From the Forest to the Concert Hall:
Demystifying the Trompe 
By John Gerber
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Piqueux, Orleans Forest, November 2009

Background


The purpose of this article is to inform horn players, particularly American horn players, about the French hunting instrument called the trompe.  The French trompe’s primordial sound,  for many horn players, seems shrouded by hard attacks, super loud playing and wide vibrato.  And though proudly accepted as the grandfather of the modern horn, the trompe remains a misunderstood instrument and no wonder!  For one, it is played standing up unless of course the player is seated on horseback.  It is played out-of-doors and always performed with white gloves with the bell to either side.  In addition, players memorize their music, dress in formal equestrian uniforms and polish their instrument to a mirror-like reflection.  On top of that, the bell seems rudely pointed at the audience allowing the player’s backside exposed to the audience.  It is no wonder a number of myths and misunderstandings surround this highly guarded French national icon.


Most horn-players view the trompe from a historical perspective—i.e., the trompe as the early stage of the development of the modern horn.  Thus born the first myth of the trompe that would lead one to believe the trompe is an instrument of the past:  a historic instrument with little or no musical relevance today.   Certainly after three hundred years, the basic instrument is unchanged.   With the exception of the length of the instrument and multiple wraps, the trompe used today is the same instrument Monteverdi, Rossi, Cavalli and Lully used in their compositions in the 17th century.  What has changed is the quality of playing—which gets better each year.   Connoisseurs of the trompe concede the playing quality today is at its zenith.  Partly because thousands of devoted players (called sonneurs) are so well connected throughout France and surrounding countries.  In addition, trompe performances are financially supported by players who love to play but not necessarily hunt and hunters who hunt but who do not necessarily play the trompe.     


This mixed group of  sonneurs (trompe players) and hunters should not come to any surprise if you are familiar with France—a country known for its cultural vigilance and love of horses, hounds and hunting.  Look on the International Federation of Trompes of France’s website (fitif.org) and you will find dozens of venues mentioned throughout France where thousands of players and enthusiasts can gather to play.  Trompe playing can be heard just about anywhere in France.  The official venues in France include forests,  equipages, chateaux, cathedrals, auditoriums and even convention centers—the President of France has his guard of trompe players.  What is common to all of these venues is that the French enjoy hearing both new music and traditional fanfare music specifically written for these social events.  In addition, each year the French celebrate both individual competitions and group (Rallye) competitions on the trompe.     
 


As far as little or no musical relevance goes—I can still vividly remember my first trompe encounter during a sabbatical in France—several hundred players, grouped in different colors of red, blue and green, dressed in formal equestrian attire arranged on a green lawn in front of a Chateau.  They begin to play.  The physical force of their sound raises the hair on my flesh.  They stop and start again and again exactly together with machine-oiled precision any conductor would envy.  Horses parade by so closely I can smell their sweat.  Dozens of excited hounds leashed together on a single lead flanked by two handlers with whips in hand move their dogs forward to a waiting judge.   In the background I can hear individuals practicing a fanfare or two.  In front of me the Church procession begins where St. Hubert’s Mass will start in a few minutes while all about trompe players and hunters greet each other like family.  Musical relevance is most definitely not an issue when hunters who are not musicians carry the trompe and musicians who are not hunters carry the trompe.  I can think of no other instrument connecting history to the present  where the traditions of a noble past and a past of nobles, are continually kept alive by a common thread—the trompe.   


Of course  a trip to France is not necessary to hear great trompe playing as there are number of high quality CDs recorded today.  For the horn-player looking for inspiration, I highly recommend Trois siècles de Musique avec La Trompe de chasse.  This is a 5 CD set produced by the Hubert Heinrich’s Institute of Hunting Music.  In addition, a number of national groups throughout France produce CDs from groups such as Debûché de Paris, Rallye Atlantique, Trompes de Bonne, Rallye Trompes de Paris or Rallye Trompes d’Orleans, and regional groups such as Echos du Bas Maine or Rallye Trompes Du Mont Ventoux.  One of my personal favorites is a CD titled Les Echos des Provinces by the Groupe de trompes de Chasse—a CD with a little something for every taste.  The website of the Rallye Trompes de Paris (www.rallyetrompesdeparis.com) is worth visiting;—young, talented, virtuosi players that break any stereotypical notions of the trompe belonging to realm of the old guard.

