me by
a dear friend, and former student, in Nairobi Kenya, Ken Wakia, one of Kenya's
great musicians. | asked him to give me a title for the piece that reflected the
above sentiments. Majaliwa actually means "God willing, we shall meet again" to
Kenyans.

Why did Michelle and Lisa commission this piece? Did they have any input
into the composition?

They commissioned the work for their series of concerts this past fall in the
Northeast and Midwest and wanted something with an "African" touch. That was
there input into the work. I felt I could not simply write them ”Harambee Part
97!" And the situation I found myself in at the time - ending my relationship with
Manuel, caused the work to take on a more reflective and somber tone.

This piece, more so than the other "related pieces" has very much an African
influence, both in the title and in the music. Why does this incorporate

what I refer to as the "Afro-Baslerian" rhythm that you made famous in pieces
such as Missa Kenya and Harambee?

Again, Michelle and Lisa asked for an African-inspired composition. It simply
felt natural to do this. The opening and closing sections contain what I refer to as
the spiritual, prayer-like qualities of East African religious music. I am a true
believer — I have a great faith in God - and this seemed appropriate.

Is the aforementioned rhythm a direct quote of the music indigenous to Kenya?

Nope!

Concerning Cantos:

NK:

PB:

NK:

PB:

Cantos for solo Horn was commissioned by and written for the 2004
Southeast Horn Workshop. What was the piece used for at this workshop?

The piece was the required work in the first round of the collegiate solo horn
competition. I served as a judge along with Cindy Carr in that round.

You dedicated this piece to Bill Capps. As a horn teacher, how did he inspire you
as a composer? Are there any "inside jokes" or direct inspiration from Bill Capps
in this piece, or any other you have dedicated to him (Son of Till)?

No. It was commissioned to honor his retirement from FSU. He was my horn
teacher there as an undergrad from 1981-85. There are no inside jokes in Cantos
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but a huge quote from the horn solo in Brahms' Second Symphony, first
movement on page 1 - in honor of his love for teaching horn excerpts. Son of Till
is a play on the movie Son of Frankenstein! It is a gentle, humorous, homage to
the fact that Capps was influential in my musical growth.

This is obviously a different style than some of your "songs" that have become
very popular. Is writing an unaccompanied work such as this with more of an
avant-garde approach something you like doing? Is your process any different
than when you write in another style?

Yes, I do enjoy creating solo horn works that are more progressive harmonically
than my choral and band music. Allows me to manipulate specific intervals and
rhythmic patterns in a way that I do not feel comfortable in doing with larger
genres. | wrote a lot of chromatic music in college and enjoyed doing so as well
as performing new music on the horn.

Concerning Son of Till:

NK:

PB:

NK:

PB:

NK:

This piece has an overall dedication, and each movement is dedicated. Can you
talk about this? How have these people, Bill Capps, Kathy Wood, Bill Purvis and
Bruce Heim affected your career as a hornist and composer?

The whole piece is for Capps in honor of his retirement. Kathy Woods was
principal horn of the Charleston Symphony for many years and in 1988-89 1
served as 4th horn with the group and stayed with her in her home when playing
with them. Purvis was the greatest musical inspiration I have ever known. He
taught me how to make "music" and his love and support of new music inspired
this complex movement. In this piece there is a musical joke - a return to the
pitch Bb1 often as a little "blip," a sort of Chinese water torture if you will! Bruce
Heim and I became acquainted while we taught at the Sewanee Summer Music
Festival in the early 90's. He taught horn and I taught composition and theory. I
appreciate and respect his total control over the instrument and methodical way he
approaches the instrument. The piece is a calculated and machine driven work.

These pieces were all written at different times and then put together as a group of
3 pieces for Solo Horn. Were they originally written to go together or did it just
happen to end up working out that way?

