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Yeoh, Li Zhi. Professor Han Xianguang and His Contribution to the Horn World. 

Doctor of Musical Arts (Performance), December 2015, 127 pp., 36 illustrations, references, 67 

titles. This dissertation verifies Professor Han, Xianguang as the most significant Chinese horn 

player and teacher in the twentieth century. He was the first Chinese horn player to win in an 

international horn competition and the first president of the China Horn Association. He was the 

premier performer of the only known Chinese horn concerto: Fantasy-Concerto <In Memory>, 

composed by Professor Shi Yongkang in 1962. Professor Han also served as a judge for many 

international horn solo and chamber music competitions, and was president of the first (2012), 

second (2013), and third (2014) CCOM (Central College of Music) International Horn Festivals 

in Beijing. 

This dissertation explores Professor Han’s professional and pedagogical contributions to 

the horn world. These contributions will, in turn, provide an overview of the evolution of the 

horn and horn playing in China. The horn, historically and musically an instrument of Western 

Europe, was transported to Asia by many horn players and teachers, with Professor Han the most 

significant figure in its evolution in China. 

During Professor Han’s 60-year teaching career, he developed a special pedagogical 

system.  A number of his outstanding horn students, including two sons, eventually became 

principal hornists in orchestras throughout China, with a few hired by European orchestras, and 

some have won international competitions.  

A secondary purpose of this dissertation is to offer historical and pedagogical information 

to young horn players, especially those of Asian descent, to give them a more thorough musical 

and aesthetical understanding of their instrument in the Asian history and culture.  



As part of his DMA Lecture Recital on September 6, 2015, the author presented the US 

premiere of Fantasy-Concerto <In Memory> in its piano reduction. 
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CHAPTER 1 

INTRODUCTION 

In 2012, Han Xianguang (hereafter referred to as Han or Professor Han) retired at the age 

of 80 as Professor of Horn at the Shanghai Conservatory.1 Professor Han was the most 

significant horn player and teacher in China in the twentieth century. Han was the first horn 

student, then the first horn teacher, at the Shanghai Conservatory;2 the first Chinese horn player 

to win in an international horn competition;3 the premier performer of the only known Chinese 

Horn Fantasy-Concerto <In Memory>4 (dedicated to him by Professor Shi Yongkang,5 a former 

Shanghai Conservatory Professor of Composition); the first president of the China Horn 

Association; and one of the founding teachers of the Shanghai Conservatory’s Musical Arts 

Academy Middle and High Schools. Professor Han served as a judge for many international horn 

solo and chamber music competitions,6 and as president of the first, second, and third CCOM 

(Central College of Music) International Horn Festivals in Beijing, China.7  

Professor Han was born in 1935 in Wenchang province, Hainan Island (State), China. In 

1951, he became the first horn student at the Shanghai Conservatory, returning to that 

Conservatory in 1955 to become the first part-time horn teacher. He moved to Hong Kong in 

1983, due to the aftermath of the Cultural Revolution in China, and returned to the Shanghai 

Conservatory in 1997 to become Guest Professor of Horn until his retirement in 2012. During 

                                                
1 Refer to Appendix, Figure 3, p. 93: Shanghai Conservatory’s Certificate of Appreciation to Professor Han 
Xianguang, 1987. 
2 Li Lizhang 李立章, “China Horn History 中国圆号史略,” Journal of the Xi-an Conservatory of Music 4 (Xi-an, 
1988,) accessed February 14, 2015. 
3 Refer to Appendix, Figure 4, p. 94: retrieved from the archive of the Chinese Musicians Association of China.  
4 “Shi, Y.: Symphony No. 1 - Horn Concerto, ‘Memory’ (sic),” iTunes Preview, accessed February 14, 2015. 
5 “82099 - Shi, Y.: Symphony No. 1 - Horn Concerto, ‘Memory’ (sic),” Naxos, accessed February 14, 2015. 
6 Refer to Appendix, Figure 5, p. 95: China Golden Bell Music Award Certificate of Appreciation to Professor Han 
Xianguang for judging the Brass Chamber Music Category in 2009. 
7 “Second International Horn Festival 2013.10.9-13,” China Central Conservatory of Music, accessed February 14, 
2015. 
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Professor Han’s teaching career (1955-2012), he developed a special pedagogical system.  A 

number of his outstanding horn students eventually became principal hornists in orchestras 

throughout China, with a few hired by European orchestras, and some have won international 

competitions.8 

Although he was the most important horn professor in China in the twentieth century, 

Professor Han’s life and career have not been documented. While a few websites mention his 

name, there has been no significant research concerning his career and pedagogy, which is both 

regrettable and somewhat puzzling. That void will be filled by this dissertation. A secondary 

purpose of this dissertation is to offer historical and pedagogical information to young horn 

players, especially those of Asian descent, to give them a more thorough musical and aesthetic 

understanding of their instrument in Asian culture.  

The Cultural Revolution of China (1966-1976) threatened thousands of musicians’ lives, 

and resulted in the destruction of Western instruments and important documents related to 

Western music that were preserved in museums, libraries, concert venues, and universities, 

including original compositions written in a “Western musical style” by Chinese composers.9 We 

are very fortunate to have the only surviving horn concerto of that era, Fantasy-Concerto <In 

Memory>, by Professor Shi. The historical and musical significance of this concerto, dedicated 

to and premiered by Professor Han during the 1962 Shanghai Spring Festival, will be 

discussed.10   

                                                
8 Refer to Appendix, Primary Interview Document with Professor Han, pp. 36-55. 
9 Frank Kouwenhoven, review of Dangerous Tunes: The Politics of Chinese Music in Hong Kong, Taiwan, and the 
People’s Republic of China since 1949, by Barbara Mittler, British Journal of Ethnomusicology, 10: 2 (2001): 125. 
10 Qin Xixuan秦西炫, “Review on the Memory Horn Concerto 评圆号协奏曲《纪念》,” Journal of the Shanghai 
Conservatory of Music 2 (Shanghai, 1983,) accessed February 14, 2015. 
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From interviews with Professor Han, his interpretation of the concerto’s premiere will be 

recounted. For the lecture recital that accompanies this dissertation, I will perform the concerto 

with its piano reduction. 
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CHAPTER 2 

 EARLY MUSIC CONSERVATORY YEARS 

Han Xianguang was born in 1935 in Wenchang province, Hainan Island, China. Han’s 

father, Han Zuolin, died from a lung disease when his son was only ten months old. When Han 

was four years old, his mother, Lin Ying, emigrated to Thailand. Han’s grandparents and other 

ancestors had resided in Thailand for many generations. Han’s parents were not musicians – his 

mother was a gynecologist who worked as a doctor in Thailand, never remarried, and raised and 

educated Han through the elementary school level herself.1 

In 1947, Han’s mother sent him back to Hainan Island for middle school, where he began 

to play the trumpet at the age of thirteen. At the age of fifteen, Han decided to go to the city of 

Guangzhou for high school. The Shanghai Conservatory of Music held auditions to recruit new 

students in Guangzhou. Although Han did not have a formal music education, out of curiosity he 

decided to audition. After the audition in 1951, he was accepted into the music program at the 

Shanghai Conservatory of Music.2 

The Associate Dean of the Shanghai Conservatory of Music was Tan Shuzhen, a 

violinist, who encouraged Han to change from trumpet to horn since the Conservatory already 

had two trumpet players in its orchestra and there were no horn students at the conservatory level 

in China.  Han was around fifteen at the time and decided to accept Tan’s suggestion. He began 

studying the horn on a school-owned natural horn with seven crooks.  It was fortuitous that he 

                                                
1 Refer to Appendix, Primary Interview Document with Professor Han, p. 36. 
2 Ibid.  
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was forced to begin on a reproduction of a pre-valve instrument from the Classical era, as he then 

had to learn handhorn technique.3 

Han’s first teacher was Huang Yijun, the music director of the Shanghai Municipal 

Council Symphony Orchestra,4 whose major instrument was the trumpet. At that time, there were 

many Russian, Italian, and German musicians who had fled to Shanghai during World War II.  

Most musicians in the Shanghai Symphony Orchestra were foreigners – the horn section was 

predominately from Italy.  Although Huang was a trumpet player in the Shanghai Symphony, he 

loved the sound of the horn. Since Huang had selected the horn as his secondary instrument, the 

Shanghai Conservatory allowed Han to study with Huang.5 

At the Shanghai Conservatory, Han began his study with relatively poor learning 

conditions: the Conservatory had only a natural horn, one horn etude book by Schollar,6 and a 

78-rpm LP of Dennis Brain performing Mozart’s Horn Concerto, K. 447. Fortunately, musical 

ensembles from Shanghai later acquired additional scores during their European tours and were 

able to increase the music literature in the Conservatory’s library. The Conservatory also 

regularly invited professional German wind and brass musicians to teach master classes when 

their orchestras and ensembles performed in China. These occasions allowed Han to learn, at 

least sonically, from these foreign professionals.7 

In 1956-57, the principal horn of the Radio-Symphonie-Orchester Berlin (East Berlin 

Radio Symphony Orchestra), Fritz Hoffmann, held a master class series hosted by the Beijing 

Central Philharmonic. He had heard about Han and invited him to study in Beijing. Han was 

                                                
3 Ibid. 
4 Ibid, p. 37: the Shanghai Symphony Orchestra was known as the Shanghai Municipal Council Symphony 
Orchestra (1922-1956). 
5 Ibid. 
6 Franz Schollar, Schule für Waldhorn auch zum Selbstunterricht geeignet komplett (Frankfurt: M. Zimmerman, 
1950).  
7 Refer to Appendix, Primary Interview Document with Professor Han, p. 37. 



 6 

performing overseas at the time; however, when he returned, he managed to attend the Beijing 

master class series which certainly was a learning experience for him. Han acknowledged that 

Hoffmann played an important role in the development of China’s horn playing during that era.8 

Han studied at the Shanghai Conservatory from 1951 to 1955, but his study was 

suspended for nearly one year due to “Rural Reform.”9 As a result, Han’s graduation was 

delayed.10   

Han switched to a double horn around 1954-55 when the Conservatory imported Hoyer 

horns made in Germany. During Han’s junior year, Huang explained that his conducting 

schedule made him too busy to be able to continue to teach Han.  Huang congratulated Han on 

his high level of horn playing and recommended that he graduate early and become the horn 

teacher at the Shanghai Conservatory. The Conservatory, however, did not allow early 

graduation, but they did permit Han to remain a student and simultaneously teach horn half-time.  

Therefore, Han began teaching horn in 1955 and continued until his official graduation in 1957.11  

Before graduating, Han had the opportunity to perform Mozart’s Concerto in Eb Major, K. 447, 

with the Shanghai Symphony Orchestra on January 28 and 29, 1956, in a series of concerts 

commemorating Mozart’s Bi-Centennial Birthday Celebration.12 Han’s graduation performance 

was Richard Strauss’ Concerto No. 1 with the Shanghai Symphony Orchestra.13  

Han performed with the Beijing Central Philharmonic Orchestra as guest principal horn 

in 1957, performing the horn solo in the second movement of Tchaikovsky’s Fifth Symphony, as 

                                                
8 Ibid. 
9 Rural Reform was part to the pre-Cultural Revolution movement – educated youth were sent to rural areas to work 
for farmers and the poor. 
10 Refer to Appendix, Primary Interview Document with Professor Han, p. 38. 
11 Ibid. 
12 Refer to Appendix, Primary Document Figure 7, p. 97: the Shanghai Symphony Orchestra concert program on 
January 28-29, 1956. 
13 Refer to Appendix, Primary Document Figure 8, p. 100: the Shanghai Symphony Orchestra concert program on 
May 4-5, 1957. 
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well as the first horn part in Beethoven’s Fifth Symphony. Han eventually decided to stay in 

Shanghai to continue his teaching career with his colleagues at the Shanghai Conservatory of 

Music.14 

                                                
14 Refer to Appendix, Primary Interview Document with Professor Han, p. 40. 
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CHAPTER 3 

EARLY CAREER – INTERNATIONAL COMPETITION WINNER 

Han’s first international appearance was in 1956 when he represented the Delegation of 

Chinese Musicians at the Prague Spring Music Festival in what is now the Czech Republic. At 

the time, the Prague Spring Music Festival was one of the prominent international music 

festivals. The Delegation of Chinese Musicians performed a program that consisted of works for 

the piano, horn, and other instruments. The Chinese musicians mainly performed folk music and 

songs combined with Chinese instruments, including the Erhu,  Guqin, and Guzheng. At the time 

there were few Chinese experts on Western instruments, so their program was quite diverse.1  

During the festival, the conductor of the Moscow Symphony Orchestra, Nathan Rakhlin, 

heard that a Chinese horn player was in Prague representing China. Rakhlin called Han and 

invited him to perform Mozart’s Concerto in Eb, K. 447, with the orchestra during their Mozart 

Bi-Centennial Birthday Celebration.2 The publicity poster promoted Han as the horn soloist from 

China, with the Prague Spring Festival Orchestra, directed by Rakhlin from Russia.3 Han’s first 

involvement in an international horn competition was at the 1957 World Youth Music Festival in 

Moscow, where he was awarded the bronze prize.4 At the time there was no record of a Chinese 

wind instrumentalist winning an international competition, and thus the Chinese were very 

excited. Han was later chosen by the Chinese government to participate in the Geneva 

                                                
1 Refer to Appendix, Primary Interview Document with Professor Han, p. 38. 
2 Ibid. 
3 “Nathan Rakhlin/USSR State Symphony Orchestra 1957,” Discography, accessed February 14, 2015. 
4 Refer to Appendix, Primary Document Figure 9, p. 102: bronze prize certificate of the International Horn 
Competition at the 1957 World Youth Music Festival in Moscow. 
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International Horn Competition in 1960.5 The government recognized this competition as an 

important international competition and selected Han as their representative.6  More than fifty 

hornists competed from more than thirty countries in Geneva.  While there were three finalists, 

the judges decided that the level of the participants was not strong enough to merit a gold medal.  

As a result, there were only two second-place silver medals awarded and Han won one of them.7 

That award was considered the first and highest recognition of a brass or wind soloist from China 

or Asia – Han was a pioneer in the Asian horn world!8 

THE FIRST CHINESE HORN FANTASY-CONCERTO <IN MEMORY> 

After Han’s success, his former Shanghai Conservatory composition colleague, Shi 

Yongkang, composed Fantasy-Concerto <In Memory>, a horn concerto composed for and 

dedicated to Han.9 Han was the soloist for the world premiere in 1962 at the Shanghai Spring 

Music Festival.  Shi composed the concerto in memory of the Chinese revolutionary martyrs.10 

The full score included a stanza from Chinese Communist poet Yin Fu’s poem (November 

1929):   

Let the dead be dead! They will never shed their blood in vain. 
 
We should never grieve and sigh; there is still a long way in front of us. 
 

                                                
5 Refer to Appendix, Primary Interview Document with Professor Han, pp. 39-40: further details about the 
competition. 
6 The three prominent international music competitions are in Munich, Prague, and Geneva. Refer to Appendix, 
Primary Document Figure 10, p. 104: government sponsored suite as country representative Geneva International 
Horn Competition in 1960. 
7 Refer to Appendix, Primary Document Figure 4, p. 94: Geneva International Horn Competition 1960, Silver 
Medalist – Mr. Han Hsien-Kuang (Han Xianguang). 
8 Refer to Appendix, Primary Interview Document with Professor Han, p. 39. 
9 Refer to Appendix, Primary Document, Figure 11, p. 105: Professor Shi Yongkang’s brief biography on the 
Memory Horn Concerto’s full score. 
10 Refer to Appendix, Primary Document, Figure 12, p. 106: the world premier recording of the In Memory Horn 
Concerto, 1962 was made at the Shanghai Spring Music Festival with Han as the soloist, accompanied by the 
Shanghai Conservatory of Music Symphony Orchestra (Yang Jiaren, conductor). 
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They have done their duty, we should go on fighting…11 

There are two recordings of the In Memory concerto.  The first was a private recording 

made at the 1962 world premiere with Han as the soloist, accompanied by the Shanghai 

Conservatory of Music Symphony Orchestra, and conducted by Yang Jiaren.12 The second is a 

digital recording first produced under the Marco Polo label in the 1990s.13 It was never released 

in a CD format but is commercially available on iTunes and Naxos.com.14  Edward Deskur was 

the horn soloist,15 accompanied by the Shanghai Symphony Orchestra, with conductor Peng 

Cao.16 

During the 1960s, Han was the horn teacher at the Shanghai Conservatory of Music, the 

preferred place of study for young horn players in China. During his tenure, Han performed his 

favorite horn concerto, Reinhold Glière’s Concerto in Bb, with the Shanghai Conservatory 

Orchestra in 1961 and 1962.17 The members of the orchestra were Conservatory professors, with 

graduate students filling the remaining seats.  Han performed all three movements of Glière’s 

Concerto with this orchestra and their very high performance level impressed members of the 

Shanghai Philharmonic.18 

                                                
11 Appendix, Primary Interview Document with Professor Han, p. 39: Professor Han allowed me to have a copy of 
the horn score and piano accompaniment part of the Fantasy-Concerto <In Memory> Horn Concerto to be 
performed as the US premiere on my Lecture Recital (September 6, 2015). 
12 Refer to Appendix, Primary Document, Figure 12, p. 106: the world premier recording of the In Memory Horn 
Concerto was made during the 1962 at the Shanghai Spring Music Festival with Professor Han as the soloist, 
accompanied by the Shanghai Conservatory of Music Symphony Orchestra (Yang Jiaren, conductor). 
13 “Marco Polo – The Label of Discovery,” last modified July 23, 2001. 
14 “Shi, Y.: Symphony No. 1 / Horn Concerto, ‘Memory’ (sic),” Naxos, accessed February 14, 2015. 
15 Refer to Appendix, Primary Document, Figure 13, p. 107: Shi, Y.: Symphony No. 1/Horn Concerto, ‘Memory’ 
(sic) CD Cover. 
16 Refer to Appendix, Primary Interview Document with Edward Deskur, pp. 82-86. 
17 Refer to Appendix, Primary Interview Document with Professor Han, pp. 41-42: Professor Han’s insight into the 
Glière Concerto in Bb.  
18 Ibid, p. 42. 
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During the Cultural Revolution (1966-1976), the government shut down the Shanghai 

Conservatory of Music, Han lost his job, and he then became a freelance musician.19 

THE EARLY YEARS OF THE CHINESE CULTURAL REVOLUTION WITH 

THE BIRTH OF HAN’S FIRST SON: 

HAN XIAOGUANG (A.K.A. HAN CHANG CHOU) 

Professor Han’s first son, Han Xiaoguang, was born in 1959. Han Xiaoguang started to 

experiment with the horn at the age of five, then began formal study around the age of nine. 

Professor Han taught his son himself for about one year.20 When Han was assigned to record 

soundtracks for Chinese films – the Yang Ban Tuan21 projects in Beijing,22 which lasted about 

two and a half years – Professor Han handed his son’s horn instruction over to one of his star 

students, Liang Kechao.23  

The Shanghai Conservatory of Music was shut down during the Chinese Cultural 

Revolution (1966-1976), the most chaotic era for education in China. When the Conservatory 

began to reestablish enrollment in 1973 in a high school building in a Shanghai suburb, they 

were only allowed to recruit workers, peasants, and veterans to be students. Because workers, 

peasants, and soldiers did not have much musical training, the school also recruited some 

younger students.  Han Xiaoguang was fourteen at the time he was recruited by the Conservatory 

– two years before he would have completed his middle school education.24 

                                                
19 Refer to Appendix, Primary Interview Document with Han Xiaoming, p. 64. 
20 Refer to Appendix, Primary Interview Document with Professor Han, p. 50. 
21 The Chinese Model Opera Orchestra. For more details about the Model Opera, refer to Appendix, Figure 14, p. 
108. 
22 There were not many ballet performances in China before 1966, Professor Han was fortunate to have participated 
in Tchaikovsky’s Swan Lake Ballet performances. He was later involved with Chinese ballet productions such as 
White-haired Woman and The Red Detachment of Women during the Cultural Revolution.  
23 Professor Han’s student Liang recorded a famous horn solo passage in the Chinese Model Operatic movie Outwit-
conquered the Tiger Mountain. See Appendix, Primary Interview Document with Professor Han about Liang, p. 50. 
24 Refer to Appendix, Primary Interview Document with Professor Han, pp. 50-51: Han Xiaoguang attended 6 years 
of elementary school, then went to middle school at the age of 13. Professor Han did not encourage Han Xiaoguang 
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At the time, when the Conservatory was trying to resume classes, most of the music 

professors, who had been there before the Revolution, were gone. The Conservatory was lucky 

to find a horn tutor, Wu Zhuxi, who was about the same age as Han.  Later, the Shanghai 

government renamed the Conservatory the “May 7th Music Training School.”25  The school 

included training in music, dance, and drama, with the three curricula taught in the same 

building. The Conservatory remained closed during the Cultural Revolution, but these temporary 

classes allowed workers, peasants, veterans, and a few young musicians to learn musical skills.26 

The Chinese Cultural Revolution officially ended in 1976 and, in 1977, all Chinese high 

school graduates were given the opportunity to retake the college entrance examinations.  The 

Shanghai Conservatory of Music formally reopened with new university-level students in 1978. 