    
 The second myth is that you must speak French in order to play the Trompe. No, speaking French will not make you a better player, however, practice will.  Certainly knowing how to read French will help in understanding tutorial literature and the history of the instrument—none of which is translated into English.  No doubt, for horn players in the United States there are a number of barriers—and language is indeed a factor. The literature surrounding the trompe is written in the French language for a French speaking audience culturally acquainted with French customs.  Unfortunately, there is no “how-to-play” book translated from French to English although plans are underway.  Most of us do not speak nor read French and most of us will not be vacationing in France—even if we do and arrive after the fact, there is no map or advice written to assist us in where to visit in France to begin to know this instrument.  French Hunting clubs are restricted and an opportunity to join a hunting club in France or even America for that matter is not likely by most of us.


There are, of course, trompe festivals.  These weekend festivals are seasonal and open to the public.  Dates and places of  trompe festivals can be accessed via the Internet but you need to know not only how to get there but how the festival is organized when you get there.  If for example, you attend the International Festival, or Concours de Societes, you will find it difficult to make sense of how these festivals are organized.  Of course, I doubt it would ever limit your enjoyment of such an affair but a planning to attend such an event is helpful.   If possible if you visit France, I would highly recommend attending one of these festivals.

The third myth is that there is no one interested in the Trompe in the United States.   Not true—there are a number of aficionados of the trompe in the USA—we  even have an organization devoted to the hunting horn called The American Hunting Horn Society.  In 1999 I spent several months in France and had the opportunity to attend a festival and hear the Mass of St. Hubert with a trompe choir.  Anyone who has heard the trompe played in any of the magnificent Cathedrals in France, know that this can truly be a goose-bump-on-the-flesh type of experience.  I was so impressed that I purchased an instrument from Milliens in Blois, France.  However, the purchase of the trompe did not necessarily get me in any closer to knowing much about the instrument, nor how to correctly play the instrument.  
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St. Hubertus Messe, Chautuaqua, NY, October 2008


Eager to share my findings after returning to USA, I soon discovered I was not the only American horn player interested in the trompe.  Lisa Bontrager, Lowell Greer, Richard Seraphinoff and Doug Lundeen, to name just a few, were also interested in the trompe and in 2002 the American Hunting Horn Society was formed.  It was not until October, 2008 when several Champion French Trompe players (see photo), Benoit PIPON from Paris, Antoine de LA ROCHEFOUCAULD from Orleans who is now the President of the FITF, accompanied by Christian LONGUET from Saint Zacharie in Provence who is in charge of development and communications of the FITF, where invited to attend an American Hunting Horn Society workshop in Chautauqua, New York.  American horn players from around the country finally had an opportunity to ask the French players questions about the trompe.  These questions prompted me to realize the technical obstacles and cultural myths American horn players would need to shed to really know this instrument.   


This brings us to the fourth and last myth:  that the trompe is just a hunting instrument and easy to play.  Well, if this means to make a sound then, yes, easy to do: but if this means to play correctly—then no.  In fact, to date, I have not heard any American horn-player in the USA play the trompe fitting to any sonneur.  This is not a criticism.  This is an observation.  This observation was also  my motivation in wanting to learn how to play the trompe akin to a French sonneur and not just any sonneur—I wanted to sound like a champion player.  “First,” I was told, “you must the pass a proficiency exam called the BSC.”  I had no idea what this meant.  What the heck was the BSC?  I soon discovered how humbling my pursuit would become.

Seven Steps to Play the Trompe:  A Personal Experiment


   The following information is an accounting of the steps I took to learn how to play the trompe.  It worked for me and I hope this information might be instructive for anyone else who would like to learn to play the trompe.  However, readers be warned, in retrospect, what I discovered was the trompe is more than just living history, it is a demanding instrument worthy of a lifetime commitment—not just a weekend warrior away from the horn.  I also discovered that in order to play it well requires vigilant practice and dedication to bring that history to life.



Step one:  I researched the goals I set for myself.  I needed to know what is the BSC.  The BSC (Brevet de Sonneur Classé) examination is the basic entrance level of Trompe playing.  The examination can be taken several times during the summer in France and is adjudicated by an FITF elected examining board.  However, in order to participate in this rite of passage, I decided that I would need to become a full-time student of this instrument.  So for the past year, I set out on a journey to learn to play the trompe with the objective of passing the BSC examination.  To do this I decided I would temporarily suspended my orchestral and natural horn playing.  I simply did not want any conflict to exist between the instruments.  I did not want my pursuit of learning the trompe to influence my horn playing nor my horn playing to influence my approach to trompe playing, so I suspended playing the horn for a year.  A personal experiment and a luxury most horn players cannot professionally afford and I felt fortunate that I was in a stage of my life that I could do this.  
      