It just happened to work out that way.
What was the inspiration for each of these pieces? Is there anything in the titling

that is suggestive towards other pieces, works of art, literature, or otherwise, that
is significant?
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“Phoenix Rising” refers to the gestures that swoop upwards from the low register
throughout. The idea that motives have a way of ascending towards the sky and
towards other motives, which are inspired by the prime one. “Arioso Dreams”
portrays a dream sequence that is at times full of flight and others fear -
nightmares as well as peaceful ones. “Electric Screwdriver” refers to the cold and
calculates the way in which the piece unfolds - highly logical and determined.
The title is a play on Michael Torke's famous composition, Adjustable Wrench.

Are there any specific performance issues that you can speak to within the piece?

Not really. They are rather flashy pieces written to show off the horn player’s
abilities. They should be played with great abandon.

Concerning Serenade:

NK:

PB:

NK:

PB:

NK:

PB:

You wrote this for Patrick Smith. Can you elaborate on your relationship with
Patrick?

Pat was a student of mine here at UF as an undergrad and then also again as a
Ph.D. student - he was getting a degree in music history for that but had horn as
his secondary area. Pat is the greatest student I have ever taught and is a very dear
friend.

Was Serenade a commission? How did you come up with the concept for the
piece?

I wrote the work for his [Patrick Smith’s] master’s recital at Hartt while he was
studying with David Jolley. The concept for the piece - the heck if I should
know!!! LOL! It just came to be... BUT must tell you that the opening and
closing sections were inspired by the song “Every Day a Little Death” from
Sondhiem's A Little Night Music - listen to it!

It is a well-known "joke" in the horn world that the beginning of the middle
section of the piece sounds like one of the main themes from "Jurassic Park." Was

this on purpose or did it just happen that way?

The Jurassic Park "quote" was made consciously! I LOVE that music!!!!

Concerning Dance Fool, Dance!:

NK:

PB:

Was this a commission? How did you come up with the concept for the piece?

I admire Tom Bacon's playing and advocacy for horn music. That work was a
thank you to him. The concept for the piece - again, I do NOT write that way!
The work simply came about!
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What did you use to create the synthesizer sound on the CD?
I used a Proteus synthesizer for the sounds.

In your experience, what are the difficulties playing this piece with the CD
accompaniment?

The difficulties in playing the work are that so many horn players have problems
with keeping a steady tempo - this piece demands total rhythmic accuracy.

What was your inspiration for the title, Dance Fool, Dance! and each of the
movements, “Bump,” “Spin,” and “Grind?”

I wanted the titles to be a bit "sexy!" Think Latinos dancing the Merengue or
Salsa!!!! This work is just fun - and should be performed with a sense of wild
abandon!

Concerning Five Pieces for Solo Horn:

NK:

PB:

You wrote this piece for Michelle Stebleton. Was it a commission?
Was there any inspiration for the titling of the Are there any
inside jokes embedded in these pieces?

Nick, these 5 pieces are actually in my Etudes for horn. They are

solo etudes in very much the way as Verne Reynolds considers his. No
jokes... just picked some names for them! Michelle wanted a set of
solo pieces for some CD project - really do not know anything else -
you should contact her.

Concerning Marathon

NK:

PB:

You wrote this piece for Michelle Stebleton. Was it a commission?
Was there any inspiration for the titling of the Are there any
inside jokes embedded in the piece?

Michelle again wanted a solo piece for a CD project. The idea was to
write a work that was taxing! No inside jokes... the inspiration -
heck if [ know!

Concerning Divertimento:

NK:

PB:

This piece was written for Barry Benjamin, what is your relationship with him?

Barry was my horn teacher in high school and also one semester at the University
of Wisconsin-Milwaukee.
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Could you explain the titling for each movement? Especially Movement 5.
Movement 3 was later re-used in Dance Fool, Dance! Is there any specific reason
you reused this? I also notice a striking similarity between movement 5 and
Harambee. Has this significance?