Professor Han was on the first graduation exam committee, which was when Han Xiaoguang 

officially graduated from the Conservatory.27 Shortly after that, with the help of pianist Liu 

Sikun and Li Delun,28 the former principal conductor of the Central Philharmonic Orchestra in 

Beijing, Han Xiaoguang was recruited into that orchestra.29  

There were two orchestras associated with the Central Philharmonic: a large Symphony 

Orchestra and a second Chamber Orchestra, which included voice, violin, and piano soloists, 

who were expected to perform chamber music. With one solo horn, the Chamber Orchestra 

included about 20-30 musicians and was the designated touring orchestra. The restriction in 

                                                                                                                                                       
to study at Conservatory level at age 14.  He wished that Han Xiaoguang would complete his middle school at age 
15. 
25 Alexander Casella, “The Nanniwan May 7th School,” The China Quarterly 53 (Jan. – Mar., 1973): 153. Mao’s 
important pre-Cultural Revolution Indication dated May 7, 1966. 
26 Refer to Appendix, Primary Interview Document with Han Xiaoguang, pp. 56-59. 
27 Refer to Appendix, Primary Interview Document with Professor Han, p. 51. 
28 Li Delun, “Lidelun Music Foundation,” Lidelun, accessed February 14, 2015. 
29 Refer to Appendix, Primary Interview Document with Han Xiaoguang, p. 59. 
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numbers was due to the high cost of touring with 100 musicians.  Most cities around Beijing 

were only able to accommodate 20-30 musicians at one time.30  

According to Professor Han, there were rumors about Han Xiaoguang when he first 

joined the Central Philharmonic.  Some claimed that, because of his father, Han Xiaoguang was 

able to get into the orchestra “through the back door.”  Other detractors spread the rumor that 

Han Xiaoguang did not know how to play the horn. Fortunately, the Chamber Orchestra had a 

solo horn opening and Han Xiaoguang was allowed to audition.  After the first rehearsal, he was 

appointed the principal horn of the Chamber Orchestra.31 

In 1987, Han Xiaoguang won the principal horn position at the Singapore Symphony 

Orchestra. At that time he also accepted an artist faculty position at the Yong Siew Toh 

Conservatory of Music in Singapore, becoming Horn Professor there in 2003.32 

  

                                                
30 Refer to Appendix, Primary Interview Document with Professor Han, p. 51-52. 
31 For more information on the teaching philosophy and approach of Han Xiaoguang refer to Appendix, Primary 
Interview Document with Professor Han also about Han Xiaoguang’s first job at the Central Philharmonic 
Orchestra, p. 52. 
32 “Han Chang Chou, Artist Faculty, Horn,” National University of Singapore, accessed February 14, 2015.  
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LATE CULTURAL REVOLUTION PERIODS WITH 

THE BIRTH OF HAN’S YOUNGER SON:  

HAN XIAOMING 

Han Xiaoming was born in 1963 in Shanghai and he began to study horn with his father 

when he was ten years old. The Central Conservatory of Music in Beijing accepted Han 

Xiaoming as a student in 1975, when he was thirteen.  Due to a shortage of young horn players 

in the Central Philharmonic of Beijing, Han Xiaoming was recruited when he was just a middle 

school student from Shanghai.  The Central Conservatory of Music invited Professor Han to 

teach in Beijing, but the Shanghai Conservatory would not allow him to go. After spending a 

year in Beijing, Han Xiaoming returned to Shanghai. It was then that Professor Han discovered 

that his son had totally changed his horn playing. When Professor Han heard his son perform 

after that year in Beijing, he immediately reported to the Central Conservatory director, Li 

Delun, the former Conductor of the Central Philharmonic Orchestra, that Han Xiaoming had not 

progressed in Beijing. Professor Han insisted that Han Xiaoming return to Shanghai to study 

with him.  Li said, “That can be done but we need him to return to Beijing after his training with 

you in Shanghai.” As a result, Han Xiaoming returned to Shanghai to study with his father for 

three years (1977-1979).33 

In 1979, when Han Xiaoming returned to Beijing to perform with the Central 

Philharmonic, he met Seiji Ozawa. Ozawa was rehearsing Beethoven’s Ninth Symphony with 

the Central Philharmonic Orchestra and had invited Richard Mackey, fourth horn in the Boston 

Symphony Orchestra and New England Conservatory’s Horn Professor, to play the fourth horn 

solo. Mackey noticed Han Xiaoming during a horn master class and asked the horn players in the 

Central Philharmonic why Han Xiaoming was not involved in the rehearsal.  Han Xiaoming 
                                                
33 Refer to Appendix, Primary Interview Document with Professor Han, pp. 52-53. 
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replied that he was very young and would wait in line, but Mackey encouraged him to join the 

orchestra, which he then did.  Mackey asked Han Xiaoming, “We are performing Beethoven 

Ninth Symphony this evening – are you familiar with this work?  Why don’t you play a little for 

me?”34  

Han Xiaoming played for Mackey, who listened very carefully.  Later, Mackey told 

Ozawa, “You have such a good player [Han Xiaoming], you should give him a chance to 

perform!”  Ozawa liked Han Xiaoming and his horn playing and invited him to the Tanglewood 

Music Festival.35 

Because of communication problems between two continents, reluctance on the part of 

the Central Philharmonic to let Han Xiaoming study abroad, and visa problems, it took two 

summers before he was able to attend the Tanglewood Festival in 1981. 36  After Tanglewood, 

Han Xiaoming stayed to study with Mackey at the New England Conservatory – not strictly part 

of the visa agreement.  Han Xiaoming had little financial support at the time, so Ozawa told Han 

Xiaoming, “If you need money, ask my secretary. Don’t wash dishes or work at restaurants – if 

you lead this kind of life, you’re gone!”  However, Han Xiaoming did not feel comfortable 

asking for money from Ozawa’s secretary and had only enough money for one meal a day.  He 

drank water when hunger struck and suffered for a period of time. Fortunately, he later won both 

the woodwind quintet and brass quintet scholarships, and so was able to extend his stay.37  

With Mackey’s help, Han Xiaoming stayed in Boston for a little more than three years. In 

1983 Han Xiaoming won first prize in the International Horn Society Solo Competition at the 

International Horn Workshop at Eastern Illinois University in Charleston. One of the judges, 

                                                
34 Refer to Appendix, Primary Interview Document with Professor Han, p. 53. 
35 Ibid. 
36 Ibid: the interception of travel out of China and Han Xiaoming’s stay in the U.S.A. 
37 Ibid. 
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Hans Pizka, suggested that Han Xiaoming further his study in Germany and helped Han 

Xiaoming apply for the DAAD (Deutscher Akademischer Austausch Dienst – the German 

Academic Exchange Services) scholarship.38  

In the summer of 1984, the DAAD scholarship provided free language courses in 

Freiburg. While Han Xiaoming was living in the student dormitory, his musician classmates told 

him about Ifor James, who taught horn at the Freiburg Conservatory of Music. Han Xiaoming 

decided to play for Professor James and ended up studying with him for that summer. By the end 

of summer, James wanted Han Xiaoming to continue to study in his studio in the Freiburg 

Conservatory of Music. However, Han Xiaoming had been accepted by the University of Music 

and Performing Arts in Munich and had decided to study with Otto Schmitz.39 

In 1985, at the age of 22, Han Xiaoming first won the principal horn position with the 

Würzburg Philharmonic Orchestra, then became Solo Horn of the Deutsche Radio Philharmonie 

Saarbrücken (German Radio Philharmonic Orchestra Saarbrücken). In 1993, he also became the 

Horn Professor at the University of Music Saarland – Saarbrücken, continuing until 2009. In 

addition, in 2003, Han Xiaoming was appointed Guest Professor of Horn and Chamber Music at 

the China Conservatory of Music and the Central Conservatory of Music in Beijing. In 2008, a 

new National Theater Performing Hall was built in Beijing for the summer Olympic and the 

Central Philharmonic Orchestra. In 2009, Xiaoming left Saarbrücken to accept the General 

Manager position of the National Theater.  Because of artistic restrictions in China, Han 

Xiaoming returned to the German Radio Philharmonic Orchestra Saarbrücken in 2012 to resume 

his position as Solo Horn.40 

 
                                                
38 Refer to Appendix, Primary Interview Document with Han Xiaoming, p. 74. 
39 Ibid, pp. 73-74. 
40 Ibid, pp. 76-80. 
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POST-CULTURAL REVOLUTION IN SHANGHAI 

During the Cultural Revolution, most Western music and teaching materials were 

confiscated or destroyed. Although the Cultural Revolution ended in 1976, public performance 

of Western music did not occur until 1979.41 In 1980, an American delegation of musicians 

visited Shanghai. Included in the performances of this group was Beethoven’s Sextet for two 

horns and strings.  The first violinist was Dorothy Delay and the horn players were Han 

Xianguang and Douglas Hill, the President of the International Horn Society at that time. Han 

performed other chamber music as well, including the Horn Trio by Brahms, with violinist Tan 

Shuzhen (former Associate Dean of the Shanghai Conservatory of Music) and the famous 

Chinese pianist Zhu Yaqing.42  

 

 

 

 

 

 

  

                                                
41 Barbara Mittler, “Popular Propaganda? Art and Culture in Revolutionary China,” Proceedings of the American 
Philosophical Society Vol. 152:4 (Dec., 2008): 479. Even the famous “Butterfly Lovers” Violin Concerto was 
banned from performance during the Cultural Revolution due to its personal love story concept (as opposed to 
loyalty love for the Communist Party). 
42 Refer to Appendix, Primary Interview Document with Professor Han, p. 41. 
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CHAPTER 4 

1983-1997 – POST CULTURAL REVOLUTION  

Due to the prevailing political circumstances in China, music education had been deeply 

harmed by the Cultural Revolution. Professor Han and other music professors saw little hope in 

the future of the musical arts in Shanghai and most of them had decided to leave. Professor Han 

emigrated to Hong Kong in 1983 and soon found that the musical environment was very 

different from that of Mainland China. In Hong Kong, pop music far overshadowed the culture 

of classical music.1 

The Xingdao (Star Island) Newspaper of Hong Kong advertised a performance by 

Professor Han in December, 1983, when he first arrived in Hong Kong. Professor Han was 

invited to perform as a horn soloist with the Fanya Symphony Orchestra with guest conductor 

Robert Munns.2 Professor Han was described by the newspaper as, “The most prominent horn 

soloist in modern day China.” The article praised his revolutionary educational approach and 

methods, and that he was the youngest Horn Professor in the history of China. The article 

summarized Professor Han’s life from when he was born (1935) to his acceptance at the 

Shanghai Conservatory of Music (1951), then from his first teaching position at the Shanghai 

Conservatory (1957), to his winning the Geneva International Horn Competition (1960).3  

The article mentioned that Professor Han had been criticized and labeled as a member of 

the “emerging bourgeoisie” by the Chinese Communist Government during the Cultural 

Revolution. Professor Han was later chosen by the Government to serve in the Yang Ban Tuan 

                                                
1 Refer to Appendix, Primary Interview Document with Professor Han, pp. 42-43. 
2 Robert Munns, concert organist, conductor, and church musician, was a one of the examiners of the Royal 
Academy of Music in London. “Robert Munns, International Concert Organist,” accessed February 14, 2015. 
3 Refer to Appendix, Primary Document, Figure 15, p. 109: Hong Kong Xingdao (Star Island) Newspaper’s 
advertisement about the upcoming performance of Professor Han on December 29, 1983. 
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(Chinese Model Opera) and was released and returned to Shanghai in 1974. Professor Han 

started a new life in Hong Kong accompanied by his achievements and revolutionary teaching 

methods. Professor Han was quoted in the article as saying, “Music is to bring culture to the 

people, not just to please the popular taste of the public.” Han was known among his colleagues 

and students for his passion for teaching classical music with firmness and no regrets.4 

In his early years in Hong Kong, Professor Han taught general music to elementary, 

middle, and high school students. In addition to teaching general music in the public schools, 

Professor Han later also taught music at both St. Paul’s Co-educational College and Hong Kong 

Baptist University.5 

Han eventually left Hong Kong due to the China–Hong Kong reunification.  He first went 

to Toronto, Canada in 1996, but only stayed there for a month.6 He said that since he had reached 

retirement age in 1996, it was not easy for him to fit into the Canadian community, and therefore 

he decided to return to China to extend his contribution to his country. When Professor Han 

returned to Shanghai, he was invited to teach as Guest Professor at the Shanghai Conservatory, 

which he did until his official retirement in 2012.7  

 

 

                                                
4 Ibid. 
5 Refer to Appendix, Primary Interview Document with Professor Han, p. 42. 
6 Refer to Appendix, Primary Interview Document with Han Xiaoming, p. 76: Professor Han’s (second) wife has 
relatives in Hong Kong and a third son name David Han, who studied horn at the Toronto Royal Music School. 
David Han is a general manager in the City Library of Toronto and, at this writing, still plays the horn in Toronto. 
7 Refer to Appendix, Primary Interview Document with Professor Han, p. 43. 
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CHAPTER 5 

1997 RETURN TO SHANGHAI AS GUEST PROFESSOR OF HORN 

 In addition to Professor Han’s appointment as Guest Professor at the Shanghai 

Conservatory of Music after his return, he became actively involved in a “Young Artists 

Training Center” － Xiao Hong Xing (Little Red Stars Music Academy), which specialized in 

cultivating younger generations of wind and string players. Professor Han was one of the 

Academy’s founding teachers; there, he taught horn and conducted three ensembles: wind band, 

symphony orchestra, and string orchestra.1 

The Music Academy, which accepts children as young as first grade (seven years old), 

will celebrate its twentieth anniversary in 2017.  The Academy has achieved high performance 

results on a variety of Western music instruments.  At the Academy, Professor Han trained many 

horn players who later became professionals. The Academy is able to accommodate hundreds of 

students, but they all attend normal school during the weekdays and study their instruments at the 

Academy after school, with ensemble rehearsals on Sundays. Parents are encouraged to stay for 

private lessons and rehearsals, which helps spread the knowledge and understanding of 

symphonic music in the community. Professor Han said that this is the main motivation for both 

him and his colleagues to keep up their good work. The community has been very supportive of 

the Academy, which has given its many students a strong foundation and enabled them to 

develop into future professional musicians.  Professor Han is honored to have been a part of this 

very successful project.2 

                                                
1 Refer to Appendix, Primary Document, Figure 16, p. 110: Symphony Orchestra concert at the Music Academy 
with Professor Han as conductor. 
2 Refer to Appendix, Primary Interview Document with Professor Han, p. 43. 
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Some of Professor Han’s students continued to study abroad, some won international 

horn competitions, and some stayed in China as professional orchestra musicians. Professor Han 

is proud of them, as they are the fruit of his labor in the Music Academy.  Even local newspapers 

have praised the Academy’s achievements and commented on the success of Professor Han and 

his colleagues in training young musicians.  Professor Han has trained six international horn 

competition winners in his past twenty years of teaching.3  He mentioned Gu Cong as one of his 

special students from the Artistic Training Center who later graduated from the University of 

Music Saarland–Saarbrücken, and is currently the Solo Hornist of the Deutschen 

Staatsphilharmonie Rheinland–Pfalz (German Philharmonic Orchestra Rhineland–Palatinate).4 

There are also some of Han’s former students now engaged by the Shanghai 

Philharmonic. The principal horn of the Hong Kong Philharmonic, Lin Jiang, began horn lessons 

with Professor Han’s former student, Xiao Yang, in Australia, and then studied with Han 

Xiaoming at the University of Music Saarland-Saarbrücken. There are several students Professor 

Han taught at the elementary level who continued with Han Xiaoguang at the National 

University of Singapore, Yong Siew Toh Conservatory of Music.  Some of them have graduated 

and won jobs in the Shanghai Symphony Orchestra. There are several who are now studying in 

Germany, including Guan Yue, Ma Liuyang, and Ma Chucheng, all winners in the 2009 Italian 

International Horn Competition.5 Of Professor Han’s current younger students who participated 

                                                
3 Ibid. 
4 Refer to Appendix, Primary Document, Figure 17, p. 111: Gu Cong, Solo horn of the German Philharmonic 
Orchestra Rhineland-Palatinate. 
5 Refer to Appendix, Primary Document, Figure 18, p. 112: International horn competition winners local concert 
reports. 
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in the 2014 Jeju International Brass Competition, three won the junior level first, second, and 

third prizes, respectively Ou-Yang Beili (12), Zhou Yuyao (12), and Liu Xinyi (10).6 

                                                
6 Refer to Appendix, Primary Document, Figure 19, p. 113: Jeju International Brass Competition 2014 Junior Level: 
First, Second, and Third prize winners. 
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CHAPTER 6 

PROFESSOR HAN’S PEDAGOGICAL PHILOSOPHY AND METHODS1 

Professor Han encourages his beginning students to start on the F horn and he promotes 

the natural horn as the best instrument for beginners. He reasons that the natural horn helps 

develop good fundamentals of tone production and ear training which are needed to have the fine 

embouchure control required to make the natural horn (F crook) sound good. When this method 

is compared to that of beginning on a single Bb horn, especially in Europe, it has been found that 

the Bb horn is easier to play but does not build as strong a foundation.  Professor Han encourages 

his students to warm up on the harmonics of the natural horn until a refined tone is produced. He 

asks his students to warm up on the complete F horn harmonics, from light and slow to fast, 

encouraging them to coordinate accurate pitch changes with air speed. 

WARM-UP AND TONE PRODUCTION 

Professor Han uses his own warm-up exercises for his students.  He normally instructs 

his students to start with long tones on one note per measure, then to add the tongue for two 

notes, and later to add four notes per measure, going from slower to faster tempos while keeping 

the sound quality consistent. This warm-up has proven successful as the student can usually 

control his air well with one note per measure but, when more notes are added, there are the 

additional challenges of keeping the air steady and not focusing on tonguing. When one is too 

focused on the tongue, the air eventually will not flow well – both need to be synchronized, with 

the main focus on controlling the optimum volume and velocity of the air.  

                                                
1 Refer to Appendix, Primary Interview Document with Professor Han, pp. 39-50: the whole Chapter 6 derived from 
this interview session with Professor Han’s pedagogical philosophy and methods. 
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Professor Han is against students forcing out high notes.  They are instructed to play high 

notes at the same dynamic level as the middle range, using an efficient air speed to reach all the 

pitches. Finally, warming up on scales and arpeggios is absolutely necessary. Professor Han asks 

his students to practice scales legato in the pattern Do-Re, Do-Mi, Do-Fa, etc., until the ability to 

play very smoothly is established. He also adds that, if one does not pay attention to the tone 

during the natural horn warm-up, even eight hours of daily scales will not be productive. 

EVERY BREATH BEGINS WITH MUSIC 

Professor Han’s musical philosophy starts from the very first note. “What is in your mind 

when you play a note?” is the question he often asks both his beginner and advanced students, 

and he encourages them to repeatedly meditate on this concept. He often tells his students that 

they should produce a horn tone as if speaking or singing with various emotions.  

Even a simple sentence, for example, “How are you?”, can be delivered in a variety of 

ranges of emotions. Professor Han offered a good example of this! When you hear someone 

knocking on your office door, and it turns out to be your least favorite person who opens the 

door, you react by saying “Hello.” in a flat tone.  However, if the person who enters happens to 

be your boss or friend, you will greet that person with “Hello!” Both are completely different 

emotions: one is without excitement and perhaps a little bit annoyed, while the other is 

welcoming: I’m glad that you are here!  These mood changes can be heard in the horn tone. All 

emotions come from the heart – one has to teach students from an early age to be sensitive to 

how emotions are portrayed in their tone production. 

The second of Professor Han’s educational missions is for horn players to acquire more 

refinement in their artistry. The horn is a difficult instrument to play well. Horn players are often 

in search of how to play accurately with a fine tone, while overlooking the importance of singing 
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musical phrases. Professor Han says that part of the problem is our repertoire – many composers 

resist writing for the horn because of its limitations which, in turn, can limit the composer’s 

musical expression.  Our artistic development is restricted to the amount of repertoire to which 

we are exposed.  Where decisions about musical expression are based on the art form, most horn 

players restrict themselves to identifying a good tone rather than being concerned with 

articulation and volume control. 

THE FUSION OF MUSICAL AND VISUAL ARTS  

A good horn sound conveys a certain emotion and only then can it be considered good 

tone. Horn players should embrace the study of other art forms. For instance, one might need to 

play loud, heavy, or light, and not just play the music at the written dynamic level.  Han believes 

horn students typically do not pay the same attention to their musicianship as their piano and 

violin colleagues. Professor Han has encountered a great deal of good piano teaching – the good 

piano teacher does not restrict himself/herself to only teaching piano, but, for example, also 

teaches other sounds: “You have to produce the horn’s beautiful tone color!” Professor Han was 

very inspired by this – why do piano players need to recreate the horn’s tone color?  Horn 

players should be able to imitate the sound of the piano, the violin, and especially the human 

voice.  He believes that the younger generation of horn players must strengthen their dedication 

to studying musical expression to achieve a long, full career. 

Music co-exists with other art forms – music is an aural art, while painting is a visual art.  

Most musicians notice that visual art shares terminology with music. For example, paintings 

have color, line, form, and rhythm. Our ancestors combined elements of both aural and visual art 

to strengthen and compliment the richness of each. Unfortunately, most teachers ignore these 
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artistic elements. The art of brass playing, and horn playing in particular, needs to be constantly 

improved and strengthened in the realm of artistry. 

SCIENTIFIC-BASED BRASS PEDAGOGY 

Professor Han has noticed for decades that the horn teaching in China and abroad often 

lacks scientific and theoretical methods. Horn teaching is often based upon what one is able to 

feel and hear. This limits achievement to being based on a student’s talent and exposure to music 

through listening and imitation.  Professor Han believes that horn teachers can improve both 

their teaching techniques and results through critical analysis based on scientific concepts. 

Professor Han mentioned a Chinese saying, “Certain things can only be understood 

through gesture, not by verbal explanation.” He believes that there cannot be clear solutions to 

technical problems when one does not have concrete evidence to back up those solutions. For 

example, how can we achieve a good, solid high register?  How much air pressure do we rely on 

to play high?  How can we analyze the relationship between the embouchure and air speed when 

playing high?  Our nervous system interacts with our muscles, but how can we analyze the 

relationship?  

Horn players need to strengthen their knowledge of physics. For instance, when one 

blows air on a brass instrument, it can be observed in two ways: velocity (approximate distance) 

and volume. This data needs to be processed and analyzed in order to distinguish the quality of 

the tone and determine reasons the tone may not be the best. We need to have clear reasoning in 

our teaching and never convey ambiguous ideas.  

Professional teachers need to be equipped with scientific knowledge about how the body 

functions, together with a general knowledge of physics, in order to help solve students’ daily 

problems. When teachers have solid proof to support their teaching, this will become their best 
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tool – they should not rely solely on how they feel, based on their personal experience. For 

example, many teachers discuss breathing with their students by saying, “You have to hold your 

stomach and also your back…!” He has heard some teachers speak of “feeling the back of the 

brain expanding” – all of which are unscientific explanations. 

Professor Han endorses an understanding of basic human anatomy in order to become a 

good horn player. What are our lungs doing? Where do we store our air? How do we control our 

diaphragm and abdominal muscles? Some teachers argue that the air is stored in the stomach. 

Professor Han argues that, if air is stored in the stomach, it is most likely passing gas.  He 

emphasizes that air is stored in the lungs and a horn player needs to know basic anatomy. Why 

does the abdomen expand during inhalation?  Because we have a diaphragm, which contracts 

downward, and the abdominal muscles must relax in order to help create the vacuum in our 

lungs; this relaxing of the abdominal muscles causes their distention.   

Professor Han’s mission is to transmit this basic theoretical and physical knowledge to 

the next generation of horn players in China. He is constantly researching these issues, striving 

for better answers that can withstand scientific scrutiny. 

COMPETITION PREPARATION 

Professor Han prepares his students for competitions and often organizes horn recitals at 

various music schools. Seeking to provide students with as many on-stage performances as 

possible, he requires memorization and often emphasizes that his students must pay serious 

attention to the piano accompaniment. Professor Han thinks that teachers should work together 

with the student and the accompanist at the same time. He disapproves of teachers who tell their 

students, “I am not available, you practice with your accompanist!” The teacher needs to 

understand that a composition is incomplete with just the horn part – adding the piano part makes 
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it whole. Many of the composer’s creative ideas are actually in the piano parts! Most teachers do 

not pay attention to this aspect, which results in performances with poor musical style. Professor 

Han points out that most teachers incorrectly think that piano accompaniment is background 

music.  Composers write sonatas for both instruments, but Professor Han finds that most teachers 

do not pay attention to this.   

Many pianists are able to play great performances of concertos but they cannot 

accompany well.  Other instrumentalists can play concertos well but are not good orchestra 

players.  A musician can only perform a composition well by understanding the complete work. 

Professor Han constantly reminds his students that it is most important to understand that 

the horn is just a musical tool.  A performer needs to have both the music and technique in mind 

to carry out the art.  He referred to the folk instrument called Kouxuan, which is simply a thin 

layer of film that looks like a leaf. When one knows how to blow with it, it will create amazing 

sound and tone. This is not dependent upon the quality of the instrument but by what is in the 

performer’s heart.  Only when there are beautiful musical ideas within can one express those 

ideas through music.  

If a horn player wants to improve accuracy in pitch, one must first memorize the pitch. 

Many students complain about the quality of their instruments, but if they cannot learn the 

fundamentals of tone production, they should not blame the instrument. The key to accurate 

pitch, good tone, and musicianship is derived from the heart.  Professor Han suggests sight-

reading by singing before starting to play the horn, with the assistance of either a tuner or with 

the teacher playing the notes on horn or piano if the student cannot hear the pitch. 

Horn players in China rarely discuss these issues as compared to their string and piano 

colleagues. One can find many books and theses written about technical problems but very few 
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horn players talk about artistic and musical issues. What determines a good tone quality in 

relationship to the art of music?  Professor Han is always striving to strengthen those weak links 

with his students. 

Professor Han sums up his philosophy by stating that one should first start with the music 

and then secondly think of the emotions represented by the music. He instructs students to 

remember these three simple basic important concepts: “The air has to be full, the air speed has 

to be fast, and the musician needs to sound relaxed!”2 These three points are very concise and 

uncomplicated.  If one achieves all three, one’s horn playing will be almost problem-free. 

TEACHING MATERIALS 

Professor Han always performs for his students during lessons. He believes that students 

learn better through listening to good musical examples. His favorite etudes are those by 

Kopprasch,3 Müller,4 and Gallay,5 and those contained in a lesser known melodious book of 

study by the Italian composer Fontana.6  He expects all his students to practice etudes that 

require transposition, needed for orchestral playing, and he limits his students in their writing out 

the transposition. 

Professor Han compiled many course outlines for his students in his earlier years of 

teaching at the Shanghai Conservatory of Music (pre-Cultural Revolution) but most were lost. 

The one he used most was patterned after the Russian school of teaching, which divided the 

course of study into years and months, and even got as detailed as suggesting a weekly plan.  

However, he later changed his mind, realizing that students progress at differing rates. In 

                                                
2 Three important concepts derived from Chinese Confucius’ Three Character Classic (San Zi Jing三字經). 
3 Georg Kopprasch, Sixty Studies for French Horn, Book 1 and 2 (Boston: Carl Fischer, 1939). 
4 Bernhard Eduard Müller, 34 studies for French horn, opus 64 (New York: International Music Company, 1963). 
5 Jacques Franical philoso Thirty studies for horn solo, op.13 (New York: International Music Company, 1960). 
6 Carlo Fontana, Passi difficilie "a solo" per corno (Milano: G. Ricordi, 1945). A study book of difficult melodious 
passages  and “solos” for horn. This book was brought to Shanghai at the time when the Italian horn players were in 
the Shanghai Symphony Orchestra; it was later passed on to Huang Yijun, then on to Professor Han. 
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Professor Han’s teaching philosophy, the course outline only serves as a guide that differs from, 

for example, step-by-step language study, in that each musical step forward creates progress; a 

teacher needs to be flexible according to each student’s growth. Professor Han thinks that a 

course outline should also be flexible; a solid musical and technical foundation is invaluable for 

a student as he or she seeks to progress.  