 Step two:  I joined the Federation Internationale des Trompes de France (FITF).  According to their records, I was surprised to find out that I am the first American to join the FITF.   With my membership I would now be eligible to take the BSC (Brevet de Sonneur Classé) examination.  


Step three:  I  memorized the 51 fanfares from the Roger Laurent list of Fanfares de Circonstance et d’Animaux required by the FITF (listed below).   To take the examination you are required to sing three fanfares.  These three fanfares are randomly selected by a drawing.  The Chants must be memorized and sung in the Vènerie (hunting) style.   All of the fanfares with one exception can be found in a small booklet titled Fanfares de Circonstances et d’Animaux, published by the FITF.   This was not an easy task and required daily singing and playing one fanfare at a time.

Step four:  I learned how to play the fanfares in the Vènerie style.  Memorizing the fanfares is only part of it, each fanfare must be sung and played stylistic correct. This  understanding the Vénerie style of playing is imperative to passing the BSC examination. The saying in France is “you sing like you play and you play like you sing.”  Fortunately, FITF has produced some wonderful didactic recordings to teach the Vènerie style.  The last part of the examination is performing a fanfare of your choice from the 51 fanfares in which you must demonstrate a good trompe sound, the ability to play Vènerie style, and execute an accomplished tayaut. In order to accomplish this meant I needed lessons but before that I needed to listen and understand the Vénerie style of playing.  

Step five:  I took lessons.  While visiting Christian Longuet’s École de trompe en Provence, I took private lessons from the Michel Jalenques, former leader of  Debûché de Paris, now retired, but an extraordinary player and teacher—a “Phil Farkas” of the trompe so to speak.  I also took lessons from Christian Longuet, a former leader of a high-level group, a good bass Trompe player and the founder of the École de trompe en Provence.  Christian and I immediately became friends and in the Fall 2009, we even took our trompes on a fly-fishing excursion to Montana, where we frightened elks in Yellowstone and inspired yips from coyotes on the banks of the Missouri River with our playing.  Christian became my mentor.  As all horn-players know, playing duets with a good player is an invaluable asset.



Step six:  I attended a hunt in France.  With a growing curiosity to know more about the trompe’s role in a hunt, I accepted an invitation to attend a hunt in France.  Michel Jalenques, my host for the weekend, extended an invitation to me to join him at the hunting club, Rallye Combreux, one of the most famous Venery Equipages, in the Forêt d'Orléans.  This was a wise decision on my part because by actually seeing the hunt from the beginning to the end, helped define the role of the trompe and allowed me to see the order and sequence of the hunting events.  Most importantly, seeing an actual hunt helps clarify relationships that make up a hunt.  For example, there is a relationship between the hounds who chase the prey and the Piqueux who as the technician runs the hunt and is responsible for the dogs.  There is the relationship between the Maîtres (The host of the hunt), with the hunters on horseback and those who are there only to observe.  Also, just listening to the bark and bay and howl and yowl of the hounds, one is reminded of the relationship between the tayaut played on the trompe and the power of this sound communicating with the hounds during the hunt.  The hounds do respond to the trompe.   Witnessing the hounds responsiveness to the trompe sound, reminded me of what Christian Longuet told me once,  “the trompe exists today because of the “Venery”—meaning that the traditions of hunting on horseback has protected the trompe from obscurity and change.  By witnessing a hunt first hand, one sees so much protocol revealed and tradition played out.   A clearer picture of the trompe was beginning to take shape after witnessing first hand a hunt. 

Step seven:  I practiced the tayaut everyday.  Attending the hunt helped most of my playing.  It imprinted specific sights and sounds that translated well to the playing and memory of fanfares.  However, I still could not execute a really great tayaut.  So the last step in my journey was to learn to play the tayaut because this the heart and soul of “le ton de Vènerie” or the “sound of the hunt.”  In the actual hunt, tayaut is actually shouted when sighting the quarry on the hunt, usually specific to the deer but also other animals.  Tayaut is also an articulation on the trompe.  The tayaut is an articulation where the tongue touches between the lips creating the sound imitating the yipping of the dogs.  Tayauts are played following a double or triple rhythmic pattern.    By “yipping” on the trompe, the dogs’ excitability can be virtually turned up like a knob on a sound system with a really good tayaut.  The Piqueux can and does occasional speak directly to the dogs with his trompe encouraging them to find the scent.  The tayaut is not just a funny thing done with the tongue—it is an intrinsic part of communicating directly with the hounds—a great deal of literature is devoted to “les tons pour chiens,” or” the sound of the dogs.”  