I wrote this piece while in Kenya so the last movement has Kenyan influences -
written after Harambee. No particular special reasoning for the titles - but they
accurately describe the mood of each movement. The Interlude is simply that -
actually I later used it in Dance Fool Dance! Just with electronic accompaniment!
It is exactly the same music.

Did Barry Benjamin premiere this piece? Do you have details from the
performance?

No, Barry did not premiere it. I believe I did! Hmmm.... probably on my first
recital here [University of Florida] in the fall of 1994.

Concerning Ken Bits:

NK:

PB:

NK:

PB:

You wrote this piece for Michael Paige. Could you tell me a little about Michael
and your relationship with him?

Michael was the other Senior Fulbright Lecturer at Kenyatta University, in
education. He played trumpet and we were great friends. So I wrote this for him
and I to play at a concert I gave at the American Ambassador's residence in the
spring of 1994.

Could you explain the titles of the pieces, “Jua Kali Repairman,” “Sundowner,”
and“Matatu Alert?” Where does the overall title Ken Bits come from?

“Jua Kali Repairman” refers to the people who sit on the side of the street and will
fix anything you need fixing! Jua kali means "under the sun" in Swahili.
“Sundowner” refers to the time of day when people get together for a drink and
food and talk about the day's events while the sunsets. “Matatu Alert” is about the
crazy vans that terrorize everyone by driving wildly down the streets often with
chickens and goats tethered to the top and inside. One wentby my house all of the
time and the horn it had made the sound that is the first run in the piece — the
scalar pattern up a tritone - pretty hilarious!

Concerning Lacrymosa:

NK:

PB:

Why did Mirrorlmage commission this work?

tour.



NK:

PB:

150

Could you explain your connection with this work? I know that Lacrymosa is part
of the Dies Irae in a Requiem; does this have anything to do with the piece? Are
there any quotes or musical gestures imbedded in this piece?

Lacrymosa was written in response to 9/11. No Latin chants involved - wanted to
write a very thorny work. The end is a quote from Poulenc's Elegie — same chord
check it out! Gives one a not so definite ending... a dominant 7th chord. No
musical quotes.

Concerning The Bill and Brice Polka:

NK:

PB:

NK:

PB:

This piece is for Bill Purvis and Brice Andrus. I know your relationship with
Purvis, what is your relationship with Brice? Why was this piece composed?
Where was it first performed?

Bill Purvis obviously was my horn teacher at Stony Brook. Brice is a good
friend. They shared a recital at the IHS workshop in Tallahassee in 1993 and
wanted an encore piece. So I wrote this in 30 minutes! I played piano for them.
I just wanted to write a silly fun work.

This piece is unlike any other you have published. Is there are reason it is so
gwerky and wacky? Are there any jokes imbedded?

Just wanted to write something like a Danny Elfman score - think
“Pee Wee's Big Adventure!”
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Email interview with Michelle Stebleton 19 January 2010
Why did you decide to commission a piece from Paul Basler?

We know and like Paul’s writing; he has written several other pieces that we play,
including Lacrymosa, that we love.

Did you have any input into this piece?

We asked for it to be lyrical and not-too-demanding, something we could play on
a full program that included higher repertoire. Another requirement for him was
that it fit in with a “safari” theme, whether it be travel, animals, Africa, etc...
themed for our next CD.

How would you describe the difficulty of the piece, both as a horn player and as a
collaborator?

It is not that difficult technically, but we found that we needed to live with it to
find the musical nuances that we wanted to portray. The piece has a lot of deep
meaning in it, which are easy to miss on a first-read.

When/where did you premier Five Pieces for Solo Horn? Marathon?
Why did you ask Paul for these pieces? Are these pieces currently on a CD?!