Professor Han teaches a one-hour lesson once a week per student.  When there are special 

demands, he will teach specific students twice a week. Generally, the basic warm-ups and etudes 

will account for one third of the lesson time, while about two thirds of the lesson will focus on 

solos, occasionally followed by orchestral excerpts. A large proportion of his teaching career has 

been dedicated to solo works.  He reasons that solos demand a lot of musicality, consideration of 

timbre and dynamics, and considerable focus and control, all of which allow the student to 

progress as a musician. 

Professor Han’s teaching plan differs, depending on student’s needs. He normally spends 

more time teaching orchestral solos commonly requested on auditions like those in 

Tchaikovsky’s Fifth Symphony and Beethoven’s Ninth Symphony.  He will spend more time on 

other orchestral excerpts according to student’s audition needs. In addition, he likes to coach 

duets, trios, or quartets from orchestral tutti passages.  When students are preparing for recitals, 

he normally gives them more time for rehearsals in addition to the normal private lessons. 

 Professor Han has encountered many well-compiled orchestral excerpt books, from Bach, 

Mozart, Beethoven, Schumann, Schubert, and later Strauss, to his personal favorite, Mahler. 

These are published predominately in Germany and the United States, and the one he most often 

uses is Horn Player’s Audition Handbook compiled and edited by Arthur Labar.7 

                                                
7 Arthur Labar, comp. and ed., Horn Player’s Audition Handbook (Cookeville: Belwin-Mills Publishing Corp., 
1986). 



 31 

Professor Han also shared his thoughts concerning contemporary composers. Though he 

acknowledges their efforts in writing more technically challenging music for horn, he wishes the 

majority of the composers would emphasize the ethos of music, that is, the expression of 

emotion. Many modern works required in international competitions have departed from 

expression being a part of the music. He urges composers to be concerned about the artistic side 

of music and to try to touch the soul. 
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CHAPTER 7 

RETIRED LIFE AND INTERNATIONAL HORN COMPETITION JUDGE 

Professor Han was awarded several honors during his career:1 

1987 – Outstanding Teaching Award from the Shanghai Conservatory of Music 

1997 – National (China) Wind Chamber Music Competition Judge 

2000 – Guest Professor of Horn of the Shanghai Conservatory of Music 

2004 – Second Central Conservatory of Music Wind Chamber Music Competition Judge 

2005/06 – Outstanding Teaching Award of the Shanghai Conservatory of Music 

2006 – He Dinglu (Former Dean) Honorary Credential Teaching Award 

2009 – The 7th China Golden Bell Music Award Certificate in appreciation for judging 
  the Brass Chamber Music Category 

 
2010 – Letter of Entrustment as judge of the 6th Jeju International Brass Competition in  

the Horn Division. 

Professor Han was the President of the Organizing Committee and a Guest Lecturer for 

the Beijing International Music Festival (summer Horn Festival) in 2012, 2013, and 2014.2 In 

Italy he judged the International Horn Competition in Sannicandro di Bari.3 Professor Han also 

actively traveled to other Chinese conservatories to both organize and teach horn master classes.4 

Professor Han’s first unfulfilled wish is to publish his teaching and research methods. 

Secondly, he hopes to contribute more to the production of an internationally recognized Chinese 

                                                
1 Refer to Appendix, Primary Document, Figure 20, p. 114: Professor Han’s certificates. 
2 Refer to Appendix, Primary Document, Figure 6, p. 96: Professor Han Xianguang, President of the first, second 
and third CCOM (Central Conservatory of Music) China International Horn Festival in Beijing, China. 
3 Refer to Appendix, Primary Document, Figure 21, p. 116: Professor Han as judge at the 2009 International Horn 
Competition in Sannicandro di Bari, together with Hermann Baumann, Frøydis Ree Wekre, and Hans Pizka. 
4 Refer to Appendix, Primary Document, Figure 22a, b and c, pp. 117, 118 and 119: Professor Han’s master class at 
the 2015 Tianjin Horn Festival (January); Yong Siew Toh Conservatory of Music, National University of Singapore 
in 2010; 2009 Shanghai Spring International Music Festival, Brass Division.  
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horn. Professor Han serves as design specialist advisor to the new Briz Krüspe Diamond-Model 

horn made by the Tianjin Brothers Brass and Company.5 He has also assisted the Tianjin factory 

in developing and improving a five-valve single Bb horn, with three valves for the Bb horn, a 

fourth for an A or stopped horn valve, and a fifth valve that accesses the open F horn.6 

Professor Han mentioned that the most commonly used horn in China during the Cultural 

Revolution was the Conn 8D. Around 1968-69, Eugene Ormandy (former Philadelphia Orchestra 

Music Director) visited China and commented that Chinese western musical instruments were in 

poor condition and suggested the purchase of new musical instruments. Later, the government 

imported a large number of Conn 8Ds under Ormandy’s recommendation and, as a result, most 

Chinese orchestras then had better horns.7  

Professor Han has not performed on a “Knopf-Geyer wrap” horn. He is currently playing 

a Krüspe horn, with a No. 11 E. Schmid mouthpiece, but he also likes the custom-made 

Alexander 103 and 503 horns.8 

In February 2014, Professor Han Xianguang created the International Horn Foundation in 

Hong Kong with the support of Xiong Rongli, a renowned violinist and investor.9 This is a non-

profit foundation that supports the education of outstanding younger horn players in China. At 

the age of 80, Professor Han currently maintains a private studio of twenty students in Shanghai 

and he still enjoys playing for his students. Han Xiaoming said, “I think my father will never 

retire from playing horn – he can’t live a day without listening to horn playing – that’s how he 

                                                
5 Refer to Appendix, Primary Document, Figure 23, p. 120: Professor Han’s Krüspe horn with Tianjin Brothers 
Brass and Company. 
6 Refer to Appendix, Primary Interview Document with Professor Han, p. 53. 
7 Ibid, p. 54. 
8 Ibid. 
9 Refer to Appendix, Primary Document, Figure 24, p. 121: Professor Han Xianguang International Horn 
Foundation. 
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is.”10 A spirited musical life well lived!  We salute Professor Han’s sixty years of passionate 

dedication to horn playing and teaching! 

 

 
  

                                                
10 Refer to Appendix, Primary Interview Document with Han Xiaoming, p. 80: the interview about his father. 



 35 

 

 

 

 

 

 

 

 

 

 

 

APPENDEX A 

INTERVIEWS 

  



 36 

An Interview with Professor Han Xianguang 2014  
 

Yeoh Li Zhi (YLZ): Hello Professor Han! My name is Yeoh Li Zhi, a hornist and doctoral 
candidate at the University of North Texas in the United States of America. I’ve heard 
much about you and thank you for spending time for this interview. 

 
Han Xianguang (HXG): Hello! You are welcome! 
 
YLZ: Let’s get started. Where and when were you born? 
 
HXG:  I was born March 8, 1935, in Hainan Province – Wenchang County. My mother (Lin 

Ying) and I went to Thailand when I was four years old, because my grandparents were 
in Thailand. 

 
YLZ: I was born in Southeast Asia and I am a Malaysian. My ancestors were from Fujian 

Province - Hoi-An County. My grandparents emigrated from China to Malaysia in the 
early 1900s. Please tell me more about your family members – did they have any musical 
training or interests? 

 
HXG:  My parents were not musically trained. My father (Han Zuolin) passed away before when 

I was about ten months old. He died from a lung disease – back then it was like cancer. 
My mother never remarried and later took me to Thailand. She was a gynecologist and 
worked as a doctor in Thailand. She raised and educated me. 

The political tension in China was liberated during my teenage years and the older 
patriotic Chinese (in Thailand) were afraid that their children would forget about their 
origins. As the Thai government didn’t allow the Chinese to study Chinese culture, 
Chinese schools in Thailand were shut down. Around 1949, most Chinese sent their 
youngsters back to China for education. The Thailand Emperor was furious and 
blacklisted people like me, if I were to return to Thailand, and the law is still valid! 

I was sent back to the Hainan Island to take the Middle School entrance exams. I 
stayed there and started to play trumpet in school at the age of thirteen. Later, at the age 
of fifteen, I decided to go to Guangzhou for High School. During that time, the Shanghai 
Conservatory of Music had an audition to recruit new students; I was curious and wanted 
to try out! I had no formal music education and was just an amateur trumpet player! I 
tried out and fortunately I was accepted into the music program at the Shanghai 
Conservatory of Music! 

The Associate Dean of the Shanghai Conservatory of Music was Tan Shuzhen, a 
violinist. She encouraged me to pick up the horn, as the conservatory already had two 
trumpet players in the orchestra! There were no horn students (at conservatory level) in 
China and she asked whether I was willing to learn. I was very young (around fifteen), so 
I followed her suggestion. The Conservatory had only a natural horn (school instrument) 
with no valves. It had seven crooks and I had to change crooks to play in different keys. 

That was in 1951. I had no clue about the horn and didn’t like it much. So I made 
up an excuse (bad teeth) to switch instruments. I switched to cello and played it for 
almost a year! At that time, the youth were given good education. We were taught to look 
at the bigger picture and to fulfill the needs of the society and the country; so I realized 
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that the switch was wrong – it was a selfish idea. My country needed a horn player, so I 
switched back to the horn! 

My first teacher was Mr. Huang Yijun, the music director of the Shanghai 
Symphony Orchestra, whose major instrument was trumpet. The Shanghai Symphony 
Orchestra was known as the Shanghai Municipal Council Symphony Orchestra (from 
1922). There were a lot of Russian, Italian, and German refugees who fled to Shanghai 
during World War II. Most musicians in the Shanghai Symphony Orchestra were 
foreigners; the horn section was mainly Italian. My teacher Huang Yijun loved the sound 
of the horn and picked up the horn as secondary instrument (amateur). Shanghai 
Conservatory later allowed me to study with him at the Shanghai Symphony building. 
 

YLZ: Who else in your family knew how to play horn? 
 
HXG:  I am an only child. My father passed away when I was very young, when my mother was 

between 23-24 years old. I have no siblings. 
 
YLZ: How many of your children studied musical instruments? 
 
HXG:  Two, Han Xiaoguang (elder) and Han Xiaoming (younger) studied the horn. 
 
YLZ: Did you study anywhere besides the Shanghai Conservatory of Music? 
 
HXG:  I only studied at the Shanghai Conservatory of Music (from 1951). I got to learn from 

several German wind and brass professional musicians who were invited to teach master 
classes when their orchestras and ensembles performed in China. These master classes 
allowed me to watch and learn. We had relatively poor learning conditions, for example 
the school only had natural horn, a horn etude book by Schollar,1 and a Dennis Brain 
recording of Mozart’s third Concerto on an LP that could only played on a 78rpm 
gramophone. Some Chinese musical groups later picked up scores during their European 
tours and brought them back, so we began to have more music to study. 

 
YLZ: Did you study with the Italian horn players at the Shanghai Symphony? 
 
HXG:  I didn’t study with the Italian horn players. In 1956/57, a German horn professional had a 

master class series hosted by the Beijing Central Philharmonic. He heard about me and 
invited me to study with him in Beijing. I was performing overseas during that time but 
he sent another request and hoped that I could go (to Beijing); so I went. He was the East 
Berlin Radio Symphony Orchestra’s principal horn (Radio-Symphonie-Orchester Berlin, 
1956/57) – Fritz Hoffmann. He played an important role in the development of China’s 
horn scene during that period of time. 

 
YLZ: Did you continue your study with Mr. Hoffmann in Germany? 
 
HXG:  No, I only stayed in Beijing for his master classes. 
                                                
1 Franz Schollar, Schule für Waldhorn auch zum Selbstunterricht geeignet komplett (Frankfurt: M. Zimmerman, 
1950). 
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YLZ: How long was your study at the Shanghai Conservatory? 
 
HXG:  From 1951 to 1955, but my study was suspended for nearly a year because of the Rural 

Reform (part to the Cultural Revolution); as a result of that I had to extend my graduation 
until my fifth year. During my junior year, Mr. Huang informed me that he couldn’t keep 
up with his busy schedule and continue to teach me the horn. He congratulated me that 
my level of horn playing was sufficient and recommended that I graduate early to teach 
horn (at the Shanghai Conservatory)! There was no “early graduation” system in China 
during that time, so the Conservatory decided that I could keep my identity as a student, 
but become a half-time horn teacher. Hence I started teaching horn in 1955! I studied 
with Fritz Hoffmann in 1956. Since 1955, I was a music student with part-time job until 
my official graduation in 1957. 

 
YLZ: Have you attended any summer music festivals? 
 
HXG:  I represented the Chinese Musicians’ Delegation in 1956 to participate in the Prague 

Spring show at the Czech Republic. It was considered to be a relatively large 
international music festival at that time. The Chinese musical scene was gradually 
adapting to China’s liberation and the Chinese Musicians’ Delegation performed a 
program that consisted works for the piano and wind instruments, including the horn. We 
mainly performed Chinese folk music and folk songs, combined with Chinese 
instruments such as the Erhu, Guqin, and Guzheng. There weren’t many Chinese experts 
who were talented on the Western music instruments, therefore the program was very 
diverse. 

 The Moscow Symphony Orchestra’s conductor, Nathan Rakhlin, realized that 
there was a Chinese horn player representing China at that festival. He called and invited 
me to perform Mozart’s third horn concerto with the orchestra – it was during Mozart’s 
Bi-Centennial Birthday Celebration! So the international publicity poster included the 
horn soloist from China, and a Russian conductor, with the Prague Spring Festival 
Orchestra. 

 
YLZ: Great! Do you still have the printed poster and program? 
 
HXG:  Unfortunately these performance materials were lost. We didn’t keep the program and a 

majority of Western literature was destroyed in the Cultural Revolution. Also, our living 
conditions were very deprived – we didn’t have tape recorders or cameras.  Also, I was 
young and had yet to gather my thoughts for a future career, so it didn’t cross my mind to 
keep such information. 

 
YLZ: Was that your first collaboration with an orchestra as a soloist? 
 
HXG:  The first time abroad – I had performed with the Shanghai Symphony Orchestra in China 

(January 28 and 29, 1956). It was also to commemorate Mozart’s Bi-Centennial Birthday 
Celebration!  

 
YLZ: I also learned online that you won the Geneva International Horn Competition? 
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HXG:  Yes. My first International Horn Competition occurred at the 1957 World Youth Music 

Festival in Moscow; I was awarded the bronze prize. There was no record of a Chinese 
wind instrumentalist winning an International Competition Prize abroad, so everybody 
was very excited. I participated in the Geneva International Horn Competition in 1960. 
That competition was a relatively important international competition.2 There were more 
than thirty countries participating with 50-60 horn players total. There were three horn 
players left at the final stage, but the judges decided that the level of participation was not 
up to the level of a gold medal. As a result, two of us were given silver medals for second 
prize. That was considered the first and highest recognition for a brass or wind player in 
China (or even Asia) – I am honored to be the pioneer! 

 
YLZ: Wow! That’s impressive – congratulations! Professor Han, did you compete with the 

school’s natural horn? 
 
HXG:  I switched horns around 1954/55 – the school imported German-made double horns. I 

think that the natural horn is a good beginner instrument – one needs to have good lip 
control to make the natural horn (F horn) work – it helped to develop good technique. 
Unlike today’s youngsters, who start on the single Bb horn – it is easy to play, but won’t 
build a solid foundation of control. 

 
YLZ: I began on single F horn in high school. In 2012, my college professor (William 

Scharnberg) gave me the opportunity to perform the entire Bach Brandenburg Concerto 
No. 1 (high horn part) with the University of North Texas Baroque Orchestra, on natural 
horn. 

 
HXG:  That is great! Bach is very, very difficult to perform. The natural horn demands the 

musician’s highest level of artistry and ear training. One must have an accurate sense of 
pitch to achieve ultimate control. The natural horn trains the musician to be independent 
by mastering the instrument. Most people pay little attention to F horn and natural horn, 
which is wrong. The international horn community recently promoted more natural horn 
performances, and lots of competitions now have special a category for the natural horn. 

 
YLZ: Professor Han, do you have your competition award certificates? Can I have a copy to 

publish them in The Horn Call and my dissertation? 
 
HXG:  Yes, I do have both the Geneva and Moscow competition award certificates. I will ask Jia 

Jia, my goddaughter, to send a copy to you. 
 
YLZ: Thank you so much! Also, what pieces did you performed at the Geneva competition? 
 
HXG:  There were three rounds and the pieces were specified, for example, a Mozart Concerto 

and Weber’s Concertino. Each round had 2-3 concertos from which to chose. The second 
round was a little special – a new composition was written specifically for the 

                                                
2 Among three prominent international music competitions are in Munich, Prague, and Geneva; Geneva is one of the 
three professional competitions. 
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competition and was sent to each contestant a month before the competition. There was 
sight-reading – only two minutes were allowed, then the piano began. We had to perform 
it live on the spot! 

 
YLZ: In what style was the music received in the mail and the sight-reading? 
 
HXG: Both were contemporary in style. The title of the mailed music was Morning Piece (in 

French). 
 
YLZ: What did you play for the first round? 
 
HXG:  They asked for Mozart No. 1. Most people think that Mozart No.1 is easy, but in fact it 

requires a complex stylistic approach (than the other Mozart horn concertos). It also 
requires clean staccato; while the range is narrower, it requires complex fingering 
combinations. The horn competition in Prague last year also required the finalists to 
perform Mozart No.1 in the final round. 

 
YLZ: Did you perform on a single or double horn? 
 
HXG:  Double horn. 
 
YLZ: Do you remember the brand? 
 
HXG:  Probably a German horn, made by Hans Hoyer. 
 
YLZ: Which concerto did you performed with the Shanghai Symphony Orchestra to 

commemorate the Bicentenary of Mozart in 1956? 
 
HXG:  Mozart’s third concerto, and later I performed Richard Strauss No. 1 with the Shanghai 

Symphony Orchestra. The conductor was a Russia, Sergei Gavrilovic Deritsiev (Stalin 
Prize winner). 

 
YLZ: Who first taught you the fingerings for the horn? 
 
HXG:  There is a fingering chart in the Schollar etude book, and later I found a horn book edited 

by a Moscow horn professor, Anton Usov; there was additional material from Russia. 
 
YLZ: Besides Shanghai Symphony, have you performed with other professional orchestras? 
 
HXG:  I performed with the Beijing Central Philharmonic Orchestra. They invited me to be 

guest principal horn in the 1956-57 season. I performed the solo horn part in the second 
movement of Tchaikovsky’s Fifth Symphony as well as Beethoven’s Fifth Symphony. 

 
YLZ: In addition to these, have you performed recitals elsewhere? 
 
HXG:  I performed a few recitals – the last one I remember was in Dongbei. 
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YLZ: Have you ever performed with any famous music directors or musicians? 
 
HXG:  I worked with a German conductor, Gasleen in the Central Philharmonic. About 1980, a 

delegation of American musicians visited Shanghai. We performed Beethoven’s sextet 
for two horns plus an American string quartet – the first violinist was Dorothy Delay and 
the horn player was Douglas Hill, who was then President of the International Horn 
Society. I performed other chamber music, like the Brahms Horn Trio with violinist Tan 
Shuzhen (Dean) and the pianist Zhu Yaqing. 

 
YLZ: Douglas Hill is famous American horn player. Was that an interesting experience? 
 
HXG:  Everybody was happy to get together and rehearse – we practiced briefly and performed. 

Time was very limited. 
 
YLZ: Did you ever get involved in opera or ballet performances? 
 
HXG:  There weren’t many ballet orchestras around. I participated in Tchaikovsky’s Swan Lake 

ballet performances. I also involved with Chinese ballets such as White-Haired Girl and 
The Red Detachment of Women. 

 
YLZ: Do you have a favorite overture? 
 
HXG:  Beethoven’s Egmont, Rossini’s Barber of Seville, and so on.  
 
YLZ: Any favorite ballets? 
 
HXG:  I like Prokofiev’s Romeo and Juliette. 
 
YLZ: Any favorite chamber music? 
 
HXG:  Beethoven’s Sextet, Brahms Trio, and Stamitz’s Quartet No. 2 in Eb major (without 

flute), and so on. 
 
YLZ: Do you have any favorite concertos or sonatas? 
 
HXG:  There are lots of standard horn concertos – Mozart’s are impact favorite. Musically 

speaking, I like Gliére’s Horn Concerto – it has strong musical impart compared to other 
concertos. Baroque and Classical period composers were restricted by the horn’s lack of 
chromatic capability. As a result, composers could not fully express their musical ideas. 
Gliére had the advantage of being a late romantic period composer. He composed his 
concerto with string-like technical difficulty in mind. For example the introduction is 
cello-like passage. This Russian concerto was not popular in the Western musical world, 
but I think lately was has been more accepted by in the West. Competitions in Germany 
started to program the Gliére Concerto as standard repertoire. The same thing happened 
in America too: the International Music Company in New York published Gliére’s Horn 



 42 

Concerto with piano accompaniment. The Gliére Horn Concerto has very strong 
character, so I particularly like it. 

 
YLZ: Did you have the opportunity to perform Gliére’s Horn Concerto with orchestra? 
 
HXG:  I performed Gliére Horn Concerto with the Shanghai Conservatory Orchestra in 1961/62. 

The orchestra consisted of professors from the conservatory, with graduate students to fill 
the gaps. We performed all three movements. The level of the young professors was very 
strong, and most of them were well accomplished in their individual field. Our strong 
performance level even surprised the Shanghai Symphony. 

 
YLZ: I have read online that Mr. Shi Yongkang wrote the In Memory Horn Concerto for you 

and it was premiered by you. 
 
HXG:  There is only one (surviving) Chinese horn concerto! Yongkang wrote In Memory/ 

Commemorate and dedicated to me. The world premiere was in 1962. 
 
YLZ: Great! Do you have the piano reduction of this concerto? Where can I buy it? 
 
HXG:  I have the original piano manuscript by Mr. Shi! It wasn’t published, but I can send it to 

you. The full score was published but the publisher halted the printing.  
 
YLZ: Thank you! I need to perform a horn work dedicated to you on my lecturer recital. 
 
HXG:  Good idea! Have you heard the recording? 
 
YLZ: Yes, I purchased the concerto on iTunes. Edward Deskur, an American horn player, 

recorded the concerto with Shanghai Symphony Orchestra. What was your first music-
related job? 

 
HXG:  My first the music-related job was teaching horn at the Shanghai Conservatory of Music, 

started from 1955 until now (2012). 
 
YLZ: Such enthusiasm! Can you please provide me with more details of your passion? 
 
HXG:  The main teaching job is at the Shanghai Conservatory of Music, which is among the top 

colleges for talented young horn players from around the country (China). I went to Hong 
Kong in 1983 but soon found out that the musical environment was very distinct from 
Mainland China. The classical music scene was underdeveloped in Hong Kong.  There 
we were allowed to only teach music in elementary, middle, and high schools, and a 
majority of the students studied general music as a curriculum subject. Later, I did get to 
teach music at St. Paul and Hong Kong Baptist University, in addition to teaching 
primary and secondary school amateur students. As a music teacher, I had to teach all 
music subjects. I finally decided to return to Shanghai in 1997. 

 
YLZ: Why did you moved to Hong Kong in 1983? 
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HXG:  It had to do with the prevailing political circumstances in China. The musical scene had 

been deeply impacted by the Cultural Revolution. We didn’t see any hope and had little 
confidence in the future of musical arts – most of us decided to leave! 

 
YLZ: I found a stylish photo of you conducting – have you ever been a conductor? 
 
HXG:  That photo was taken in 1997 after I left Hong Kong. I started to teach horn immediately 

at the Shanghai Conservatory of Music. In addition to the Conservatory, we have an 
Artistic Training Center specializing in cultivation of young wind and string players. The 
training center accepts children from the first grade and it has lasted for nearly twenty 
years. The training center has achieved high performance results on different instrumental 
disciplines. As far as horn is concerned, we have trained a lot of horn players and many 
became professional musicians. Some of my students continued to study abroad, some 
won international horn competitions, and some stayed in China as professional orchestra 
musicians. I am proud of them, as they are the fruits of labor from the training center. 
Even local newspapers praised our achievements and commented that we successfully 
trained kids from an early age. 