I was scheduled to premier the Five Pieces in Gainesville shortly after they were
written, but it didn’t happen...I couldn’t play the last one yet! I actually have
never performed them, but they are coming out on CD soon (recorded in ‘97, re
mastered for MSR...title is Marathon). I asked for the Five Pieces for a
conference, probably...I actually don’t remember now! I just know that I
couldn’t play the last movement without risking a crash-and-burn in the middle.
That recital (where I did NOT premiere the 5 pieces) was my first performance of
his Folk Songs, though the Drunken Sailor didn’t exist yet—we read them down
at the dress and played them on the concert. Marathon was for the 1996
International Horn Workshop in Eugene, Oregon, hosted by Ellen Campbell.
Premiered there. They are also on the CD to be released soon.
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Email correspondence with Thomas Bacon 19 February 2010
Hi Prof. Bacon,

I am currently doing a doctoral document on Paul Basler’s works for horn. I am writing
an extensive performance guide to 14 of his works. I realize Dance Fool, Dance! was
written for you and I have some questions for my document.

I’m assuming you premiered the piece, and I’d like to know when and where it was done.
I would also if maybe you have a recording of the piece you wouldn't mind sending, for
educational purposes. If not that’s fine; I just thought it wouldn’t hurt to ask.

Thanks for your time,

Nick Kenney
Adjunct Professor of Horn, Concordia University of Nebraska
Graduate Teaching Assistant, University of Nebraska — Lincoln

Dear Nick,

Sorry to be so long responding, been busy. It's great to hear you are writing about Paul
Basler's horn music. He has written some very cool pieces for horn. And though he did
write Dance Fool, Dance! for me, 1 did not perform the premier. In fact, though I like the
piece a lot, have coached it and heard it performed, I have not ever played it.

I don't know who did the actual premier of the piece, aside from Paul himself when he
gave a preview premiere of it for some band kids at their summer music camp. I'm not
sure if he had actually finalized the composition at that point, but it was in summer, 1997,
I think.

Other than that, [ know that Karen McGale performed it when she was my TA at Arizona
State University, though do not remember the date of that. And I think Michelle Stebleton
may have performed it in the fall of 1997. Best to ask Paul himself, or even Michelle or
Karen if they can tell you more specifics.

Sorry I can't provide you with more information about the premiere.

Best wishes on your wonderful Basler project!!

Tom
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APPENDIX B

RM Williams Publishing

417 Collinsford Road Tallahassee FL 32301
music@rmwpublishing.com

April 4, 2010
Nicholas Kenney

3344 S Street
Lincoln NE 68503

Dear Nicholas:
This letter serves to grant you permission to reproduce excerpts within your academic
document that come from music published by RM Williams Publishing. These excerpts

include repertoire by Paul Basler.

Good luck with your treatise!

Sincerely,
(\../ LLL LAt E ~ ///1/ ‘ c&(; .
Michelle Stebleton

Sole-Proprietor, RM Williams Publishing
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APPENDIX C

Paul Basler’s Complete Compositional Output for Horn

Original Works for Solo Horn

Horn Warm-Up, RM Williams Publishing, 1998.

Horn Etudes Volumes 1 and 2, RM Williams Publishing, 1998.
Five Pieces for solo horn, RM Williams Publishing, 1998.
Marathon for solo horn, RM Williams Publishing, 1998.

Son of Till for solo horn, RM Williams Publishing, 1998.
Triathlon for solo horn, RM Williams Publishing, 2003.
Cantos for solo horn, RM Williams Publishing, 2003.

Original Works for Horn and Piano/Synthesizer

Divertimento for horn and piano, RM Williams Publishing, 1998.

Dance Fool, Dance! for horn and synthesizer, RM Williams Publishing, 1998.
Serenade for Horn and Piano, RM Williams Publishing, 1998.

Canciones for horn and piano, RM Williams Publishing, 2005.
Reflections for horn and piano, RM Williams Publishing, 2006.

Settings for Horn and Piano

Three Hymn Tune Settings for horn and piano, Southern Music, 1997.

Folk Songs for horn and piano, RM Williams Publishing, 1998.

Folk Songs from the British Isles for horn and piano, Southern Music, 2006.
Three Songs of Praise for horn and piano, RM Williams Publishing, 2008.

Original Works for Two Horns and Two Horns and Piano

The Bill and Brice Polka (2 hns and piano), RM Williams Publishing, 1998.
Ken Bits for two horns, RM Williams Publishing, 1998.

Lacrymosa for two horns and piano, RM Williams Publishing, 2003.
Majaliwa for two horns and piano, RM Williams Publishing, 2009.

Original Works for at least Four Horns

The Ascension for horn ensemble (6 hns), RM Williams Publishing, 1998.
Harambee for horn ensemble (5 hns), RM Williams Publishing, 1998.
Three Pieces for four horns, RM Williams Publishing, 1998.

Dos Danzas for horn quartet and piano, RM Williams Publishing, 2004.
Divertimento for horn quartet, RM Williams Publishing, 2006.

Jambo for horn ensemble (16 hns), RM Williams Publishing, 2009.

Chamber Music including Horn

Vocalise-Waltz for oboe, horn and piano, RM Williams Publishing, 1998.

Above the Wind for flute, bassoon, horn and piano, RM Williams Publishing, 1998.
Serenade for Woodwind Quintet, RM Williams Publishing, 1998.

Variations for Brass Quintet, RM Williams Publishing, 1998.

Yankee Doodle for Brass Quintet, RM Williams Publishing, 1998.

Processional for Brass Quintet, RM Williams Publishing, 1998

Ken Bits for trumpet and horn, RM Williams Publishing, 1998.

Divertimento for Brass Trio, RM Williams Publishing, 2001.

Vocalise-Waltz for alto saxophone, horn and piano, RM Williams Publishing, 2001.
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Works for SATB Choir with Horn

Missa Kenya for solo tenor, SATB, horn, percussion, and piano, Colla Voce Publishing,
1996.

Kyrie for SATB, horn, and percussion, Colla Voce Publishing, 1996.

Sanctus for SATB, horn, and piano, Colla Voce Publishing, 1996.

Agnus Dei for SATB, horn, percussion, and piano, Colla Voce Publishing, 1996.
Songs of Faith for choir, horn, percussion, and piano, Colla Voce Publishing, 1999.
Psalm 150 for choir, horn, and piano, Colla Voce Publishing, 1999.

Ubi Caritas for choir, horn, and piano, Colla Voce Publishing, 1999.

Be Thou My Vision for choir, horn, and piano, Colla Voce Publishing, 1999.

Alleluia for (SATB) choir, horn, percussion, and piano, Colla Voce Publishing, 1999.
Psalm 23 for choir, horn, and piano, Colla Voce Publishing, 1999.

Adorable flujo for choir, horn, and piano, Walton Music, 2001.

Amor que une con el amor grandisimo for SATB choir, horn, and piano,Walton Music
Publishing, 2002.

Missa Kenya (revised) for Tenor soloist, SATB choir, horn, percussion, and piano, Colla
Voce Publishing, 2002.

Hodie Christus Natus est for SATB choir, horn, and piano, Hinshaw Music Publishing,
2003.

Rejoice in the Lord for SATB choir, horn and piano, Colla Voce Publishing, 2004.

The Tree for SATB choir, horn, and piano, Colla Voce Music, 2005.

Sing to the Lord for SATB choir, horn, and piano, Colla Voce Music, 2009.

Works for Women’s Choir and Horn

Sing A New Song to the Lord for SSA choir, horn, and piano, Walton Music, 2003.
There is Sweet Music Here for SSA choir, piano and cello, or horn and trombone, Colla
Voce Music, 2009.

Agnus Dei for SSAA choir, horn, and piano, Colla Voce, 2009.

Sanctus for SSAA choir, horn, and piano, Colla Voce, 2009.