 
YLZ: Did you conduct the orchestra at the training center? 
 
HXG:  Yes, I taught horn and conducted. The Artistic Training Center has three ensembles: wind 

band, symphony orchestra, and string orchestra. We are able accommodate hundreds of 
students, but they are all amateur. We mostly rehearsed on Sunday and studied the 
instruments on weekdays. Parents also learn much about classical music, as they are 
encouraged to stay for the rehearsals, which helps in spreading the knowledge and 
understanding of symphonic music widely among the community. That is what motivates 
us teachers to keep up the good work. The community is very supportive and we have 
achieved important fundamental works for the development of future professional 
musicians – it is a very successful project. 

 
YLZ: What was the reason you returned to Shanghai in 1997? 
 
HXG:  It was due to the reunification of Hong Kong as a part of China in 1997. I actually went 

to Toronto, Canada in 1996. I only stayed there for a month as I had reached retirement 
age and it wasn’t easy for me to fit into the Canadian community. So I decided to return 
to China and extend my contribution to my country. When I returned to Shanghai, I was 
invited to teach as Guest Professor at the Shanghai Conservatory, an appointment that 
lasted until the end of 2012. So, in my past twenty years of teaching, I trained six winners 
of international horn competitions. Some have been appointed as principal horn in 
German Philharmonic Orchestras, and there is one special student who graduated from 
the Artistic Training Center. He continued his studies at a German university – his name 
is Gu Cong. 

 
YLZ: I know Gu Cong – we performed with the Asian Youth Orchestra on its 2004 tour! I also 

performed with Guo Zhongbao. 
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HXG:  Gu Cong was in junior high school then. You know Guo Zhongbao! Gu Cong is now the 

principal horn of the German Radio Philharmonic Orchestra. He won many international 
horn competitions:  second prize in Bremen, Germany; first prize in Jeju, Korea; also in 
Italy. I taught Gu Cong since he was a boy. His family is not well to do, but he is very 
hard working.  

 
YLZ: I have seen Gu Cong’s impressive online resume. I heard his first movement of Gliére’s 

Concerto with its cadenza, performed from memory. He was amazing! In addition to Gu 
Cong, are there other students about whom you wish to share their achievements? 

 
HXG:  There are also some current students engaged in professional orchestras, for example, in 

the Shanghai Symphony. There are several students who I taught form elementary school 
who studied with Xiaoguang (my son) at the Singapore Conservatory of Music. Some of 
them graduated and won jobs in the Shanghai Symphony Orchestra. There are several 
now who are studying in Germany, including Guan Yue, Ma Liuyang, and Ma Chucheng 
(all three winners in the Italy International Horn Competition in 2009). Also, my current 
younger students who participated in the 2014 Jeju, Korean International Brass 
Competition and won the junior level first, second, and third prizes: 1. Ou-Yang Beili (12 
years old); 2. Zhou Yuyao (12 years old); and 3. Liu Xinyi (10 years old). 

 
YLZ: Congratulations! How did you prepare your students for the competitions in Italy and 

South Korea? 
 
HXG: We often have horn recitals programmed at the school. Memorization is required and we 

provide them with many possible performances on stage. Many teachers don’t pay 
serious attention to the piano accompaniment – often teachers tell their students, “I am 
not available – you practice with your accompanist!” Those teachers don’t know that a 
composition is incomplete with just the horn part – the piano part makes it whole. Most 
composers’ creative ideas are written in the piano parts! Most teachers do not pay 
attention to this, which results in poor musical performances. This also has to do with the 
teacher’s background training – that’s why I have always stressed knowing the 
accompaniment! Most people think that piano accompaniment is like drinking a toast, 
with background music. That is incorrect – composers compose with two instruments in 
in mind and most people do not pay attention to this! Even many pianists, who are able to 
play great concertos, can’t accompaniment well. Other instrumentalists too, can play 
concertos on their own instrument but they are not good orchestral players; these 
concerns are all related. 

 
YLZ: Great! May I interview your students if I can get in touch with them?  
 
HXG:  Sure! 
 
YLZ: I have read in your resume that you have established a unique, highly efficient teaching 

methods and concepts. Can you please share your experience with me in this regard? 
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HXG:  There are lots of details to cover. I would like to summarize and simplify my answer. For 
decades, horn teaching in China and abroad has lacked scientific theoretical methods. 
Most methods are based upon feeling, or what you are able to feel. Because of that we are 
limited in achieving greater results in teaching the horn. Most methods rely on a student’s 
talent and environment to learn music by listening and imitating. We can only improve 
the teaching technique and results through critical analysis of basic scientific concepts. 

We have a Chinese saying: “Certain things can only be understood through 
gesture, not by verbal explanation.” We should have concrete evidence, for example, in 
how to have good solid high register? There is not a clear solution – how much air 
pressure must we rely on to play high? The biggest concern is the relationship between 
the lips versus the airflow – we need a clear, definite solution. We are humans, not 
machines, and our nerve system interrelates. How can we analyze the relationships? I am 
researching these issues. 

We need to understand basic human anatomy to be a good horn player. What are 
our lungs doing? Where do we keep our air? How do we control our diaphragm and 
abdominal muscles? Most people are uncertain – they often make fun about air storage. 
Most people argue that the air is stored in the chest or stomach. I say that’s wrong – if 
you store air in the stomach, the stomach has gas, and then you would pass it. 

Of course there is gas in one’s stomach, but the air is stored in the lungs and a 
horn player needs to know basic anatomy to understand this. So why does our stomach 
expand when we breath? Because we have a diaphragm, our stomach expands when it 
(diaphragm) contracts downward – our abdominal muscles are relaxing, and this is the 
expansion that we see. This basic knowledge is necessary to understand how to play the 
horn well. 

 
YLZ: When the lungs are filled with air, the diaphragm pushes the intestines downward. That’s 

the reason why the stomach expands outwards – to accommodate space for the intestines. 
 
HXG:  Exactly! Wind players need to further strengthen their knowledge of physics. For 

instance, when we blow the air towards our embouchure, we can observe that air in three 
ways: velocity, volume, and the proximity of the air range. This data needs to be 
processed.  If you know how to analyze thoroughly, you can immediately hear it (good or 
bad) in your tone and discover the reasons. We need to have clear reasoning in our 
teaching – never give ambiguous ideas. Like a physician, if a patient is bleeding, one 
must first stop the bleeding, not simply extend the transfusion. 

We as professional teachers need to equip ourselves with scientific knowledge 
about body functions, together with the knowledge of physics, to solve our students’ 
daily problems. When we have solid proof to support our teaching, it will become our 
best tool.  Teachers should not rely on teaching their students solely on their feeling and 
personal experience. When most teachers explain about breathing to their students, they 
say, for example, “You have to hold your stomach, and also your back!” Some even 
exaggerate about feeling the back of the brain expanding – all sorts of unscientific 
methods. One can’t base their teaching merely on personal feeling – that’s wrong. 

That was one important observation. The second concern is that we brass players 
acquire more artistry refinery. Why? The horn is a difficult instrument to play well and 
we are often in search of how to make the perfect tone, while neglecting the music. Of 



 46 

course this has to do with our repertoire – most composers resisted writing for the horn. 
Why? Our instrument has limitations – the composer’s musical thoughts might not be 
fully expressed through a wind composition. Relatively speaking, our artistic 
development is restricted to the amount of repertoire to which we are exposed – artistry is 
derived from the music itself. Most horn players are isolated from other musicians by 
being concerned only in identifying a good tone? What is loud? What is soft? All musical 
expression decisions need to be derived from and based on the musical art form. 

A good horn sound conveys a certain emotion – only then it can be considered a 
good tone! We horn players should not ignore the study of other musical art forms. For 
instance, a good musician needs to understand how to play loud, heavy, or light; not just 
playing the music’s dynamic marking.  Unlike pianists and violinists, horn students do 
not pay enough attention to musical gestures.  For example, I encountered a good piano 
teacher who didn’t restrict himself to just teaching piano, he said, “You have to produce 
the horn’s sound!” I was inspired by this observation – why do piano players need to 
recreate the horn’s sound? Why can’t we imitate piano’s sound? Or even the violin’s 
sound? That determines the level of one’s artistic training! That’s why we horn players 
still have a long way to reach a full blooming career! We horn players have to strengthen 
our background in this area! 

 
YLZ: My teacher once advised me, “If one can control the mouthpiece buzz to match the piano 

pitch, while, at the same time, imitating the evenness in color quality of piano scales, 
when one inserts the mouthpiece into the horn, one shall retain the same ability.” 

 
HXG:  Yes! That makes sense, it is of upmost important that your heart comprehends. The horn 

is just a tool. A performer needs to have the music and technique already in mind to carry 
out the art. I have seen a folk instrument named the Kouxuan. It’s just a thin layer of film 
and looks like a leave but, if you know how to blow, it will create an amazing sound. 
This is not affected by the quality of the instrument, but what is in the performer’s heart. 
When there are beautiful tunes within, only then one can express them through music.  

If a horn player wants to have accurate pitch, he or she must first know the pitch 
by heart – there is no other way to get it right. Many students complain about the quality 
of their instrument, but if they can’t get their basics right, please don’t blame the 
instrument. The key to accurate pitch, good tone, and music is derived from the heart. We 
brass players rarely discuss these issues in comparison to string players and pianists. As 
you may have seen, a lot is written about technical problems – very few brass players talk 
about artistic and musical issues. What determines good tone quality in relationship to the 
musical arts? These are the weak links we need to strengthen. 

Next, music is an art that co-exists with others. For example, music is an audio 
art, while painting is a visual art. You probably know, visual art shares a lot of common 
terminology with music. For example, is the rhythm of this painting good? This is a 
musical term, but we musician first started to use the visual artist’s term! Do you have 
rich color in your sound? “Color” belongs to visual arts! Have you maintained a beautiful 
melodic line? “Line” also belongs to visual arts (drawing)! Our ancestors combined 
elements of both the audio and visual art – it strengthened their richness by 
complementing each other. Most teachers ignore these elements in their teachings. The 
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art of brass playing, especially horn playing, needs to be constantly improved and 
strengthened in all aspects.  

With all due respect, I am very pleased to know that a lot of contemporary 
composers around the world are writing more difficult modern music for horn. The less 
ideal part is that majority of them have ignored the basic element of music. What 
percentage of modern horn compositions is melodious? Not many. Most foreign modern 
horn techniques were developed from experimentation. Like the half-valve effect, you 
don’t even have to read music to perform that special technique. If you were required to 
express emotions, what kind of emotion is involved in half-valve technique? Nothing. 
There are plenty of modern works required in international competitions, most of which 
have departed from the origin of music. Technically speaking, we must be alert not to be 
led astray! Everything derives from musical art. 

 
YLZ: How early do you incorporate independent and critical music making in young students? 

Based on what kind of foundation? When will you allow them to perform in their own 
decisive style? 

 
HXG:  I normally tell my student from the very first buzz, “What is in your mind when you play 

a note?” I try to influence them to repeatedly think about this concept! I often tell my 
students that you have to produce the horn’s tone as if you speaking or singing. For 
example, what mood do you use when you speak? I’ll give an example, a simple 
sentence: “How are you?” You can use different expressions to deliver different 
emotions.  

This is a good example– when you hear knocking on your office door, your least 
favorite person opens the door and you react, “Hello…” (with a flat tone). But, if it 
happens to be your boss, you will greet him with, “Hello!” (exclamation in the tone). 
Both are completely distinctive emotions – one is that I welcome you and am glad you 
are here. The other is without excitement and perhaps a little annoyed! Ha! When the 
tone differs, the mood changes! This is very important! All these methods derive from the 
heart. You have to teach students about emotions at very early age and be very sensitive 
to their tone production. 

I would like to sum up this topic of discussion: start with the music and then think 
of emotions. Then remember three simple basic important concepts: the air has to be full, 
the air has to be fast, and the musician needs to be relaxed. If you have done all three, 
your horn playing basically will not have huge problems. These three points are very 
concise and not complicated. 

 
YLZ: Very well, thank you! Have you published any books, articles, or etudes? 
 
HXG:  I haven’t, pardon. I have a lot of ideas to put into writing, but always feel these ideas 

have room to grow. There are many unanswered questions that are theoretically difficult 
to explain. If you to write about simple horn techniques like a smiling embouchure or air 
usage, there are already too many books about basics. Why do we need another one? It is 
not very constructive. What I’ve been preparing offers deeper thoughts on certain 
questions and will be able to give better answers that can withstand scientific scrutiny. 
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YLZ: Do you have a specific warm-up routine? What is you favorite routine book? 
 
HXG: I normally instruct my students to start with a long tone warm up on a note per beat, then 

two notes, and later four notes per beat, from slower to faster tempo, while the sound 
quality must be consistently good. The secret to this warm up is that a student can control 
his air well with a note per beat. We have to advise the student not to speed up the air, nor 
to focus on tonguing. When one focuses on the tongue, the air eventually will not flow 
well; both have to be synchronized, with the focus on controlling the right volume and 
velocity of the air. 

I think it is best to warm up on the harmonic overtones of the natural horn. After I 
am satisfied with my students’ tone production, I will ask them to warm up on the 
complete F horn overtones: from light, slow to fast.  This is to allow them to produce the 
pitch changes with accurate air speed. I resist allowing students to force their high notes – 
they have to play the high notes with the same volume, using their natural force to reach 
all different level of pitches.  
 Finally, scales and arpeggios are always a must. However, if one doesn’t pay 
attention on the natural appropriate methods, even eight hours of daily scale practice is 
not beneficiary. 

 
YLZ: Do you have a favorite warm-up exercise or book? 
 
HXG:  There are a lot of warm up books, but I use self-compiled methods for my students. Most 

are similar to the methods that I mentioned earlier. Long tones are important, then the F 
horn overtones, then practicing legato on Do-Re, Do-Mi, Do-Fa, until the ability to play 
very smoothly is established. I like to use this kind of exercises for my students. 

 
YLZ: Do you have an etude routine set up for your students? 
 
HXG:  There are several good etude books like Kopprasch, Müller, together with Gallay’s 

Waldhorn etudes. There is also my favorite melodious study by an Italian composer 
Fontana, which is not very well known among horn players. It is like a textbook of 
melodious studies. This book was brought to Shanghai when the Italian horn players were 
in the Shanghai Symphony Orchestra. It was later passed to Huang Yijun, then to me. 

 
YLZ: Do you train your students on transposition? 
 
HXG:  Yes of course, transposition is important too! Most etudes require transposition, like in C, 

in E, etc. Most orchestra auditions will require transposition and I train my students early 
so they have little difficulty later.  I also limit writing out the transposition on manuscript 
paper. 

 
YLZ: Do you have course outline for your students at the Shanghai Conservatory of Music? 
 
HXG:  Yes, I have a course outline. I compiled if over many years. The one I use the most is 

patterned after the Russian school, divided into the first year of study, the first month, 
even as detailed as weekly plan. Later I changed my mind as a student’s progress 
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constantly evolves. The course outline is just a guide and differs from the step-by-step 
method used to learn languages. With music, each step forward creates change. It is 
possible that my student is changing at the minute we are speaking, and teacher has to be 
flexible.  

I think a course outline should be flexible, but it is good to have basic 
requirements in search of change. Sorry – I did not retain any of my previous course 
outlines. 

 
YLZ: How often do you incorporate orchestral excerpts into your teaching? 
 
HXG:  Yes, orchestra excerpts. I understand they are important and need to be included, to a 

certain extent, in my teaching, but, for me, that portion is not as large. That portion may 
increase, depending on the student, because it is very important for the student’s future 
job auditions. 

 
YLZ: In the United States, I have individual lesson each week, then we might work on different 

orchestra excerpts while the horn choir gathers once a week. How often do you teach 
your students at the Shanghai Conservatory of Music? Is it like in the US? 

 
HXG:  Yes, once a week. When there are special demands, I will teach specific students twice a 

week. One hour per lesson, so I may fit in all my students. 
 
YLZ: If a lesson is divided into six 10-minute sessions, for example, how do you spread out 

your teaching? 
 
HXG:  Generally speaking, basic warm up and etudes will account for one third of the time. 

About two thirds of the time is devoted to teaching solos. A huge proportion of my 
teaching career is dedicated to solo works. Good solos demand a lot of musicality, 
timbre, and volume, with a lot of control. 

 
YLZ: Do you allow your students to warm down during the last five minutes of the day?  
 
HXG:  I teach mostly more than the time allocated (especially if the next student show up late), 

so supposedly the lesson ends at twelve o’clock, but I might teach until one. Just like you 
never said, there is enough time! Sometimes my teaching plan might differ depending on 
students needs. For example, I might teach the more commonly requested orchestra solo 
passages like Tchaikovsky, Beethoven, etc. I will spend more time teaching those. In 
addition, I might coach some duets or quartets from orchestra passages. If my student is 
going to have solo recital, I will give them more time for rehearsals on top of private 
lessons. 

 
YLZ: Do you have any recommended excerpt books? Do you just teach directly from the parts? 
 
HXG:   There are many excerpts book, many of which are well compiled! From Bach, Mozart, 

Beethoven, to Schumann, Schubert and later Strauss, and Mahler. They are published by 
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German and American companies. The one I use the most is compiled and edited by 
Arthur Labar. 

 
YLZ: Great! We use that book in America too! Which one is your favorite excerpt?  
 
HXG:  Mahler symphony excerpts have relatively deep impact on me, both the third and fifth 

Symphonies are good examples. 
 
YLZ: Nice! When did you start to teach your son, Professor Han Xiaoguang (a.k.a. Han Chang 

Chou) to play horn? 
 
HXG: Xiaoguang was born in 1959. He started to play around with horn at the early age of five 

and began to study around nine or ten years old (1968/69). I taught him for about a year, 
and then I was assigned to record soundtracks for Chinese film – the Yang Ban Tuan 
projects in Beijing. The projects lasted about two and a half years, so I handed him over 
to one of my students, Liang Kechao to learn horn. My student Liang recorded a famous 
horn solo passage in the movie Outwit-conquered the Tiger Mountain. 

This was an interesting story: when other movies were shot in Beijing, the 
producer hired the Central Philharmonic principal horn when recording an important horn 
solo. He couldn’t get a perfect take for over six months, mistake after mistake. One late 
night after a long recording session, the crew was ready to sleep but they suddenly heard 
somebody practicing horn outside and decided to ask him to try out the solo passage. The 
next day they hired him to record and it was done in one shot! So now this solo is to his 
credit, he was a very hardworking student! I recruited Liang Kechao when he was in 
Shanghai Conservatory High School Division. His family conditions were not ideal, but 
he was very hardworking. I remember vividly he lined up for registration the first day of 
school in the cold winter, I saw seriousness in him so I took him into my studio. 

 
YLZ: Great! He must also be one of your prides! You mentioned the Yang Ban Tuan; please 

further describe the group. 
 
HXG: The Yang Ban Xi was the reformed Chinese Opera. The Chinese Opera contains four 

important instruments: Jinghu, Sanxi, Pipa and Yueqin. In order to enhance the sound, 
range and color of Chinese opera performances, Western orchestral instruments were 
added to form a small orchestra, about six first violins, four second violins, and a cello. 
One of each of the woodwind and, in the brass were two horns, one or two trumpets, and 
finally a trombone. This chamber music setting enriched the Chinese opera’s musical 
potential. The actors were interested in performing with Western musical 
accompaniment, in addition to the Chinese traditional instruments. The collaboration 
happened and revolutionized the development of the Chinese opera, and further enriched 
the music. 

 
YLZ: Professor Xiaoguang mentioned that he later studied with you for about a year during the 

time when the Shanghai Conservatory of Music again began accepting enrollment? 
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HXG:  The Shanghai Conservatory of Music was shut down during the Chinese Cultural 
Revolution! When the Conservatory began to reestablish enrollment, they were only 
allowed to recruit workers, peasants, and veterans to be students! Unfortunately workers, 
peasants, and soldiers did not have much training in music, so the Conservatory recruited 
some younger students. Xiaoguang was very young at the time when he was recruited – 
he had graduated from elementary school and had studied for a couple of years of middle 
school, then he was accepted into the Conservatory! I actually didn’t encourage him to 
study at the Conservatory at such an early age. 

 
YLZ: Professor Xiaoguang mentioned that he studied horn with Wu Zhuxi. Was Wu your 

student? 
 
HXG:  At that time when Shanghai Conservatory of Music began to resume classes, a lot of 

music professors were gone. The Conservatory found a person named Wu Zhuxi to teach 
horn. He was not my student and we were about the same age. There was nobody to teach 
horn and I don’t know who introduced him to teach horn at the conservatory. I was in 
Beijing at that time and most graduates were gone.  

That was the most chaotic time for the Chinese arts scene; the conservatory was 
lucky to find even a horn amateur to be a teacher. There was not a Conservatory of 
Music, not to mention a university. They renamed the school the May 7th Music Training 
Classes and students had classes inside a high school building in the Shanghai suburbs. 
The programs include music, dance, and drama courses, with all three courses taught 
inside the same building. While the University was closed during the Cultural 
Revolution, these training courses allowed workers, peasants, and veterans to learn the 
musical arts. 

 
YLZ: When did the Shanghai Conservatory of Music officially resume classes? 
 
HXG:  The Shanghai Conservatory of Music formally resumed classes at the University level in 

1978. I participated in the first audition committee – that’s when Xiaoguang was accepted 
into the Conservatory. 

 
YLZ: Professor Xiaoguang said that he went to Beijing the Central Philharmonic in 1978? 
 
HXG:  There was an interesting short story: all youngsters during the 70s-80s in China had a 

common career aspiration: they want to be in the army! I had a friend who was the 
captain of the General Governmental Art Troupe. He said, “If you need me to help your 
son find a job, I’ll help you! But if your son wants to be a musician, this is not the place.” 
Xiaoguang wanted to be in the army, so he applied to join the army. Later, Li Delun 
knew about Xiaoguang’s situation and discussed it with the head of the General Political 
Department – Hu Defeng: “Xiaoguang is a well-trained musician3 from Shanghai and we 
really need a good horn player; please allow us to have him!” Shortly after that, 
Xiaoguang was transferred to the Central Philharmonic Orchestra. 

There were two orchestras in the Central Philharmonic: the Symphony Orchestra 
was the larger group, and the second one was named the Chamber Orchestra. Chamber 

                                                
3 Musicians trained in public universities were considered Government’s properties. 
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Orchestra consisted of voice, violin, and piano soloists, and was formed to perform 
chamber music. There was a solo horn too, totaling about 20 to 30 musicians. This 
orchestra was formed due to the heavy cost of touring with 100 musicians, when most 
cities were only able to accommodate 20 to 30 musicians per visit.  

Some musicians were very unhappy when Xiaoguang joined the Central 
Philharmonic, as he had not studied in Beijing. Musicians spread rumors that Xiaoguang 
joined the Central Philharmonic through the back door. Some even said that he didn’t 
know how to play the horn. The Chamber Orchestra had a solo horn opening and they 
decided to let Xiaoguang audition. After the first rehearsal, the musicians commented, 
“You play well! We heard that you didn’t know how to play the horn, we were told that 
your father opened the back door for you.” Do you know what means to open the back 
door? That means that he was just an impersonator – he got in by sneaking in the back 
door. 

 
YLZ: Professor Han, thank you for sharing your experience and career with me. Professor 

Xiaoguang said that he had lessons with you on orchestra excerpts, but you emphasized 
solo pieces more. Were most classical musicians in China influenced by Eastern Europe, 
including Russia, the former East Germany, and the Czech Republic? 

 
HXG:  This was one of the major concerns in Chinese music education: not enough emphasis on 

orchestra excerpt training, while mostly paying attention to solo literature. This was 
subjected to relatively large influence from Russia, followed by Eastern Europe (East 
Germany), the Czech Republic, including Poland. For political reasons we were not 
allowed to travel to or directly deal with Western European countries. For instance, I had 
to stop and get screened in Moscow and then transferred to Switzerland (Geneva). 
Travelling to Western Europe was very difficult back then! 

 
YLZ: Wow, that’s interesting. Do you know a horn player called Zhang Zhenwu? 
 
HXG:  I know him; he was an earlier generation horn player in Beijing. He started as a trumpet 

player; later switched to horn. He studied with a Brass Professor at Beijing’s Central 
Conservatory of Music named Xia Zhiqiu, Xia was responsible for teaching all brass: 
trumpet, horn, trombone, and even tuba; that was the state of brass scene in China. He 
was not my student; we were like friends and colleagues while I was in Beijing. 

 
YLZ: I think I have most if my questions answered! How about Professor Han Xiaoming? 
 
HXG:  Xiaoming was born in 1963 and he began to study horn with me around ten years old 

(1973). Xiaoming went to study at the Central Conservatory of Music in Beijing when he 
was thirteen years old (in 1976), he was recruited as a middle school music students from 
Shanghai; it was due to the shortage of young horn players in the Central Philharmonic in 
Beijing. The Central Conservatory of Music originally invited me to teach in Beijing, but 
Shanghai would not agree to let me go. After a year, Xiaoming returned home and had 
totally changed his playing! I immediately discussed with their chief, Li Delun (Central 
Philharmonic Orchestra’s conductor) that Xiaoming had not progressed in the year in 
Beijing. I said I wanted him to return to Shanghai; he said, “That can be done but we 
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need him to return to Beijing after his training with you in Shanghai.” As a result of that, 
Xiaoming returned to Shanghai to study with me for three years (1977-1979). 

When Xiaoming was back in Beijing (1979), he met Seiji Ozawa. Mr. Ozawa was 
rehearsing the Central Orchestra on Beethoven’s Ninth Symphony; there is a very 
important horn solo in the last movement. Ozawa invited Richard Mackey (Boston 
Symphony fourth horn and New England Conservatory Horn Professor) to play the 4th 
Horn solo, as probably no one had experience on that solo. Mackey noticed Xiaoming 
during the horn masterclass; he asked the horn players why was Xiaoming not joining? 
Xiaoming replied that he was very young and should wait in line. Mackey encouraged 
him to join the group! So Xiaoming did. Mackey said: “We are performing Beethoven 9th 
Symphony this evening, are you familiar with this work? Why don’t you play a little for 
me?” Xiaoming played and Mr. Mackey listened very carefully. He later went to Ozawa 
and said: “You have such a good player (Xiaoming), you have to give him a chance to 
perform!” Ozawa liked Xiaoming and invited him to the Tanglewood Music Festival; that 
was how they got to know each other! 

Later, we were waiting for a long while for the invitation for Xiaoming to attend 
the Tanglewood Music Festival. When we got Mackey on the phone, he said: “Is 
Xiaoming not interested in coming to America?” I said: “We are still waiting for the 
invitation!” He said: “We have sent you the air ticket and visa approval to you!” I said: 
“We have nothing in the mail!” We later suspected that the Ministry of Culture might 
have confiscated the documents. I said: “If you are still interested in inviting Xiaoming to 
come to America, can you please send those documents directly me? We will go to 
Beijing to get approval for oversea travel.” Mackey sent us those documents again the 
next year, so I went to Beijing to apply for a leave for Xiaoming. The Central 
Philharmonic didn’t want to let Xiaoming go; they reasoned that Xiaoming was one of 
the main members and shouldn’t let him go. I told them that he will only participate in a 
summer camp, and how much we all will benefit from the trip. They later agreed to allow 
Xiaoming to travel to Boston; I only managed to gather $40.00 as traveling expenses for 
Xiaoming! 

Xiaoming later stayed to study with Mackey at NEC but it was financially very 
difficult. Ozawa told Xiaoming: “If you need money, you can ask my secretary. Don’t 
wash dishes or work at restaurants, if you lead this kind of life you’re gone!” But 
Xiaoming said: “I didn’t feel comfortable getting money from his secretary.” He had very 
little money at the time, only one meal a day. He drank water when hunger struck; he 
suffered for a period of time. Each semester he had to check the notice board for 
scholarship announcements, scholarships were very important to his studies. 

 
YLZ: Professor Xiaoming informed me that he won the wind and brass quintet’s scholarships. 

He also mentioned that he practiced on the Parrot brand horn? 
 
HXG:  Yes, I helped the Tianjin factory to develop a five-valve single (Bb) horn. One of the five 

keys allows conversion to F horn, something like compensating system. The system later 
improved a lot, with an extended tube valve one may switch to F-horn. 

 
YLZ: Did Lin Jiang study horn with you? 
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HXG:  Not formally but his teacher was my student, Xiao Yang, who is now in Australia. Lin 
Jiang also took a few lessons with Tuckwell; he also studied with Xiaoming in Germany. 

 
YLZ: Have you ever coached any summer festivals or been invited as guest artist? 
 
HXG:  I was the organizing committee president and guest lecturer of the Beijing International 

Music Festival (Horn Festival) summer camp in 2012, 2013 and 2014. In Italy, I judged 
the International Horn Competition in Sannicandro di Bari, I was one of the judges at Jeju 
International Brass Competition in Korea. 

 
YLZ: You are stationed in Shanghai; do you have any unfulfilled dreams? 
 
HXG:  Yes! First, everyone has encouraged me to publish my teaching and research methods 

into a book. Secondly, I hope to contribute more on the production of an internationally 
recognized Chinese-made horn; this is one of my dreams over the years. 

 
YLZ: I read on the website that a brass making company is collaborating with you to build new 

Krüspe diamond-model horn? 
 
HXG:  Yes. They are the Tianjin Brothers Brass and Company, who worked at the Tianjin brass 

making factory. It was closed due to the China’s economic reforms. The workers 
gathered to form a small company named the Brothers. I have been their horn specialist 
and advisor since the Tianjin Brass Factory. 

 
YLZ: Were all your horns since 1956 Krüspe models? Have you played a Geyer horn? 
 
HXG:  The most used horn in China was the Conn 8D after the Cultural Revolution. Around 

1968-69, Eugene Ormandy (former Philadelphia Orchestra Music Director) visited China 
and commented that Chinese western musical instruments were in bad shape, so he 
suggested the purchase of new musical instruments. Later, the government imported a 
large number of Conn 8Ds under Ormandy’s recommendation. As a result of that, most 
Chinese orchestras had better horns; now most horn players in China use Alexander 103s 
and I think the 503 is not too bad! I have not performed on a Geyer wrap horn, but I have 
seen them. There is a Germany maker called Dürk that makes a lot of Geyer horn, even 
other wraps. 

 
YLZ: What is your favorite mouthpiece? 
 
HXG: I use an E. Schmid 11. 
 
YLZ: Thank you for your time today, you have helped me a lot. May I interview your students 

(Gu Cong, Professor Wei Zhengqi, etc.) and sons (Professor Xiaoguang and Xiaoming)? 
I would like to understand more about your teaching through them as well. 

 
HXG: Right! Yes, of course! Do you have their contact information? I can give that to you. 
 (He gave me a couple phone numbers of his sons and favorite students) 
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YLZ: Thank you for the info! I’ll get in touch with them, bye for now! 
 
HXG: Good, thank you! Bye bye! 
 
YLZ: Bye! Really appreciated! 
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Interview with Han Xiaoguang (a.k.a. Han Changchou) 2014 
 

Yeoh Li Zhi: When was your first informal horn lesson with your father? 
 
Han Chang Chou: I started my first horn lesson with my father around twelve years old  

(sixth grade, 1972). I didn’t study with him for too long before he was recruited to record 
soundtracks for the Chinese files – the Yang Ban Tuan. There were a total of eight 
famous films during the Cultural Revolution. My father was one of the university 
professors enlisted to participate in the Shanghai-based Yang Ban Tuan’s The Harbor 
production; later the group moved to Beijing. At that time, I studied horn with one of his 
star students, Liang Kechao, a famous horn soloist at the Shanghai-based Yang Ban 
Tuan’s Outwit-conquered the Tiger Mountain production. When the Shanghai 
Conservatory began to reestablish enrollment in 1973, they were only allowed to recruit 
workers, peasants, and veterans to be students. Unfortunately workers, peasants, and 
soldiers did not have much musical training, so the school recruited some younger 
students between the ages of fourteen and eighteen. I was in seventh grade when I was 
recruited. It was a special era as kids were accepted into college before they earned a high 
school diploma. I graduated in 1978 and joined the National Symphony Orchestra of 
Beijing, formerly the Central Philharmonic. 

 
YLZ:  When did you study formally with your father at the Shanghai Conservatory? 
 
HCC:  I can’t remember vividly exactly which year he returned to Shanghai – his recording 

sessions in Beijing were really long, as Yang Ban Tuan was the most important 
propaganda tool during the Cultural Revolution. I recall that he wasn’t around when I 
first attended the Shanghai Conservatory; I think he might have returned around my 
junior year. The Shanghai Conservatory did hire another horn teacher but unfortunately 
he passed away, his name was Wu Zhuxi. I did study with Mr. Wu, but when my father 
came home from Beijing, I immediately continued my horn study with him. I think it was 
between 1976/77, as I joined the Central Philharmonic in 1978. My brother Xiaoming 
was a horn student at the Philharmonia Academy, but Xiaoming did not stay long in 
Beijing and returned to Shanghai to study with our father. That was around 1979 and my 
father had been back in Shanghai for a couple years. 

 
YLZ:  Was your father’s teaching career affected during the Shanghai Conservatory’s shut 

down (due to the Cultural Revolution); how long was the wait?  
 
HCC:  Cultural Revolution started in August 1966. All higher education schools were shut down 

and later reinstated in September 1973. There weren’t many full-time horn students and 
my father was busy with Yang Ban Tuan tours and performances in all the major cities in 
China. I suddenly recall one of his private horn students, named Ding Xunmin; you must 
interview him if you are able to visit Shanghai in the future. Ding’s father was one of the 
members of the Special Force that fought against Japan in World War II. His family was 
wealthy and his favorite pastime was playing the horn. I think he is older than me; he was 
the only private student of my father. My father’s teaching career started really early in 
his life – most professional horn players in Shanghai were his students. That includes 
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Shanghai Symphony Orchestra’s principal horn Lu Kairui and Shanghai Film Orchestra’s 
horn player Ren Kechang. His students also include horn players in the Shanghai 
Symphony Orchestra and Army Bands. My father was the first full-time horn 
professional music graduate after the New China (1949) and most people that learned 
from him then were about his age. 
 

YLZ:  During the Chinese Cultural Revolution, did you have neighbors that complained about 
practicing a capitalist music instrument – horn; what was your father’s reaction? How did 
you feel about that? 

 
HCC:  We were not allowed to perform Western music during the Cultural Revolution. When 

my dad taught Ding in his house (I was ten), they had to pull the curtains to prevent the 
neighbors from hearing them. Ding’s house was on Nanchang Road – I still remember 
the house number. I could still practice horn (just not Western music), although we lived 
in a big and open community. There was little privacy as we could see our neighbor’s 
daily meals, so a little noise didn’t bother them. 
 

YLZ:  When you were younger, your father worked at Yang Ban Tuan? Can you please further 
elaborate on what kind of musical group it was? How did horn incorporate into a Chinese 
instrumental group? Solo/tutti mainly? 
 

HCC:  Traditional Peking Opera has three main instruments: banhu, jinhu, and drum. Jiang Qing 
(Mao’s wife) revolutionized the instrumentation by adding western musical instruments 
during the Cultural Revolution. The most common combinations were two clarinets, two 
flutes, horn, two trumpets, and a trombone; I don’t recall a tuba. If you are interested in 
this topic, I suggest that you research and write about the horn in the Yang Ban Tuan, as I 
have not seen articles regarding this aspect and I think it would be very meaningful. The 
Cultural Minister’s was Yu Huiyong and he was a composer. Later he was fired for 
political reasons and he killed himself with Lysol liquid. He was a very talented man 
behind the revolution of the Peking Opera; I strongly suggest that you listen to them! The 
horn excerpts from Yang Ban Tuan were mainly solos – most horn players in most 
Conservatories in China during that time were trained as soloists.  Then most horn 
players couldn’t find a job after graduation (as a soloist) so most of them became 
members of bands and orchestras. The horn mostly played tutti solos in the Yang Ban 
Tuan – it was seldom given an individual solo line.  

 
YLZ:  Your father mentioned that you played and practiced on his horn for a solo recital when 

you were younger; do you have any memory of that horn? It looks like a single Bb horn 
with a stop valve? How many other horns has your father played? Do you still remember 
his first instrument after he switched from the natural horn? Does he still have that horn? 
Was it a Krüspe or a Knopf? 

 
HCC:  I don’t remember of playing my father’s personal horn, but I know that he was actively 

involved in the whole Tianjin Brass Factory horn-making process. All I can remember 
was that we had many horns at home that were made in Tianjin, mostly single 5-valve Bb 
horns with a stop valve. Those were good instruments but I am not sure whether anyone 
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in my family kept them. Others were Krüspe horns, but I don’t have a fond memory of 
those horns. I started on single F horn, loaned from the conservatory. Actually, I rarely 
played on a Knopf/Geyer model overseas. I think most horns in China were copies of the 
Krüspe. Now I am playing on an Alexander 103, and I have an Alex 309 triple 
compensating horn. I tried the 309 in SSO hall and felt like it had thicker sound than the 
103, which is also closer to the timbre of music from the classical period. 
 

YLZ:  Do you remember any of his important/prominent students? Who were they and where 
are they now? Was Zhang Zhengwu ever your father’s student?  

 
HCC:  Zhang is about the same age as my father. I don’t know much about Zhang – he probably 

took some lessons from my father but didn’t formally study with him. 
 

YLZ:  When did you decide to become a professional horn player? Was that your decision or 
your father’s?  

 
HCC:  I wasn’t thinking of becoming a horn player at the beginning, since I was very good at 

academics. I was forced to stop schooling during the Cultural Revolution, so my family 
had a discussion and decided that it was wise for me to pick up an instrument so I might 
get a job in the future. That’s why, even after my graduation from conservatory, I did not 
start to like playing horn as a profession. But slowly later, I got a job and as a responsible 
musician I needed to make it good. I was nineteen years old when I graduated from 
Shanghai Conservatory and wasn’t mature in my thinking.  
 

YLZ:  How much influence did your father have on your career and horn teaching today? How 
would that work as an educational approach? What are your thoughts about his approach?  

 
HCC:  It is very simple, being “strict”! During the Cultural Revolution, we were not allowed to 

practice or perform Western music with foreign notation. I have practiced and studied 
with my father on a lot of studies. That was where I got my basic technique planted 
solidly. I played scales and studies daily, and I remembered vividly about Kopprasch 
Etude no. 10, that my father instructed me to play ten times with no mistakes allowed. 
When I did a minor mistake in the ninth trial, I had to repeat it another ten times. I think, 
through this periodically strict disciplinary training (of course one can’t do this on each 
and every etude because it will cause trouble), it helped stabilize a young horn player’s 
playing technique. The most important concept of my father’s teaching is that students 
must perform at their best and nothing less than their best! 

My father’s favorite horn solos taught during my lessons were the Mozart and 
Strauss horn concertos. There were also transcriptions of vocal arias by Gliére. There 
were a lot of Kopprasch studies, but other etudes beyond Kopprasch I am not sure and 
cannot recall. I will think about it and write to you.  

 
YLZ:  What disciplinary action did your father take when you brother or other students were not 

achieving goals? How would that work as an educational approach? What is/was your 
though about this approach? Is there more than just a strict approach of accomplishing 
musical tasks with your best effort?  
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HCC:  I remembered that once my dad broke a broomstick while teaching Xiaoming; of course 

not hitting on his body but on a bench. Xiaoming did more hard works than me, as I was 
in college when my father was teaching me and I lived in dormitory and rarely go home. I 
felt like my father’s strict approach was actually a great disciplinary act, but nobody 
(young horn students) would have that thoughtful mind. The strict approach is important 
in pushing students to their limit; but nowadays if a teacher is too strict, he or she will 
have to face lawsuits. That’s why I always tell my students to treat others with aspect, 
they have to understand the reason on all my different levels of strictness, more like 
discipleship in compare to normal teacher-student relationship.  

 
YLZ:  Have you studied at the Central Orchestra Music School? Did you communicate with 

your dad during your years at the Central Orchestra Music School (years?) reporting your 
learning situation and results?  

 
HCC:  I did not study at the Central Orchestra Music School. I joined the Central Philharmonic 

Orchestra right after my graduation in 1978, and I stayed there for 9 years before I 
accepted the position as the principal horn of the Singapore Symphony Orchestra. 
Xiaoming completed his study in Shanghai and returned to Beijing in 1980. He was 
fortunate to meet Seiji Ozawa, and Ozawa liked his talent and offered him an opportunity 
to study in America. 
 

YLZ:  Were you there when Seiji Ozawa brought Boston Symphony Orchestra to Beijing? 
 
HCC: I was in the Central Philharmonic; I was not in the Symphony Orchestra. I was in the 

smaller chamber orchestra; we normally had some vocalist and soloist for performance 
tours around the country. There were famous flutist and violinists. Xiaoming and I were 
in the same musical group but in different orchestra.   

 
YLZ:  When did you become the principal horn of the Central Philharmonic? What music did 

you play for your auditioned? And how did your father prepared you for that? 
 
HCC:  The audition system was different from the present; I auditioned through my graduation 

recital. Central Philharmonic sent their representative to attend my recital; his name was 
Liu Shikun, a renowned pianist. Liu was one of the personal managers at the Central 
Philharmonic; right after he listened to my recital he decided to have me recruited into 
the Philharmonic. Yes, my dad prepared me for the graduation recital. 

 
YLZ:  What horn brand/model did you use during your whole career? Shanghai-Beijing-

Singapore? Any influence/decision from your father? 
 
HCC:  Conn 8D (Central Philharmonic,) Paxman 25L (Singapore Symphony Orchestra, ) 

Paxman mouthpiece piece no. 10+, Alexander 103 ( about Euro 7000,) with Alexander 
mouthpiece piece no. 32. 
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YLZ:  How many horn teacher(s) have you had? Is there any important different in teaching 
(Language, technic, musicality, etc.) between your father and other teachers? Did your 
father teach you the same way? Was the educational system elsewhere similar to China?  

 
HCC:  My father was a professional horn teacher, and Mr. Wu worked in bands/orchestras; their 

education approaches differed. I studied with Liang Kechao for about two years, Mr. Wu 
for about one year. You probably know by now that the Chinese Conservatory’s 
educational system does not emphasize orchestra excerpts during horn lessons, mostly 
focusing on training horn students to become soloists. Most American brass teachers 
teach part-time in conservatory besides their daily performing jobs, right? In those old 
days in China, most brass teachers stayed to teach in the conservatory right after their 
graduation; my father is one of them. He became horn teacher right after he graduated 
from the Shanghai Conservatory; those type of teachers did not have too much 
experience in orchestra playing.  

The main differences between my former teachers are: a possibility, that my dad 
was a horn professor since he was young and he was probably much harsher; Liang 
Kechao was my father’s student; he allowed me to grow without much constraint. Liang 
was very young when he taught me – around twenty years old. Wu knew who my father 
was, so he probably did not feel at ease while he gave me lessons. 

I suddenly remembered that my dad gave me some training in orchestra excerpts 
during my senior year before I worked in Beijing. There were a couple of orchestra 
excerpt books – the most important excerpts were Beethoven Seventh Symphony, 
Tchaikovsky, etc. My orchestra experiences were accumulated during my first job in 
Beijing. I actually studied for five years in the Shanghai Conservatory; it was due to the 
system during the Cultural Revolution. We were not able to search and decide our own 
desired job/job location during the Cultural Revolution; the government assigned our job 
locations. First they visited the school to observe us, and then the school got instructions 
from the government to distribute us anywhere designated. My classmates, together with 
the elderly workers, peasants, and veterans and I were enrolled into the conservatory; 
naturally our (younger) music proficiencies were stronger than the elderly. The school 
allowed the elderly to get job distributions before the younger students, as a result of that, 
it delayed our graduation.  
 

YLZ:  Did you stayed in Beijing until you won the principal horn position in the Singapore 
Symphony? After that, have you ever played/performed/had a lesson with you father? If 
so, has his teaching approach changed? 

 
HCC:  Yes, of course he wanted to hear my playing and know about my progress in the Central 

Philharmonic; but we rarely met after he moved to Hong Kong in 1983. My father did 
listen to my orchestra excerpts before 1983, but mostly solos. I remember he showed me 
a whole set of orchestra excerpts collections, about eight to nine book per collection. 
Most of those excerpts were from the eastern European publications, including Russia, 
former East Germany, and the Czech Republic. Later, when China opened up to the west, 
some American delegates donated music scores to the conservatory.  

 
YLZ:  What book do you use to teach orchestra excerpts and studies? 



 61 

 
HCC:  Lots of them, I will take photos for you when I get to set up Internet access on my phone. 

I think orchestra excerpts are too short, mostly just on certain important parts. Most of the 
time, I encourage them to print out the whole horn parts for practice purposes; for 
example, the New World Symphony is very simple and often performed symphony; even 
with Dvorak eighth, I will train my students to become familiar with the music. I think 
most easy parts become difficult eventually, for examples Mahler’s symphonies are not 
difficult; lots of musicians love to perform Mahler but I think as long as musicians open 
their mind and get engaged with the music, everything else will become easy. Something 
like Mozart will actually become harder to interpret.  

For example, if you will be performing Beethoven Symphony No. 8, if you just 
practice that single excerpt it will be no big deal; but if you play straight from the first 
movement until the solo, you will be out of strength. Same with the Tchaikovsky Fifth 
Symphony’s solo. Most horn players are able to play well during practice but when one 
needs to calm down his or her heartbeats (in only 8 measures) to play the solo right after 
the strong rhythmic ending of the first movement.  A musician normally will be able to 
perform well without extreme pressure. One should practice the whole part, not just 
practice the excerpts. One will find problems when the repertoire gets more difficult in 
time. One needs to actually train both physical endurance and mental durability to nail 
down solos each time during performance.  
 

YLZ:  You are an experienced orchestral player and performed with the Boston Symphony 
Orchestra, the Berlin Philharmonic Orchestra, the Saarbrücken Radio Symphony 
Orchestra, and the Dortmund Symphony Orchestra. Do you have stories to share that 
involve your father’s help and teaching? How your father prepared you for auditions? 

 
HCC:  These have no direct relationship with my father – they mostly happened after my job in 

Beijing. For example, the Boston and Berlin Philharmonic were back during my time in 
the Central Philharmonic, in our exchange programs, but we didn’t learn much during the 
combined performances. My most unforgettable memory was my gig as third horn with 
the Munich Radio Symphony Orchestra. It happened that they invited Gerd Seifert 
(former principal horn of the Berlin Philharmonic) to perform with the section. Seifert 
was retired at that time, but that performance influenced me the most. The result was 
phenomenal; I didn’t waste unnecessary energy playing loud when I performed with 
them. My experience tells me that their performance style and technique was unified. I 
will further discuss this with you when we have more time. 

I invited Mr. Seifert to work in Singapore Symphony Orchestra for two seasons 
(2007-2009), as he was in good shape even after his retirement. Germans have to retire at 
the age of 65; it is in the law. I learned a lot from him during those two years. He would 
get to a tuned piano every time he gave us lessons, and we would play along with the 
piano pitches. He told us, for example, when the pitch was not in tune within the horn 
section that normally involved individual tuning problem, each player’s tone varied, with 
the frequency and air speed different. I believe one can only gain orchestra experience by 
doing it, you can’t study it all with a teacher; you can only improve through problem 
solving.  
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When you practice by yourself you can’t really experience the entire problem. If 
your tempo is a little different from the conductor then you are done. That is why I 
demand that my students be flexible, get used to different musicians’ demand. One can’t 
just play in one style; one will find it difficult to win jobs. A lot of music students who 
graduated from Germany will label themselves as German hornists, but if they returned to 
China, they will have a total different situation! It doesn’t matter whether they are 
Americans or Germans, one has to adapt fast to comply with any variations of artistic 
demands. 
 

YLZ:  You performed as one of the soloists in Schumann’s Konzertstück for Four Horns in 
Shanghai with the Shanghai Radio Symphony Orchestra in July 2002. Did you father 
attend the concerts? Was there a review/interview with your father and you? 

 
HCC: My father attended, but we had a very tight schedule. The flight from Beijing to Shanghai 

was suddenly cancelled, I remembered that we had a brief rehearsal in Shanghai and 
performed the next day. The horn quartet consists of Xiaoming with two of his German 
horn colleagues and I. I also performed Konzertstück with Stefan Dohr with the SSO; we 
did Konzertstück on the first half of the concert and Bruckner Symphony No.7 on the 
second half. We needed to have good and appropriate technique for such a heavy concert, 
not merely relying on the embouchure. I did another performance of the Konzertstück 2-3 
years ago with Stefan Dohr and Sarah Willis, accompanied by a British Wind Ensemble. 
I think there was an interview; I will try to search for it.  

 
YLZ:  I heard that you are recording Strauss Horn Concerto No. 1 and 2 in 2014 with the 

Metropolitan Festival Orchestra as a celebration of Strauss 150th Birthday. Do you have 
any unachieved dreams or dreams of your father?  
 

HCC:  Yes, you probably can check the info online. The Metropolitan Orchestra consists of 
mostly local Singaporean music educators and performers; I was honored to be part of the 
recording process, I will try to send you the sample if possible. There was a little 
imperfection due to time constraint. The project is dedicated to Strauss 150-year Birthday 
Celebration. I will tell you later about my father’s unachieved dreams.  I seldom perform 
solo in public, as I felt like I was not prepared. I am more active lately as I feel like I am 
more mature and have better control. If I don’t feel satisfied, why play for others? I have 
to consider more family responsible besides my dreams when I get older. My only hope 
is to perfect my job and to please others, which will make me a happy camper. I have 
limited energy and my focus now is to practice more in the evening. I am different from 
Xiaoming, he likes to socialize; I don’t like that as much. I think horn players need to 
have their quiet time; I probably will be socially active when I retire. 

 
YLZ:  I had a Strauss Horn Concerto No. 1 lesson with you in your apartment in 2003, was that 

the first year you became Professor of Horn at the Yong Siew Tow Conservatory of 
Music? Is your teaching/philosophy different from your father? Do you have any 
teaching guidelines/Course Syllabus for Applied Horn that you can share? 
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HCC:  Yes indeed, I performed Strauss Horn Concerto No. 2 with SSO in 2003. I don’t think my 
father and I are much difference in teaching concepts and principals. The only task I am 
concerned about is that whether my students can find a job when they graduate. It is not 
easy to get a job nowadays; different orchestras have different concepts of sound. “I 
played well on the audition, why didn’t the orchestra to accept me?” A typical question 
asked by students after auditions. Actually the committee knew whether they want you 
from the very first note. A horn player needs to have high assessment of their tone color 
and rhythm; those are the basics to be an outstanding orchestra player. Actually I have 
three horn students working professionally in Shanghai Symphony Orchestra, and 
another Malaysian horn student of mine, Song Ching Ling, won a position in the Xiamen 
Philharmonic Orchestra; now she is working in the Shenzhen Symphony Orchestra. 

 
YLZ: Wow, that’s great! I really appreciate your contribution, please keep in touch! 
 
HCC: Sure, will keep in touch. 
 
YLZ: Bye! 
 
HCC: Bye!  
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An Interview with Han Xiaoming 2014  
based on  

The China CCTV: Interview with the famous Hornist Mr. Han Xiaoming’s Artistic Life 20054 
 

Yeoh Li Zhi (YLZ): In the 1970s, you mentioned that you and your brother stopped going to 
school (shut-down) because of the Cultural Revolution, how long (years and months) was 
the wait? And did that affect your father’s teaching at the Shanghai Conservatory? 

 
Han Xiaoming (HXM): It was during the Cultural Revolution when the Shanghai Conservatory 

was shut down. It had nothing to do with me as I was in elementary school; it was 
probably a misunderstanding in my father’s interview. 

 
YLZ: Can you please explain the reason behind the shut down? 
 
HXM:  It was related to politics. The Conservatory was shut down for about 6-7 years. The new 

enrollment began in 1973 and was named the Workers College. The system was designed 
for workers to attend the University through entrance exams. There was no age limit, one 
can be accepted even in his or her forties, provided that the younger generation, like my 
brother, was accepted too. The government wanted to provide university educational 
opportunities to the working-class citizens. That was the political situation during the 
Cultural Revolution. 

 
YLZ:  How was your father’s teaching affected by the shut down of the Shanghai Conservatory 

of Music? 
 
HXM:  I was too young to remember. My father was considered (by the government) as Rightist 

during the Cultural Revolution; he was sent to the countryside to work and farm. When 
he returned to the University, he worked as electrician and maintenance man as there 
were no (music) classes at the conservatory. In 1969, he participated in the Yang Ban 
Tuan (Chinese Opera) group called The Harbor Crew. There were five important operas: 
the ballet Red Female Army, and Jiang Qing’s Outwit-conquered the Tiger Mountain, The 
Harbor, and White-haired Woman, together with some Shanghai Chinese musicals. My 
father and his conservatory colleagues were later assigned to the Beijing Yang Ban Tuan, 
due to the high performance levels (abilities) of the conservatory professors. 

 
YLZ:  What was the instrumentation of the Yang Ban Tuan? 
 
HXM:  Kind of hybrid instrumentation – a mixture of Western and Chinese musical instruments. 

You should be able to look it up on the Internet; Jiang Qing was the most influential 
character as she was the wife of Chairman Mao. 

 
YLZ:  On the video, your father mentioned that you played and practiced on his horn (Solo 

/Recital usage) when you were younger, do you have any memory of that horn? It looks 

                                                
4 The China CCTV, “Interview with the famous Hornist Mr. Xiaoming Han’s Artistic Life 2005” 著名华人圆号演
奏家韩小明先生艺术人生, accessed February 14, 2015. 
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like a Single Bb horn with a stop valve? He also mentioned it was made by the Tianjin 
Brass Factory. How old were you when you first started to learn horn from your father? 

 
HXM:  Most of our instruments were made in China, I recall a brand named Parrot – Tianjin 

production, all Single Bb horns. It has a stop valve, in front of the three main valves. I 
started to learn horn from my father when I was 10 years old. 

 
YLZ:  Was that your first instrument? 
 
HXM:  Right! 
 
YLZ:  Were you all playing one a single instrument? Or there were different models? 
 
HXM:  My father was helping the Tianjin Instrument Factory to design horns, so we had 2-3 

horns (same models). The Yang Ban Tuan operas were making them into movies in 
Beijing during the 1970s, so my father lived in Beijing for a year or so. Tianjin is right 
next to Beijing, so the Tianjin Instrument Factory consulted him about making the horn. 
He started to help them design and research the horn, and even in recent years since the 
company was privatize; they still keep in touch. 

 
YLZ:  Do you think your father still has his first instrument? 
 
HXM: I think he still has it. 
 
YLZ:  He told me that after he won the Geneva International Horn competition then he started 

playing on a double horn. Do you know what wrap it was? Whether he still has that horn? 
 
HXM:  I doubt that it was a Krüspe, it should be a Knopf. He doesn’t have that horn anymore, 

but the conservatory should have recorded the type of horn he used when he started 
teaching at the Shanghai Conservatory. 

 
YLZ:  You mentioned that your dad taught horn at home during your younger years Do you 

remember any of his important/prominent students. Who and where are they? 
 
HXM: He had too many students! There was a famous hornist named Liang Kechao, who 

performed with the Yang Ban Tuan, mainly in the Outwit-conquered the Tiger Mountain 
Opera. Due to that famous and highly demanded opera, he was always (in Shanghai) 
visited our house but I think he is now in Australia. Another named Ding Wenlong; he is 
in Hangzhou and can be considered one of the closest (relationship) students of my father. 
When my father went to Hong Kong in 1983, Ding was transferred from Hangzhou to 
teach in the Shanghai Conservatory. There was also Wu Bingen; they are all on the list 
that I emailed you. Wu later was the principal horn of the Shanghai Symphony Orchestra. 
He went to the United States but not playing horn anymore. 

 
YLZ:  Well, is Zhang Zhenwu one of your father’s students? I have his hornbook. 
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HXM:  He should be around the same age as my father! Zhang studied in Shanghai, I have seen 
that book; he must have taken lessons with my dad.  

 
YLZ:  Your neighbors posted at your doors during the Cultural Revolution with sign “Stop the 

practice of western capitalism music,” what was your and your father’s reaction?  
 
HXM:  I was very young then. It was after my father taught my brother to play a Mozart horn 

concerto, and the City Manager in my neighborhood posted that statement the next 
morning on my door. We had to reduce our practice. We were only allowed to practice 
etudes and some Chinese folk songs. This period was very short, probably 2-3 years. The 
Cultural Revolution almost died down during the 70s, the worst period was around 1968-
1969. 

 
YLZ:  It makes me feel very lucky! Because when I practiced when I was younger, my 

neighbors would just complain about the noise but I was allowed to practice whatever I 
wanted. Ok, You mentioned that when you were younger, you were more interested in 
sports and did not like to play long tone and scales. Since when did you change your 
mind and decide to play horn as profession? 

 
HXM:  Because I wasn’t doing very well in my fifth grade to pre-high school studies. I liked 

sports, but had to practice horn. At that time, I had to choose whether to engage in sports 
or studies. My parents thought sports were too competitive and with a shorter life span; 
while music was less competitive; they thought music was a better way out. I noticed that 
my father knew a lot of musicians, which was an advantage to me, so I chose to engage in 
music. I was about twelve years old. 

 
YLZ: Was that your decision or your dad’s? How much influence did he have on your career 

and horn teaching today? 
 
HXM:  I had two options, either to be a Cultural Soldier (Wen Yi Bing) or to study music. My 

father used to have colleagues who were deans and conductors of the Beijing General 
Political Song and Dance Ensembles. There was this famous conductor Xu Xing; he 
advised me to join the army. Fortunately in 1976, the Central Philharmonic (Central 
Philharmonic Academy of the May 7th University of the Arts) was recruiting college 
students; this was part of the Cultural Revolution’s plans to allow farmers and workers to 
study at the University level. I got accepted into the Central Philharmonic Music 
Academy. 

 
YLZ:  Did you have a horn teacher in Beijing? Who was he? Is he still teaching horn in Beijing? 
 
HXM:  Yes, I had a horn teacher in Beijing. My freshman academic year wasn’t very 

satisfactory. The Dean, Li Delun discussed this with my father (he was my father’s close 
friend and a well accomplished conductor). He suggested that I return to Shanghai 
Conservatory for a study exchange. You may find my student ID card posted on 
Facebook, both from the Central and the Shanghai Conservatory of Music. My Beijing 



 67 

horn teacher, Xie Houming, has retired. His son was also a famous horn player who 
studied in Boston with Eric Ruske, unfortunately he got sick and passed away. 

 
YLZ:  Oh! I have read the article about him regarding his death in early 2000. He name is 

Xiaoming too! 
 
HXM:  Yes, Xie Xiaoming. I studied with his father in Beijing. 
 
YLZ:  How long did you study with your father in the Shanghai Conservatory? 
 
HXM:  About a year and a half, when I returned later to Beijing for graduation (a 3-year degree); 

I started work (Central Philharmonic) when I returned to Beijing. 
 
YLZ:  You said when you were young and rebellious (when your grandmother told your dad 

that you had only practiced for 5 min instead of 1-2 hours, before your dad arrived home 
from work), your dad used to lock you in a room to practice or tie you up with a rope. 
Also the 28 matchsticks-method on the piano (perfection method) with only three 
mistakes allowed on a full page of etude and punished by clips on the ears, did he do that 
to your brother as well? 

 
HXM:  Probably, my father was very strict and hot-tempered. 
 
YLZ:  Or any other students? 
 
HXM:  Just towards my brother and I, not to other students. 
 
YLZ:  How did that work as an educational approach? Is there more than just a strict approach 

of accomplishing musical tasks with your best effort? 
 
HXM:  He is just very strict and musically demanding! 
 
YLZ:  It was probably complicated because he was your teacher and at the same time your 

father. 
 
HXM:  We did not have much choice because there was no one to compare. We did not even get 

to hear any western music on the radio, so we believed whatever he said. Maybe I was 
just lucky because he is a good musician and has the right idea of tone. 

 
YLZ:  There were no bands? 
 
HXM: No band, no western music was allowed to be played by an orchestra until 1978-79. Only 

after 1978, western music was officially allowed to be practiced and performed in China. 
 
YLZ:  I see, can you please tell me more about your father’s teaching methods and 

philosophies? 
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HXM:  Of course he was always very strict, but he always played the horn for me and 
demonstrated all the time. He prefers more musical feeling and more singing style and 
emphasized on musicality and sound quality than embouchure or technique. 

 
YLZ:  You became the youngest principal horn of the Central Orchestra at 17 (1979). What 

music did you play for your audition? And how did your dad prepare you? 
 
HXM:  The audition happened in 1976 when they came to Shanghai before I went to Beijing in 

1979. I performed Mozart Horn Concerto No. 1 together with a Chinese music The Sea 
Women Soldiers. 

 
YLZ:  There were no orchestra excerpts? 
 
HXM:  No, no excerpts. China’s music education was influenced by the Soviet Union, and 

started during the 50s from the Eastern Europe. That’s the reason why early China’s 
western musical culture was greatly different from the United States and Europe; there 
were more Russian solos like Gliére, etc., and etudes with no excerpts. 

 
YLZ:  So, when did you actually approach orchestral excerpts? 
 
HXM:  As you may have known, before 1980 there were only two Chinese Orchestras: the 

Shanghai Symphony and Beijing Central Philharmonic Orchestra. So our educational 
approaches were very different. There weren’t enough qualified music teachers, I had to 
learn by participating in symphonic concerts with the Central Philharmonic, by 
experience playing some Wagner, Brahms, and Schumann symphonies. I did not know 
how to transpose, until I learned it through works. 

 
YLZ:  Me too! I auditioned into the National Symphony Orchestra of Malaysia in 2001 (I also 

auditioned with Mozart Horn Concerto No.1); my first performance was Brahms 
Symphony No. 4 and Piano Concerto No. 1 with transposition in H, I was puzzled back 
then. 

 
HXM:  Write down the transposition. 
 
YLZ:  Yes, I had no choice but to do that, as I was totally new to transposition. 
 
HXM:  The Chinese teach music theory and solfège very well. The school education system is 

very good, I have perfect pitch and that helps for memorization. We have to sing solfège 
and syllables: Do, Re, Mi, Fa, Sol, La, Si, Do; not just all “la, la, la, la.” My father taught 
us to read everything in concert pitch, for example the opening of the Strauss Horn 
Concerto No. 1; I read Mi Sol Si and not Si Re Fa.  

 
YLZ: Interesting! 
 
HXM: So when I arrived in America, I didn’t understand why everything was in C (C major for 

horn). It confused me, as what I read is a different sound from what I play. It’s perfect 4th 
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higher. I think in Fa (in C), which makes more sense and I always like to teach in Fa, 
because when you read you match the sounds, and match the concert pitch instruments. 

 
YLZ: That does make sense. How did your father prepare you for the Central Philharmonic 

audition? 
 
HXM: I didn’t get a lot of western orchestral music audition training from my father because I 

grew up during the Chinese Cultural Revolution and we were only allowed to play and 
practice Chinese music. 

 
YLZ: So, did your father teach you Mozart Horn Concerto No. 1 in concert pitch? 
 
HXM: Yes, he did.  
 
YLZ: Did you feel like you need to further your study when you were the principal horn of the 

Central Philharmonic? 
 
HXM: Actually I was able to play Strauss No. 2 when I graduated from Shanghai, so I wasn’t 

struggling much as the principal horn. The lacking part was that we had no idea what an 
excerpt was and it’s very hard to explain to other people what China’s western musical 
scene was like as it was very poor.  

 
YLZ: I saw a picture of you (during your teenage years) holding a flute. Did you switch 

instruments at any point of your life? 
 
HXM: My roommate was a flute player.  
 
YLZ: I see. The reason why I ask is because your father switched from trumpet to cello, and 

finally horn. 
 
HXM: I think that it is very important that you mentioned my father played cello. That’s 

probably why he was always thinking about long musical phrases and I think that’s where 
that’s from. Also Gu Cong, he was a fantastic Erhu (Asian two-stringed bowed musical 
instrument) player; that’s why fast playing is not a problem for Go Cong, as he can play 
as fast as a rabbit.  

 
YLZ: That’s very interesting. You mentioned that you wrote a letter back home every other 

week during your study at the Central Orchestra Music School (1977 and 1978-1980) 
reporting your learning situation and results. Do you still have that correspondence? 
Anything interesting about horn performance and pedagogy?  

 
HXM: Yes, too bad I didn’t keep that correspondence. The letters were mostly about my life in 

Beijing and the semester reports were about my academic studies and juries.  There were 
only 12 people in the academy selected within the time frame of 5 years, according to the 
instruments that were needed to fill the vacancies in the Central Philharmonic. It was a 



 70 

very special academy. There were those who studied flute, bassoon, oboe, trumpet, 
trombone, horn, and violin. 

 
YLZ: So, when was Central Philharmonic reformed? 
 
HXM: The Central Philharmonic was always there; they just stopped playing western music 

during the Cultural Revolution. The orchestra practiced and performed Chinese 
propaganda music. 

 
YLZ: In 1979, when Seiji Ozawa brought Boston Symphony Orchestra to Beijing, your father 

mentioned that Mr. Ozawa also brought a Professor of Horn from Boston – to play the 
solo horn part in Beethoven 9th? Was that Richard Mackey?  

 
HXM: Yes. Seiji Ozawa brought four musicians, including Joseph Silverstein (former BSO 

concertmaster, now a famous conductor and the Utah Symphony Music Director), I 
believe there was a bassoon player, and a solo cello to help with rehearsals and sectionals, 
Richard Mackey was there on Beethoven Ninth’s fourth horn solo. Seiji wasn’t happy 
with the first horn player during sectional, so Seiji asked associate, assistant, and other 
section horn players to try out the first horn part. Seiji asked after everybody tried, “do 
you have any one else?” They said there was a younger guy who just graduated, Seiji said 
“let’s try him out!” So I played a couple of minutes, he said it’s fine and asked me to join 
the full orchestra rehearsal the next day.  

 
YLZ: Mr. Ozawa invited you to the Tanglewood Music Festival in May 1981? Did you stay in 

Beijing from 1980-1981? Or did you go back to Shanghai to study with your father? 
What was his reaction after he knew that you had this great opportunity and later were 
accepted by the New England Conservatory? 

 
HXM: I stayed in Beijing before I went to America, as the visa process took more than a year to 

get approval; it was 1981. 
 
YLZ:  You mentioned that your father gathered some money to cover your expenses in 

America? 
 
HXM: I think his friend lent him money and my father visited me in Beijing later to help me on 

my visa process. I think it might have been that I was a minor, and the government was 
very strict about visa applications. You can’t simply travel to the west; you had to apply 
for special permission from the Chinese Department of Culture.  

 
YLZ: I watched a movie about a Chinese ballet dancer “Mao’s Last Dancer,” was it about the 

same situation? 
 
HXM: Yes, a very similar situation. 
 
YLZ: Wow, your journey to America was quite adventurous then! 
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HXM: The system in China was like that.  
 
YLZ: So you mentioned (in your interview) that you worked for a year and gathered $36.50? 
 
HXM: No, no, no, it was only a RMB (Renminbi – the currency of the People’s Republic of 

China) 36.50 monthly salary. 
 
YLZ: Were you just invited to Tanglewood Music Festival and New England Conservatory? 
 
HXM: Yes, Richard Mackey wrote to me and told me that I was accepted into the  

Conservatory. 
 
YLZ: So you did get 1-2 years of visa approval? 
 
HXM: No, just a few months. Actually at that time it began with a cultural exchange program. I 

was supposed to be back to China within a few months of stay in America. I couldn’t and 
didn’t tell the officer that I was accepted and would stay for studies. If I told them about 
it, I would not be granted permission to leave China. My dad knew about it and we had to 
pay everything out of our own pocket.  

 
YLZ: If you would have gone back to China after Tanglewood, would the Chinese Government 

have allowed you to go back to NEC to study? 
 
HXM: Probably not, but I wrote them a letter after Tanglewood that I was accepted into NEC 

and I would continue my studies. 
 
YLZ: Did they actually try to hunt you down like the Chinese ballet dancer? 
 
HXM: No they didn’t. I was out of China already. 
 
YLZ: How long did you stay in Boston? 
 
HXM: A little more than three years.  
 
YLZ: Thanks you for sharing, I am so proud of you.  
 
HXM: Ha, I had no choice. The Central Conservatory didn’t know that I had a chance to stay, 

because I was part of the program and supposed to stay in the Central Philharmonic. The 
American embassy was very supportive, but the Chinese government was the one that set 
the limitation of travel.  

 
YLZ: What horn brands/models did you use during your career? Shanghai-Beijing-USA-

Germany? Any influence/decision from your father? 
 
HXM: Before I arrived in America, I played on single Bb horn owned by my father.  
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YLZ: What kind of horn did you play after you arrived in America? 
 
HXM: Mackey told me it’s impossible to play on single Bb horn in America, so he helped me to 

raise money. I played in a couple churches, then he found a sponsor to buy a Conn 8D for 
me.  

 
YLZ: Cool! 
 
HXM: It was a big change! I have to switch mouthpiece to Giardinelli 10. 
 
YLZ: Nice, did you keep that horn until you arrived in Germany? 
 
HXM: No, actually two years later Mackey lent me a Krüspe. I kept that horn for 3-4 years even 

after I won the audition in Germany, then I switched to Alexander. Even though they 
know Krüspe was a good horn, but it was a nearly 70 year-old horn; so I decided to 
switch to Alexander 103 for work purposes.  

 
YLZ: So even when you were in Munich Conservatory, you were still playing on the Krüspe? 
 
HXM: Yes. 
 
YLZ: Did your father actually get to play on these two instruments of yours? 
 
HXM: No, I don’t think so.  
 
YLZ: So, what horns did your teachers played back then? 
 
HXM: Otto Schmitz played a Diette Otto and Mackey played on 8D, Schmid and Geyer. 
 
YLZ: Were there descant horn? 
 
HXM: No, maybe Kavaloski at the BSO. 
 
YLZ: You mentioned that you auditioned on Strauss Horn Concerto No. 2 for the New England 

Conservatory at age 18, that’s quite an achievement. Did your father prepare you for 
Strauss 2 or your teacher in Beijing? You mentioned you were technically efficient but 
musically/stylistically lacked/differed. Did you feel the same way as compare to China to 
USA (Artist Diploma) and when you further your study from USA to Germany 
(Masters)? 

 
HXM: Of course it was my father! The musicality and stylistic differences from China to USA 

to Germany, notably difference was from USA to Germany. Back in China, we used little 
vibrato (like the Russian) and single Bb horn has different sound with not very wide 
dynamic range compare to America, where one can have more rhythmic freedom. 
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YLZ: Is there any important different in teaching (Language, technic, musicality…) from your 
father, Richard Mackey, Ifor James (Freiburg) and Otto Schmitz (Munich)? You 
mentioned that horn teaching in America is freer and they hardly say you “must” or “have 
to” perform like this, but in Germany  (because your teacher performed live with Richard 
Strauss himself) Schmitz asked you to perform the music his way?  

 
HXM: Mackey still gave me examples like Dennis Brain’s recordings and told me that I could 

try but in Munich it was “you have to”; Otto Schmitz taught me more about Strauss, but 
the approaches were very different.  

 
YLZ: You mentioned that your father taught you the same way. Was the educational system in 

Germany similar to China?  
 
HXM: My dad taught me in a more relaxed way. When I was young we mostly followed the 

style, tempo, and musicality of Dennis Brain’s on Mozart and Strauss. Back then our (my 
brother and I) ears were not so sensitive as to differentiate the quality of the artistry, and 
we only got to practice on Kopprasch and Müller. (I think those were brought back from 
Germany in the 50s). 

 
YLZ: I see, did you get to hear recordings? 
 
HXM: The Chinese Cultural Revolution had confiscated and burnt all my father’s recordings, as 

we were not allowed to keep any western music materials at home. Some other people 
kept them, but there were risks and complications involved. 

 
YLZ: I can’t imagine the pain of not being able to keep all your favorite recordings! 
 
HXM: That was what happened in the Chinese Cultural Revolution. 
 
YLZ: I am so sorry to hear that. So how did you follow Dennis Brain’s style? Was it just to 

follow your father’s teaching and demonstrations? 
 
HXM: During the Chinese Cultural Revolution, we didn’t own a record player or tape recorder. 

We had to either go to friend’s house or maybe a library to listen to music. Back then we 
were poor. We didn’t own any record player because we didn’t have enough money to 
buy one.  

 
YLZ: I feel so lucky to be able to have access to classical music! 
 
HXM: That was just my generation in a different time.  
 
YLZ: How long did you study with Ifor James in Freiburg? 
 
HXM: In the summer of 1984 (actually near the end of May), the DAAD scholarship provided 

language courses for me in Freiburg. I was living in the student dormitory. Some music 
students told me about Ifor James. I had already heard about this famous guy, so I 
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decided to meet him. I played for him and he said OK, you can come by anytime you 
want. So the whole summer I studied with him, and then at the end of summer he wanted 
me to continue to study with him, but at that time I was thinking Freiburg was too small 
for me. I mean if you compare to Boston, Shanghai, and Beijing, Freiburg was a beautiful 
small town. My head was always thinking that Munich is something (bigger); he was 
disappointed as he wanted me to be in the Freiburg horn class.  

 
YLZ: How was Ifor James’ teaching? He was a British, wasn’t he? 
 
HXM: Yes, I think Ifor James was more of a technical guy. 
 
YLZ: How did Hans Pizka get involved? 
 
HXM: After I won the first prize in the International Horn Society Competition (1983) in 

Charleston, Illinois, he suggested to me to go study in Europe, especially Germany. He 
helped me to get in touch with the DAAD scholarship. 

 
YLZ: I see. That was a great achievement! In the video, you mentioned that in Germany if you 

are unable to reach your teacher’s expectation/standard, he would ask you to leave or 
transfer to another school so you would not affect his status/for your own good? Is it 
because education is free in Germany and Professors are not affected by the amount of 
students they have?  

 
HXM: Yes, the education is free and at no cost. I can decide alone to take a student or to kick a 

student out. Of course you need to have certain kind of issues like the student played 
badly in the exam. One needs to have a reason.  

 
YLZ: You mentioned your father taught the same way? How did the music educational system 

develop in China? 
 
HXM: Music Conservatories in China didn’t have a unified system like Germany or America, 

China didn’t have a unique education or teaching style yet. Most of Beijing’s younger 
generation musicians studied abroad. Most of us studied in Germany, so I foresee the 
teaching and educational style to be closer to European. This group of musicians will 
influence the development of music education system in China.  

 
YLZ: What about in Shanghai? 
 
HXM: Totally mixed, depending on where the teacher graduated from, mostly in different styles.  
 
YLZ: You have been Guest Professor at the Shanghai Conservatory. How did the students 

adjust to your German style of teaching? 
 
HXM: The students grew up spoiled by their family and the (educational) system of the society. 

Most of them couldn’t take the hardship of becoming a good musician. They don’t want 
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to practice and they don’t work hard enough. The standard is getting lower and lower; 
worse and worse.   

 
YLZ: Do music students pay tuition to go to Conservatories in China? 
 
HXM: Yes, around RMB15,000.00 per semester.  
 
YLZ: I see, how about the general salary of a music professor?  
 
HXM: I think it is higher now; around RMB7-8,000.00 per month.  
 
YLZ: So what is your opinion about the general music education system in China? 
 
HXM: Germany has a very good system to strongly support the young people, especially the 

youth orchestra programs in the music schools. There is no youth orchestra system in 
China, only the Asian Youth Orchestra in Hong Kong. There are no Shanghai or Beijing 
Youth Orchestras. It was suggested many times, but there were with some financial 
problems. They are trying to start a program.  

 
YLZ: I am honored to have been part of the 2004 Asian Youth Orchestra and get to perform 

with Gu Cong and Guo Zhongbao, among the top younger horn players of China.  
Your father mentioned in the interview that when you were accepted by the NEC (on a 
full scholarship), the tuition and cost of living for 4 years equaled to 200 years of his 
annual musician’s salary. You starved and nearly stopped your horn studies. What was 
your father’s advice regarding to this situation? 

   
HXM: There were so far away and couldn’t help much, financially it was impossible to help. 

The life style between Shanghai and Boston was very different. Although I had full 
scholarship I had to make my own living. I played in the community, churches and 
theater orchestras (with mostly older people). I taught a couple of students. Slowly I got 
to play in scholarship brass and wind quintets and I got couple hundred of dollars a 
month for expenses.  

 
YLZ: Also after you won the principal position in the Colombia National Symphony, Mr. 

Mackey suggested that you stay to finish your study (in Boston) by personally giving you 
a few thousand American dollars (for living expenses). What was your father’s reaction?  

 
HXM: Actually Mr. Mackey was on tour in New York when I won the audition. I gave him a 

call and told him that I was very happy that I got the gig. I had to go work and earn some 
money, then return to finish my studies. He asked, “Do you want to go?” I said, “I have 
no choice.” He then said, “How much you need?” I answered, “I need $1500 to pay a 
couple of bills and money for the next couple of month rent.” He said, “I will write you a 
check and maybe you can stay? Pay me back later.”  

 
YLZ: Wow, very kind of him. You mentioned that you were able to stay in America with 

financial stability (the NEC provided you with a full board scholarship), and your friends 
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and family suggested that you to stay rather than start a new life in Germany (1984) with 
the DAAD Scholarship, without completing your studies at the NEC. What was your 
father’s advice regarding this matter? Or it was basically your own decision? 

 
HXM: It was my own decision but I was smart and I wanted to check it out for a couple of 

months in Germany in the summer. If I liked it I would stay, if I didn’t like it I would 
come back (to America). So I went to Germany, and I liked it so much I stayed.  

 
YLZ: Then you won the principal/solo horn position (at 22 year-old) first in the Würzburg 

Philharmonic Orchestra and later in the German Radio Philharmonie Orchestra 
Saarbrücken – Deutsche Radio Philharmonie Saarbrücken (Myung-whun Chung, music 
director 1984-1990). After that, did you ever play/perform/have lesson with your father? 
If so, had his teaching approach changed? 

 
HXM: We couldn’t see each other until 1996, because I left China without going back. It was 

almost 15 years, I wasn’t sure they would let me travel out of China until I got my 
German passport to travel home. I didn’t play for my father when I was back home 
because I had been working for a while in Germany.  

 
YLZ:  Has he seen your horn teaching with any students? Did he ever give you any suggestions? 
 
HXM: We don’t discuss horn at home, but basically he agreed with my teaching and musical 

ideas. We don’t have a big different in teaching philosophy.  
 
YLZ: I see. Did you meet you dad in Shanghai or Hong Kong? I believe he stayed in Hong 

Kong until 1997. 
 
HXM: I met him in Hong Kong. 
 
YLZ: Can you briefly explain why he moved to Hong Kong from 1983-1997? 
 
HXM: His wife (my stepmom) has relatives in Hong Kong and he was thinking about maybe 

having new possibilities in Hong Kong. I actually have a half-brother, who is now in 
Toronto. He studied horn at the Toronto Royal Music School and now he is an amateur 
horn player. His name is David Han and you can find him on Facebook. He is a general 
manager of the City Library but he plays a lot of gigs in Toronto.  

 
YLZ: Interesting! Any other horn players in your family? 
 
HXM: I have an uncle who plays horn, his name is Han Geguang. He is my dad’s cousin. My 

uncle’s daughter is also a horn player; she plays in the Shanghai Opera. 
 
YLZ: I see, I will write that down. As an artist, you mentioned that every time you perform 

Mozart Horn Concertos, you have new feelings and new creativity. Can you describe 
some special moments that you remember? Any influence from your father? 
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HXM: (Live performances) on stage do provide a variety of interpretation possibilities, 
depending on who is conducting, and with which orchestra, in different acoustics and 
formats at that time. I think throughout the years, I developed my own experience. One 
needs a good conductor. When a good conductor’s feelings and emotions are unified with 
the performer/soloist, it’s much more fun to play or perform in a concert, especially a 
Mozart horn concerto. If the conductor breathes or even moves with me, there is gesture 
communication. Especially Chinese conductors, like my Mozart horn concertos with Liu 
Jia and the Chamber Orchestra. We recorded for 8 hours, four concertos and the Concert 
Rondo. We finished half a day ahead of schedule. I also performed Mozart with Shui Lan 
(SSO conductor). I think these are very sensitive conductors. I also performed with my 
Chief, my orchestra conductor. If a conductor is too strong and I have to follow him all 
the time, there will be no fun. If there is play between the soloist and conductor, it will be 
more fun; there are good and less good accompanists. 

 
YLZ: Just like having a constructive conversation with respects to each other’s strengths and 

weaknesses? 
 
HXM: Exactly! About my father, I think I was too young (about 16-17 years old). I become 

more mature about learning in my later age in college and work. I have some of my 
father’s students studying with me in Germany; I don’t think his teaching changed much. 
He is still very into making deep music, he loves emotions playing in music. He also 
emphasizes attacks, depending on different kinds of music. For example, he would advise 
a student to use less attack in Mozart as compared to Strauss, also in different movements 
different weights of attacks.  

 
YLZ: What is your opinion on attacks? 
 
HXM: I am not fond of teaching attacks; I am more into natural singing. I believe, if one horn 

player has a clean sound, he or she will have good attacks. In Germany, we don’t talk 
about attack as it comes natural to our language. In America there is more discussion of 
horn technique. I think attack is just one of the technical aspects; I believe good 
musicianship speaks for itself.  

 
YLZ: You were guest principal horn of the Berlin Philharmonic in the year 2000. What was 

your father’s reaction to your achievement? 
 
HXM: I don’t remember that he asked much. As I have mentioned my dad, my brother, and I 

never talk much about the horn. It’s kind of normal for us; it’s a job.  
 
YLZ: Did he tell you that he is proud of you? 
 
HXM: He never said that; he is a very traditional guy. Even though he loves and is proud of me, 

he wouldn’t show it. I always say that my student is better than me, or plays just like me, 
but he would never say a student is better than him.  
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YLZ: You mentioned you still have some unachieved dreams – that you wish your children to 
become the third generation horn players. Was that your dream or your father’s?  

 
HXM: It was mine, but it didn’t work out that way because my ex-wife didn’t want it that way. 

You need both parents to be supportive. My children played horn for 2-3 years but they 
didn’t keep it going. My son is studying Arts and Design at the Kendall University in 
Michigan.  

 
YLZ: You mentioned you taught horn at Shanghai Conservatory of Music as Guest Professor 

from 2003? Do you have any teaching guidelines or Course Syllabi for Applied Horn that 
you can share? 

 
HXM:  I used to have one but I don’t use it anymore, because I think there are individual 

differences. I have one in mind as well, but sometimes it was difficult to follow; it put too 
much pressure on the students. If a student first arrived at school and I gave him or her 
the schedule for the full year, I think that is too much pressure. On the other hand, if a 
student can’t change in 6 months or is not hardworking enough, I will let the problem go 
and come back to it later. If you keep working on the problem, it will get worse. If they 
can’t change small things in 3-6 months, like attacks or slurs or high notes, teach them 
something else. We have to move on, otherwise it will make the small problems become 
big ones.  

 
YLZ: That makes sense! 
 
HXM: I teach much more relax now; I hear and I can see student’s problems. I don’t have to 

think anymore, they are just scared when they attend my master class, or someone studies 
with me, if I say, “your embouchure is wrong, you’ll have to change your mouthpiece, 
and your breathing technique is terrible,” what are they going to do? You have to tell 
them what is important. I used to be very direct, but now instead of telling them their 
problems, I encourage them. If they decide to study with me and want 10 lessons, I won’t 
say many things at the beginning. I will tell them little by little, instead of making them 
panic; it works much better this way.  

 
YLZ: In 2008/9, you escorted a batch of young horn players (together with your father) from 

the Shanghai Conservatory to participate in the International Horn Competition in Italy. 
How did you prepare them for the competition? Physically and psychologically? Was 
there any conflict/argument or did everything go well with your father? 

 
HXM:  He did more than I. Of course he started them with months and months of hard training 

with piano rehearsals and memorization of all the music, etc. I stepped in a whole week 
before (the competition) when they were almost finished with their private concerts – 
internal concerts on each round of music.   

 
YLZ: So you gave them advice more on interpretation and musicality? Not technicality? 
 
HXM: A week before I didn’t want to change much.  



 79 

 
YLZ: How did you prepare them when they arrived in Italy? Any jet-lag or emergency issues? 
 
HXM: My father’s daily routine woke everybody up, then a long tone warm up and more routine 

stuff. For me, it feels like too much attention on the students, I was much more relaxed 
and did not practice too much before the competition. Of course I encouraged the 
students to run through their music, but I was against over playing. Control! Normally 
when it is competition time, he likes to control the students.  

 
YLZ: I think most students were under 20, I think young people need discipline.  
 
HXM: That’s true too! 
 
YLZ: What was the students’ reaction to all the training? 
 
HXM: Those horn students were not familiar with Italy. They had little experience with 

competitions so they followed the rules and followed what my dad said.  
 
YLZ: I see. They did well on the competition. Congratulations! 
 
HXM: Yes, thank you! 
 
YLZ: You decided to stay in Beijing, China for a few years (2009-12). What was your father’s 

advice? And you returned to Germany in 2012 to the Solo Horn position. What did your 
father feel about (he was still teaching horn at Shanghai Conservatory) your leaving the 
position of Professor at the Saarbrücken Muzik Hochschüler? 

 
HXM: I was on a one-year sabbatical leave and after that I did talk to my father. At the 

beginning, he said that I had made the wrong decision and told me not to trust the 
communists. That’s the only time that he speculated and said, “I think you are wrong, you 
shouldn’t manage jobs of the communists. You are going to regret it, you should stay a 
musician!” Of course, I decided that I was going to do it.  

 
YLZ: I think you successfully organized some major orchestra performances in Shanghai and 

Beijing before you took up the job in 2009. Was that the reason you decided to be the 
general manager of the Central Philharmonic? 

 
HXM: Yes, I did. Back then I thought I had done it all. I didn’t think the horn (alone) could 

express my musical fantasies. If I became an orchestra manager, I could plan for fantastic 
seasons and invite great conductors and soloists. If the concerts I organize turned out to 
be fantastic, I would feel more fulfilled than myself playing a concerto. It’s much more 
exciting! 

 
YLZ: Do you mind sharing what made you decide to go back to Germany? 
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HXM: When I was in Beijing in 2008 (during the Olympics), everything was positive and 
blooming! Especially with the new National Theater Building. They approached me 
about the General Manager job and I thought it was the right time to go back to China. 
That was a fantastic offer and a chance to build an orchestra so I took the chance. After 
two years, my contract was almost ended, and although I was still interested in the job, I 
noticed a lot of problems as the system was not open enough. So I had to give up after I 
compared jobs. They were just not ready yet. Maybe I can go back later, but not in 2012. 
Also Beijing has a lot of pollution, with food poisoning issues and terrible traffic. The life 
style is not good enough for me to give up Germany. The living quality is much better in 
Germany! 

 
YLZ: So your father is happy that you are back in Germany? 
 
HXM: Yes, of course he is. 
 
YLZ: You mentioned that you wish to retire at the peak of your performing life, and one must 

have faith because if you always have targets, you will be able to overcome difficult 
times. Is that your father’s life motto? When did your father actually retired? 

 
HXM: That is my own wish, my father will never retire. He officially stopped teaching (at the 

Shanghai Conservatory) about three years ago but he still teaches privately; he has at 
least 20 private students now. 

 
YLZ: Wow, that’s still a lot! He has the same number of students that I have now. 
 
HXM: He just likes to teach and to listen to the horn sound around him, that’s all. He continually 

plays horn for the kids (during lessons).  
 
YLZ: Wow, how amazing! He must be very healthy! 
 
HXM: He is still strong and healthy. He also plays a lot of Mahjong; that’s why he is very 

healthy.  
 
YLZ: Do you still remember his last public performance? Any performance in other orchestras 

besides the Shanghai Symphony? 
 
HXM: His last public performance was a long time ago, I don’t remember. He did perform for 

the Hong Kong Sinfonietta and Macao Symphony between years 1983-1997. 
 
YLZ: You mentioned in your 2010 interview that you have three students who hold principal 

horn positions in Germany – who are they? Were they students of your father before they 
studied with you at the Conservatory level? Are they Cheung Tsuntak, Gu Cong, and 
Man Yi?  

 
HXM: Only Gu Cong; Tsuntak studied with me when he was 17 years old and Man Yi (18 years 

old) came study with me directly from the Beijing Conservatory. Jiang Lin’s former horn 
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teacher in Australia was my father’s student. His name is Xiao Yang and he now resides 
in Melbourne.  

 
YLZ: Did Jiang Lin study with Mr. Tuckwell after Xiao Yang? 
 
HXM: I think he only took master classes with Tuckwell. He studied with me from 2008-2009. 

He won the Malaysian Philharmonic principal position right after his study but now he is 
principal horn of the Hong Kong Philharmonic. 

 
YLZ: How is Gu Cong’s playing compare to Man Yi or Jiang Lin? He studied as a youth with 

your father. 
 
HXM:  Gu Cong has very good technic compare to the others, but I think Man Yi and Jiang Lin 

have better musical interpretation. Gu Cong didn’t like to practice Mozart because he 
thought it was too easy for him, but later he realized the musical difficulty of it and 
started working more on Mozart, while Lin is musically very smart. It’s just talent –
sometimes you cannot teach musical taste. When you show or teach students the correct 
style, some people picked it up and some don’t. Students have to develop their own 
musical taste; it’s not something that can be taught.  

 
YLZ: Did Gu Cong’s strong technique derive from your father’s teaching or his training on the 

Erhu? Did your father’s teaching modify or improve his technique? 
 
HXM: I think both. I think my father has changed his teaching technique (in a better way) with 

more exposure to more current international music cultural ideas. 
 
YLZ: I see. Thank you so much for your time. I think we have covered pretty much the whole 

list of questions. 
 
HXM: If you have more questions you can send me an email and I can think about it. Nice 

talking to you! 
 
YLZ:  Like-wise! Have a happy New Year!  
 
HXM:  Happy New Year! Bye! 
 
YLZ: Bye! 
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An Interview with Edward Deskur5 2014 

Yeoh Li Zhi:   Hello Edward, thank you for your time to participate in this interview.  
 
Edward Deskur:  I am happy to help if I can! 
 
YLZ: Can you please tell me the background/stories behind recording of the Memory Horn 

Concerto? Do you know any way that I can get a copy to perform it on my lecture  
recital? Did you record it from the original version?  

 
ED: Well, first of all. I am not aware of a piano reduction; I only have the horn part and the 

orchestra parts, as we obviously did it as an orchestra and horn piece.  
 
YLZ: Do you have any memory of the orchestration? Or do you have the full set of parts with 

you? 
 
ED: I would have to look in my library (in the attic) for it. The part that I had, as I remember, 

was written by hand. So it must have been a copy of the original horn part, but I don’t 
believe that I have the (full) score.  

 
YLZ: I don’t think I will need the full score, but it would be nice to at least see the orchestration. 

How did you get to record this concerto with the Shanghai Philharmonic? 
 
ED: The story was a bit of an accident in a way. I was invited to teach at the Shanghai 

Conservatory and play a concerto with the Shanghai Philharmonic, in the style that I like 
to do, which is playing a Mozart Horn Concerto twice, once on the modern horn and 
second time on the natural horn.  

 
YLZ: That’s interesting! 
 
ED: Yes, that was the original invitation. They knew that I was coming, so they said, “Oh, by 

the way, could you possibly consider recording this concerto?” and they sent it to me and 
I said “OK, sure, I am more than happy to do it.” So it was an afterthought that they just 
thought it would be good to take advantage of me being there to record that concerto. 

 
YLZ: By the way, do you speak Mandarin? 你说中文吗? 
 
ED: 可以，可是我很多忘记了。(Yes I can, but I have forgotten a lot.) 
 
YLZ: 你很棒！口音很标准! (You are doing very well! Great pronunciation!) 
 

                                                
5 “Edward Deskur,” Naxos, accessed April 23, 2015. Second horn of the Zurich Opera and the soloist on the only 
published recording of the Horn Concerto, ‘Memory’ (sic) by the Chinese composer Shi Yong Kang with the 
Shanghai Philharmonic, conductor Peng Cao. 
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ED: It was a very interesting experience for me as I started learning Chinese in Singapore. It’s 
like a little hobby of mine because I was very young then. I was 19 years old and I had 
some friends in the orchestra who were also very newly from China and they were 
desperate to learn English. They asked me to help them and I said, “Sure, why not!” And 
then they offered to teach me Chinese! When I went back to Eastman, where they offered 
a University degree (Bachelor) as well, we had to take academic electives there. I took 
French before I went to Singapore but when I came back, I chose Chinese at the 
University of Rochester. They actually put me in the intermediate Chinese class, since I 
had progressed while I was in Singapore. I liked speaking Chinese – it was a lot of fun! I 
actually extended that after I finished Eastman, I came to Europe and I still study Chinese 
privately with pleasure.  

The thing is calligraphy! I really love calligraphy and you know we always run 
into Chinese friends, or when we go to Chinese restaurants they always give me special 
food if I speak Chinese. I did continue studying it consistently up until 1994/5. The way I 
was invited to Shanghai was when I was visiting a friend of mine who was the first 
Chinese piano virtuoso, Xu Feiping. He was the one of the first musicians to be sent to 
America when Deng Xiaoping (the former President of China) opened up China to the 
West. He was touring Switzerland – it was a very funny story. I remember when he was 
playing a concert in Bern, Switzerland, I went there with a rental car (I didn’t have a car 
back then) and I wanted to show him the mountains the day after his concert. I listened to 
the concert and the next day we were ready to go. 

Feiping asked me whether there was extra room in the car because there was a 
whole delegation from Shanghai who were expecting to go into the mountains. They had 
planned to take all the musicians but they cancelled that trip because the weather turned 
out to be not so good; but they wanted to go anyway. He asked if we could bring some 
people with us and they turned out to be the cultural exchange officials of Shanghai, and 
it turned out that the weather was actually very good (no weather change like it often 
does). We had a wonderful day together and Feiping was telling them what I do with the 
natural horn and all that kind of stuff. So they invited me to teach and perform some 
concerts in China, and I said, “Sure let’s do that!” They quickly arranged to do that and I 
was invited. The reason I was there was because I can converse in Chinese, but not very 
well. I felt a bit awkward teaching in Chinese so I took some special lessons before I left. 
I even asked the conservatory to have a translator there just in case. When I arrived, I had 
dinner with the President of the Music Conservatory; he understood that I could speak 
very well. The next day he told me that the translator was sick and asked me, “Could you 
do it by yourself?” You know what it was; he just told the translator not to come because 
he wasn’t going to pay the translator if this guy could get along without one. So it was a 
nice compliment that I could actually survive, not that I was particularly good, but I can 
get along with using the special vocabulary of music and all kinds of stuff. 

 
YLZ: Did you keep the program or the master class poster? 
 
ED: I don’t believe there were any master class posters, but if there were, I didn’t get one; but 

I do have the program of the concert. It was a very special souvenir for me because I am a 
big calligraphy lover. I think it was the vice president of the orchestra who was also a 
calligraphy master and he wrote very nice calligraphy on that program. That was a very 
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nice little present for me. I had it framed but, since we moved, I put it away because we 
don’t really have a lot of room for these things anymore – but I have it somewhere. 

 
YLZ: Can you please scan me a copy, if you don’t mind? Did you perform Memory on that 

concert? 
 
ED: Sure, but I never played it as a concerto – it was only a studio recording. That’s where 

your question about whether I have ever played it again – it was just a recording session –
 that was it. The concerto I did there was the first Mozart horn concerto, performed twice. 
Once with the modern horn and second time on the natural horn. It was very interesting; 
the people were fascinated and they were talking about if after the concert. They were 
telling me their opinions, which were completely divided, half of the audience preferred 
the modern horn and the other half preferred the natural horn. It surprised me, but 
actually it makes a little bit of sense too, if you think about it. 

 
YLZ: I see. What horn did you use to record the concerto? 
 
ED: That would have been a Paxman 20M yellow brass. I don’t play that horn regularly but I 

still have it. Now I play more often on an Alexander 1103, the K model with the long 
lead pipe. 

 
YLZ: Did you ever get a chance to meet Professor Han Xianguang himself or the composer? 
 
ED: No, neither of them were there. I was a bit surprised because I would have thought that 

the composer would have liked to hear his piece recorded; I think he was a bit old. They 
told me he composed this piece long ago. 

 
YLZ: The concerto was composed in 1962. 
 
ED: Right, during the Cultural Revolution isn’t it? One thing that surprised me is that I was 

never told about the Memory, and then I read, I believe it was on the Naxos site, where 
they have information about the recording, that it was composed in memory of the people 
who died in the communist revolution. Which surprised me, because I got the impression 
it was anti-communist, which is a little ironic for me but at the same time I also recognize 
that there were a lot of people who had very good will, who gave their life for what they 
thought was to be a good thing. I am also happy to honor their sacrifices although I 
personally believe that they were fighting for something that was ultimately flawed  – the 
political ideology of the communists. Although there are certain things that the 
communists did well, like improving the literacy rate, it was improved by generating a 
system that I am personally very much against. I was a little bit surprised, as they didn’t 
tell me anything about the actual meaning of the Memory horn concerto. It was a very 
sentimental and very melancholy piece. 

 
YLZ: Did you record from the original or a copy of the music? 
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ED: I think it was the photocopy of the original, handwritten horn part. I don’t know whether 
it was from the composer himself or simply somebody hand-copied the part and then 
photocopied it for me. 

 
YLZ: Nice! So when you recorded the concerto, since you speak Chinese, how did you 

approach it? 
 
ED: Well, it was very clear from the beginning that it was very cantabile. It’s a singing part, a 

bit like bel canto arias in the opera. The phrases are very singable, so I tried to do the 
phrasing like you would do in a normal romantic phrasing with a lot of crescendo, 
decrescendo and bringing phrases to an end with a decrescendo usually. I was basically 
trying to sing my way through the piece. There are a few moments where there is a heroic 
call or a signal.  

 
YLZ: Was Peng Cao the conductor who recorded this concerto with you? Was it just the two of 

you who made artistic decisions at the recording session? 
 
ED: Yes, I believe so. Quite frankly, he just let me do what I wanted and we were more 

concerned with it being together and that the intonation was “OK” in the orchestra – very 
technical things. I don’t remember really discussing much about interpretation. I think he 
liked the way I did it – in a lyrical way. I would say his work was predominantly 
technical, making sure that all the people were playing together, the intonation was 
correct, and they were not too loud. As I remember we only had one day – one session; I 
can’t remember exactly how long it took to record it. The only thing I remember very 
well is that I came down with bronchitis and I was on drugs. I think they gave me some 
Chinese herbs at first, which didn’t work, and finally they gave me some medicine. I was 
coughing and I think I had codeine to stop the cough – it was quite an experience. 

 
YLZ: So what happened during the five days while you were in Shanghai? 
 
ED: I think the recording was at the end of my visit, after the concert and teaching. I can’t 

remember if it was 5 days or a week. I am sure that I taught at least three days; two days 
while I was rehearsing and performing with the orchestra and that would have been the 
sixth day making the recording. I had a couple of days of vacation and I went to 
Hangzhou – a very nice town. Also a side story, I am not sure whether it’s interesting to 
write about, is that they offered me a fee for the whole thing but it had to be paid in 
Renminbi (Chinese currency). I didn’t really have a lot of use for Renminbi, so I made an 
agreement with the man who did the calligraphy for the poster. I asked him to find an 
artist to paint, in an old painting style, a poem about a man whose concubine (a woman 
who is living with him but not his wife) is playing a harp-like instrument. It was one of 
the very short poems, basically the idea is the man (the Lord of Manor) is listening to the 
music and the woman plays a wrong note to get his attention. 

 
YLZ: Interesting, so you didn’t take the Renminbi instead of the painting? 
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ED: They sent me that painting afterwards instead of a fee; I have a very nice “memory” 
about playing the Memory (horn concerto). 

 
YLZ: Great. Did Naxos sponsor this recording? 
 
ED: I didn’t know about this. I only remember that the Shanghai Philharmonic organized it 

all. They originally told me that they were going to release it on the Marco Polo label, 
and now it turned into Naxos. Maybe Naxos bought that label and the right to this as 
well? I have no idea how that worked out because they didn’t really keep me informed 
about those details. They just wanted me to do it and we made an agreement about when 
and how much. I did it and we had an agreement with a painting as my fee instead of 
being paid directly with Renminbi. The rest sort of happened by accident. Someone told 
me they saw something on the internet about me and I looked it up, realized that it was 
the concerto I recorded and they originally intended to issue it on a CD, and that never 
materialized.  

 
YLZ: Thanks. So have you recommended or would you recommend this concerto to your 

students in their repertoire (in Zurich)? 
 
ED: I am not a professor at the conservatory here so I don’t have regular students; I only give 

domestic lessons and do a lot of playing. That is my thing – I am more of a player than a 
teacher; I do enjoy teaching but as a secondary thing. Playing is my primary interest and 
activity. As far as horn concertos in China are concerned, for the Chinese Memory is 
probably quite interesting because of very few horn concertos that I know of have been 
recorded. So, from my point of view, it’s clear that Memory has its place in the repertoire 
as a horn concerto but I think that it’s probably not very popular in the West as the style 
is very sweet and not many people like that style here. We associate that kind of music 
with China, but my guess is that it’s a little too sweet for the Western taste.  

 
YLZ: What mouthpiece did you use on your Paxman 20M when you recorded this?  
 
ED: Tilz no. 8, but I don’t play on that anymore. I am a big fan of the Winhager, Vienna 

based or near Vienna.  
 
YLZ: It’s actually kind of hard for me to relate the Chinese language to the horn, as I was never 

taught for any length of time by a Chinese horn player and especially not on a Chinese 
horn piece. I was mainly taught by Russians, Europeans, and Americans. I will try to find 
something to relate the poem to what inspired Mr. Shi to compose this concerto.  

 
ED: I found that poem, have you seen it on the Naxos site?  
 
YLZ: Yes, the Chinese version? 
 
ED: The English translation. 
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YLZ: I think I saw the English translation; it’s an original Chinese poem that I haven’t looked 
into deeply.  

 
ED: Just quickly: Let the dead be dead, they will never shed their blood in vein. We should 

never grieve inside. There is still a long way in front of us, they are on their duty. We 
should go on fighting! That’s it.  

 
YLZ: Yes, I think that’s what I remembered from the Chinese version of it! 
 
ED: I see. I wish you success with the article and also with the concert and it’s very nice to 

hear about another version being performed. I look forward to the article in The Horn 
Call. On my part, I would be happy to double-check what other documents that I have 
photographs, scores, at least the horn part, but I don’t think I have the orchestra score and 
then the painting that was used to pay me. That will be a little unique ornament for the 
article since most horn players would want the money.  

 
YLZ: Thank you very much! Happy New Year also to Johana, Toni, and Maja. 
 
ED: Ok, 新年快乐！(Happy New Year) Take care and it has been nice to meet you, bye bye! 
 
YLZ: 新年快乐！(Happy New Year) Please keep in touch and it has been very nice to meet 

you too, bye! 
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Figure 1: The evidence that Professor Han’s family agreed to be interviewed. 
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Figure 2: IRB approval to interview Professor Han Xianguang. 
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Figure 3: Shanghai Conservatory’s Certificate of Appreciation to Professor Han Xianguang, 

1987. 
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Figure 4: Geneva International Horn Competition 1960, Silver Medalist – Mr. Han Hsien-Kuang 
(Han Xianguang). 
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Figure 5: China Golden Bell Music Award Certificate of Appreciation to Professor Han 
Xianguang as one of the judges for Brass Chamber Music Category 2009. 
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Figure 6: Professor Han Xianguang, President of the first, second and third CCOM (Central 
 Conservatory of Music) China International Horn Festival in Beijing, China.  
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Figure 7: The Shanghai Symphony Orchestra concert program on January 28 and 29, 1956.    
    Second program: Mozart Horn Concerto No. 3 in Eb Major, K.447. Han Xianguang,  

 horn; Shanghai Symphony Orchestra, cond. Chen Chuanxi.  
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Figure 8: The Shanghai Symphony Orchestra concert program on May 4 and 5, 1957. Fourth 
program: Strauss Horn Concerto No. 1 in Eb Major, Op. 18. Han Xianguang, horn; 
Shanghai Symphony Orchestra, cond. Sergey G. Deritsiev (Дэлициев, Сергей  
Гаврилович) – Stalin Prize Award Winner.  
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Figure 9: Bronze prize certificate of the International Horn Competition at the 1957 World Youth  
    Music Festival in Moscow. 
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Figure 10: Government sponsored suit as country representative for Geneva International Horn  
      Competition in 1960. 
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Figure 11: Professor Shi Yongkang’s brief biography on the Memory Horn Concerto’s full score, 
1962. 
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Figure 12: The World premiere recording of the Horn Fantasy-Concerto <In Memory>, 1962 
was made at the Shanghai Spring Music Festival with Han as the soloist, 
accompanied by the Shanghai Conservatory of Music Symphony Orchestra (Yang 
Jiaren, conductor). 
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Figure 13: Shi, Y.: Symphony No. 1 / Horn Concerto, ‘Memory’ (sic) CD Cover. 
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Figure 14: Photo example of the Chinese Model Opera from Mittler, “Popular Propaganda? Art 
and Culture in Revolutionary China,” p. 473. 
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Figure 15: Hong Kong Xingdao (Star Island) Newspaper’s advertisement about the upcoming 
performance of Professor Han on December 29, 1983. 

 

  



 110 

Figure 16: Symphony Orchestra concert at the Music Academy with Professor Han as conductor. 
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Figure 17: GU Cong, Solo horn of the German Philharmonic Orchestra Rhineland-Palatinate.  
          http://www.staatsphilharmonie.de/orchester/besetzung-interaktiv/  
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Figure 18: International Horn Competition Winner’s Local Concert Reports in 2008, with 

Professor Han’s students. 
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Figure 19: Jeju International Brass Competition 2014 Junior Level: First, Second and Third 
prizes winners: 1. Ou-Yang Beili – middle (12 years old); 2. Zhou Yuyao – right (12 
years old); 3. Liu Xinyi – left (10 years old). 
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Figure 20: Professor Han’s certificates. 
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Figure 21: Professor Han (back row, fifth from the right) as judge at the 2009 International Horn 
Competition in Sannicandro di Bari, together with Hermann Baumann (back row, 
fifth from the left), Frøydis Ree Wekre (back row, sixth from the left), and Hans 
Pizka (front row, first on the right). 
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Figure 22a: Professor Han’s masterclass at the 2015 Tianjin Horn Festival (January), with Han  
Xiaoming (his younger son). 
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Figure 22b: Professor Han’s master class at the Yong Siew Toh Conservatory of Music, National 
University of Singapore in 2010. 
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Figure 22c: Professor Han at the 2009 Shanghai Spring International Music Festival, Brass 
Division. 
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Figure 23: Professor Han’s Krüspe model horn with the Tianjin Brothers Brass & Company. 
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Figure 24: Professor Han Xianguang International Horn Foundation. 
 

 



 122 

BIBLIOGRAPHY 

 

Books/Articles (Online) 

 
The 7th Chinese Golden Bell Awards for Music. “Copper and Woodwind Quintet. 铜管 

评委会成员 Jury Members: 韩铣光.” Accessed January 16, 2014. 
http://www.musiceol.com/zhuanti/jz-tongmuguan/home.htm. 

 

Britannica. Erhu, 二胡. Accessed February 14, 2015. 
http://www.britannica.com/EBchecked/topic/191344/erhu. 

 
________. Guqin, 古琴. Accessed February 14, 2015.  

http://www.britannica.com/EBchecked/topic/111666/qin. 
 
________. Guzheng, 古箏. Accessed February 14, 2015. 

http://www.britannica.com/EBchecked/topic/109192/zheng. 
 
Briz Musical Instrument LTD. “News: 圆号演奏家、教育家韩铣光教授数次访问 Briz 

乐器公司.” Accessed January 16, 2014. 
http://www.briz.net.cn/chn/News_Show.asp?id=86. 

 
Casella, Alexander. “The Nanniwan May 7th School.” The China Quarterly 53 (Jan. – Mar., 

1973): 153-157. 
 
China CCTV. “Interview with the famous Hornist Mr. Han Xiaoming’s Artistic Life 2005 著名

华人圆号演奏家韩小明先生艺术人生.” Accessed February 14, 2015. 
http://v.youku.com/v_show/id_XNjY0NTkxNjgw.html. 

 
China Central Conservatory of Music. “First International Horn Festival 2012.11.30-12.2.” 

Accessed February 14, 2015. 
http://www.ccom.edu.cn/news/jczt/zt/2012yuanhao/201211/t20121122_22628.html. 

 
______________________________. “Second International Horn Festival 2013.10.9-13.” 

Accessed February 14, 2015. 
http://www.ccom.edu.cn/news/xwzx/2013f/201309/t20130918_24479.html. 

 
China Conservatory of Music. “Concise Introduction of the Horn Concerto: Memory圆号协奏

曲--《纪念》作品简介.” Accessed January 16, 2014. 
http://ccmusic.sres.bjedu.cn/drms/portal/yinyue/index109.131_jdjc_play.jsp?currPath=%
D6%D0%B9%FA%B9%DC%CF%D2%D2%F4%C0%D6/%D6%D0%B9%FA%B9%D
C%CF%D2%C0%D6%BE%AD%B5%E4%C7%FA%C4%BF%BC%AF%DD%CD/S/
%CA%A9%D3%BD%BF%B5/%A1%B6%D4%B2%BA%C5%D0%AD%D7%E0%C7



 123 

%FA--%BC%CD%C4%EE%A1%B7. 
 

Delun, Li. “Lidelun Music Foundation.” Accessed February 14, 2015. http://lidelun.org.  
 
Discography. “Nathan Rakhlin/USSR State Symphony Orchestra 1957.” Accessed February 14, 

2015. http://www32.ocn.ne.jp/~yemravinsky/discography.htm. 
 
Everett, Yayoi Uno, and Frederick Lau, ed. Locating East Asia in Western Art Music.  

Middletown, CT: University Press, 2004. 
 
Fan-Long, Grace. “A study of idiomatic Piano Compositions during the Cultural Revolution in        
            the People’s Republic of China.” DMA diss., University of North Texas, 1991.  
 
Fontana, Carlo. Passi difficilie "a solo" per corno. Milano: G. Ricordi, 1945. 
 
Gallay, Jacques François. Thirty studies for horn solo, op.13. New York: International Music 

Company, 1960. 
 
German Philharmonic Orchestra Rhineland-Palatinate. “GU Cong, Solo Hornist.” Accessed 

February 14, 2015. http://www.staatsphilharmonie.de/orchester/besetzung-interaktiv/. 
 
International Summer “Brass Academy Alicante 2014.” “Xiaoming Han – French Horn.”  

Accessed January 16, 2014. 
http://www.alicantebrasscamp.brassacademy.com/?page_id=762. 

 
iTunes Preview. “Shi, Y.: Symphony No. 1 - Horn Concerto, ‘Memory’ (sic).” Accessed 

February 14, 2015. https://itunes.apple.com/us/album/shi-y.-symphony-no.-1-
horn/id458359253. 

 
Jepson, Barbara. “Asian Americans Struggle for Acceptance in the Classical Music  

World.” The Wall Street Journal 2 (January 1991). 
http://www.modelminority.com/joomla/index.php?option=com_contentandview=articlea
ndid=283:asian-americans-struggle-for-acceptance-in-the-classical-music-world-
andcatid=45:musicandItemid=56. 

 
Johnson, Heather, ed. “IHS News and Reports: Member New.” The Horn Call Vol. XL,  

No. 2 (February 2010): 26. 
 
Kopprasch, Georg. Sixty Studies for French Horn, Book 1 and 2. Boston: Carl Fischer, 1939. 

Kouwenhoven, Frank. Review of Dangerous Tunes: The Politics of Chinese Music in Hong 
Kong, Taiwan, and the People’s Republic of China since 1949, by Barbara Mittler. 
British Journal of Ethnomusicology 10: 2 (2001): 124-126. 

Kraus, Richard. Pianos and Politics in China: Middle-Class Ambitions and the Struggle  
over Western Music. New York: Oxford University Press, 1989. 

 



 124 

____________. “Pianos and Politics in China: Middle-Class Ambitions and the Struggle  
over Western Music.” Review by Nick Knight. The Australian Journal of Chinese Affairs 
25: The University of Chicago Press (January 1991): 213-215. 

 
Labar, Arthur, comp. and ed. Horn Player’s Audition Handbook. Cookeville: Belwin-Mills 

Publishing Corp., 1986. 
 
Liang, Yongsheng. “Western Influence on Chinese Music in the Early Twentieth Century.”  

PhD diss., Stanford University, 1994. 
 
Lizhang, Li 李立章. “China Horn History 中国圆号史略.” Journal of the Xi-an Conservatory of 

Music 4 (1988). Accessed February 14, 2015. 
http://www.cnki.net/KCMS/detail/detail.aspx?QueryID=4andCurRec=3anddbcode=CJF
Danddbname=CJFD8589andfilename=JXXA198804002andurlid=andyx=andv=MTcwM
zVrVzczUEx6WFRiN0t4RnRuTXE0OUZab1I4ZVgxTHV4WVM3RGgxVDNxVHJXT
TFGckNVUkwrZlp1VnZGeWo=. 

 
Ma, Yo-Yo, and Theodore Levin. “A Conversation with Yo-Yo Ma.” In Along the Silk  

Road, ed. Elizabeth Ten Grotenhuis. (Washington, D.C. and Seattle: Smithsonian 
Institution and University of Washington Press, 2002): 25-38.   
 

Ma, Yo-Yo, and Michelle Johnson. “An Interview with Yo-Yo Ma” World Literature  
Today Vol. 80:4 (University of Oklahoma, July - August 2006): 6-8.  

 
Ma, Yo-Yo, and James Cuno. “The Silk Road and beyond: A Conversation with James  

Cuno and Yo-Yo Ma.” Art Institute of Chicago Museum Studies Vol. 33:1 The Silk Road 
and Beyond: Travel, Trade, and Transformation (The Art Institute of Chicago, 2007): 20-
29. 

 
Melvin, Sheila and Jindong Cai. Rhapsody in Red: How Western Classical Music Became  

Chinese. New York: Algora Publishing, 2004. 
 
Mittler, Barbara. A Continuous Revolution: Making Sense of Cultural Revolution Culture.  

Cambridge: Harvard East Asian Monographs, 2012.  
 
____________. “Dangerous Tunes. The Politics of Chinese Music in Hong Kong, Taiwan and 

the People’s Republic of China since 1949.” PhD diss., University of Heidelberg, 1933; 
published ed. Wiesbaden: Harrassowitz, 1997.  

 
____________. “From Mozart to Mao to Mozart: Western Music and Modern China.” World 

New Music Magazine 12 (2002): 36–51. 
 
____________. “Popular Propaganda? Art and Culture in Revolutionary China.” Proceedings of 

the American Philosophical Society, Vol. 152:4 (Dec., 2008): 466-489. 
 



 125 

Müller, Bernhard Eduard. 34 studies for French horn, opus 64. New York: International Music 
Company, 1963. 

 
Munns, Robert. “Robert Munns, International Concert Organist.” Accessed February 14, 2015. 

http://robertmunns.org. 
 
National University of Singapore, Yong Siew Toh Conservatory of Music. “Han Chang  

Chou: Artist Faculty, Horn.” Accessed January 16, 2014.   
http://music.nus.edu.sg/01d_aboutus_faculty.02_5.html. 

 
Naxos. “82099 - Shi, Y.: Symphony No. 1 - Horn Concerto, ‘Memory’ (sic).” Accessed February 

14, 2015.  
http://www.naxos.com/mainsite/blurbs_reviews.asp?item_code=82099andcatNum= 
82099andfiletype=About%20this%20Recordingandlanguage=English. 

 
_____. “Edward Deskur.” Accessed April 23, 2015. 

http://www.naxos.com/person/Edward_Deskur/8724.htm. 
 
_____. “Marco Polo – The Label of Discovery.” Last modified July 23, 2001. 

http://www.naxos.com/pdf/mpcata200201.pdf.  
 
_____. “Peng Cao.” Accessed April 23, 2015. 

http://www.naxos.com/person/Peng_Cao/32288.htm. 
 
_____. “Shi, Y.: Symphony No. 1 / Horn Concerto, ‘Memory’ (sic).” Accessed February 14,  

2015. http://www.naxos.com/catalogue/item.asp?item_code=82099. 
 
Ng, Jennifer C., Sharon S. Lee and Yoon K. Pak. “Contesting the Model Minority and  

Perpetual Foreigner Stereotypes: A Critical Review of Literature on Asian Americans in 
Education” Review of Research in Education Vol. 31 Difference, Diversity, and 
Distinctiveness in Education and Learning (American Educational Research Association, 
2007): 95-130. 

 
Schollar, Franz. Schule für Waldhorn auch zum Selbstunterricht geeignet komplett. Frankfurt: M. 

Zimmerman, 1950.  
 
Shanghai Conservatory of Music. “Horn Professor Wei, Zhengqi” Accessed January 16,  

2014. http://www.shcmusic.edu.cn/html/yuanxi/gxx/js/357524166.html.  
 

__________________________. “Horn Professor Yao, Fuming” Accessed January 16,  
2014. http://www.shcmusic.edu.cn/html/yuanxi/gxx/js/80686498936597.htm. 

 
Shen, Sin-yan. Chinese Music in the 20th Century. Chinese Music Monograph Series.  

Chicago: Chinese Music Society of North America, 2001. 
 
Sheppard, W. Anthony. “Blurring the Boundaries: Tan Dun’s Tinte and the First Emperor.” 



 126 

The Journal of Musicology Vol. 26:3 (University of California Press, Summer 2009): 
285-326.  

 
Stock, Jonathan P. J. Review of Locating East Asia in Western Art Music by Yayoi Uno  

Everett and Frederick Lau. Ethnomusicology Forum Vol. 14:1 (British Forum for 
Ethnomusicology, June 2005): 111-112. 

 
Utz, Christian. “Cultural Accommodation and Exchange in the Refugee Experience: A  

German-Jewish Musician in Shanghai.” Ethnomusicology Forum Vol. 13:1 (British 
Forum for Ethnomusicology, June 2004): 119-151. 

  
Wang Yuhe. “New Music of China: Its Development under the Blending of Chinese and  

Western Cultures through the First Half of Twentieth Century.” Translated by Liu 
Hongzhu. Journal of Music in China 3/1 (2001): 1–40. 
 

White, Michael. “China’s new great wall of sound: The sleeping dragon is waking up to the  
sound of Western classical music. Michael White meets the man behind a new cultural 
revolution.” The Sunday Telegraph. [London (UK)] February 06: 10. ProQuest 
(309502548). 

Wong, Hoi-Yan. “Bartók’s Influence on Chinese New Music in the Post-Cultural Revolution Era 
Source.” Studia Musicologica Vol. 48:1/2 (March, 2007): 237-243.  

Wong, Isabel K. F. “From Reaction to Synthesis: Chinese Musicology in the Twentieth  
Century.” In Comparative Musicology and Anthropology of Music, edited by Bruno Nettl 
and Philip Bohlman, 37–55. Chicago and London: University of Chicago Press, 1991.  

 
Worldwide Chinese Festival Orchestra. “Xiaoming Han.” Accessed January 16, 2014.  

http://leng.abiteofchina.com/artistic-director/ 
 
Xixuan, Qin秦西炫. “Review on the Memory Horn Concerto 评圆号协奏曲《纪念》.” 

Journal of the Shanghai Conservatory of Music 2 (Shanghai, 1983). Accessed February 
14, 2015. http://wuxizazhi.cnki.net/Search/SHYB198302016.html.  

 
Yandi, Yang. “Past, Present, and Future: A Survey of Teaching and Scholarship of Western  

Music in China.” Journal of Music History Pedagogy Vol. 2:2 (Spring 2012): 169- 
77. 

 
Yang, Hon-Lun. “Culture, Memory, and Chinese Symphonic Music.” In Musical Culture and  

Memory, edited by Tatjana Marković, Vesna Mikić, et al., 93–103. Belgrade: University 
of Arts in Belgrade and Ton plus, 2008.   

 
_____________. “Power, Politics, and Musical Commemoration: Western Musical Figures in 

the People’s Republic of China 1949–1964.” Music and Politics 2 (July 2007), 
http://www.music.ucsb.edu/projects/musicandpolitics/ archive/2007-2/yang.html. 
 



 127 

Yang, Mina. “East Meets West in the Concert Hall: Asians and Classical Music in the  
Century of Imperialism, Post-Colonialism, and Multiculturalism.” Asian Music Vol. 38:1 
(Austin: University of Texas Press, Winter - Spring 2007): 1-30. 

 
Score 

 
Shi, Yong Kang. Horn Concerto, ‘Memory.’ Beijing: People’s Music Publications, 1982.  

Accessed January 16, 2014. http://www.booyee.com.cn/user-bid.jsp?id=34901. 
 

Discography 
 
Shi, Yong Kang. Symphony No. 1/Horn Concerto, ‘Memory.’ Edward Deskur, horn;  

Shanghai Philharmonic Orchestra, cond. Peng Cao and You-sheng Lin; digital disc. 
Naxos, 4891030820999, 2002.  
 
Accessed January 16, 2014. 
http://www.naxos.com/mainsite/blurbs_reviews.asp?item_code=82099andcatNum=8209
9andfiletype=About%20this%20Recordingandlanguage=English. 
 
Accessed January 16, 2014. 
https://itunes.apple.com/us/album/shi-y.-symphony-no.-1-horn/id458359253. 

 
Email and Correspondence 

 
Chen, Jia. Email Correspondence to Author, October 26, 2013. 
 
Kaminski, Patricia L., Ph.D. Informed Consent Notice from the University of North Texas  

Institutional Review Board to Author, November 22, 2013. 
 