Putting it all together:  Learning to play the tayaut by itself and then to place the tayaut in the context of the music using the Vènerie style is an absolute must.  Sounding a consistent and well-defined tayaut was certainly the most challenging technique to overcome.   Unfortunately the technique is counter intuitive to a horn-player because we do not make this kind of sound on our horn.  As a horn-player you ask your tongue to disobey all you have taught it.   A note of caution regarding the Vènerie style of playing:  it changes the written rhythm—giving the melodic line a galloping feel.  The best way to learn this is by listening to recordings while watching the score.  On the other hand, some things are really simple to remember, like no slurs—ever.   There are some downward legato or softening of attacks when the line descends but these are not slurs.  Almost all ascending notes are short—almost dry.


Vibrato is important aspect of the learning the technique of the trompe and perhaps a key to understanding the history of the ever-so recognizable French vibrato.  Playing with vibrato on the trompe is not an aesthetic extravagance to be added or subtracted according to taste.  Tradition states that the sound of trompe must be active, dynamic and alive—never a plain, static sound.  The sonneur creates this energetic sound with vibrato.  The vibrato comes from the air column activated by the diaphragm; the lips intervene only as a supplement.  Even short notes should have vibrato.  It is what breathes life into the sound.  Remember the purpose behind the playing the trompe is to communicate all aspects of the hunt.  


Not all trompe playing is loud.  Outside of the fanfare playing is a style of playing much like our natural horn techniques called radouci.  In radouci playing, vibrato does make an aesthetic statement.  Radoux would be familiar ground to any natural horn player where both the color, sons bouchés, and chromatic notes are important—thus bringing the right hand into the bell, softening the sound, closing and opening the right hand for notes. Here natural horn players will succeed and even excel in Radoux.  However, vibrato remains central to the sound especially in radouci playing.


Breath control is central to the success of both the sound and phrasing of the fanfares.  Through the strength of  breath control, the trompe becomes a very physical instrument—much more so than the horn.   Stand behind an ensemble of trompe players and you will virtually feel the sound.  Blow the trompe properly with a full sound and you will need for air before you complete the phrase—I guarantee it.  One element related to the breath control is the color or timbre of the sound produced by the player; some sonneurs have a magnificent full natural sound, others thin and nasal.

 In short, the trompe challenges breathing in ways unimaginable—there is no such thing as taking in too much air and I have trained and finished a marathon.  For starters the instrument is to be played outside and played loudly—because the purpose is to communicate over great distances.  The Piqueux, for example, is required to play his trompe on horseback many times during the hunt.  Remember, the trompe’s primary purpose is to communicate the predictable moments of the hunt—from getting up in the morning, releasing the hounds, identifying the animal being chased, all aspects of the chase itself such as changing directions, forests, crossing streams, hounds losing the scent--even at the animals death, feeding and returning of the hounds, to the hunter’s return and even a fanfare to say goodnight.   Needless to say, breath control and endurance is important.


Unfortunately for most players, endurance is brief on a trompe.  To compensate, singing the melody becomes the best way to learn the Venery style.  As previously mentioned, “you sing like you play and you play like you sing.”  I have found that if you can practice three hours a day on a horn—count on perhaps 30 minutes of actual playing time on a trompe.  The average player in France plays from 20 to 30 minutes a day, but every day.  Some high level players practice 60 minutes.  I can and do practice an hour each day but an hour session for me is a combination of singing, listening and playing.  

Recommendations


Taking up the trompe for me was more than just learning another instrument.   It involved a willingness to learn another language, culture, history, travel, and a time commitment apart from family, not to mention dipping into a savings account.   I don’t expect everyone to pursue this instrument with the same intensity that I have, but if you are interested in learning to play the trompe there are a few essentials you will need.  


First, you need a trompe.  It may be tempting to purchase a trompe over ebay—don’t.  The trompe is in the key of D.  Buying a trompe from a reputable dealer or someone you trust makes a lot sense only as long as it comes with the guarantee that it plays in tune and is in the key of D.  Dents are common and to be expected for an “outside” instrument so it’s OK to buy a used instrument with a few nicks, dings and dents as long as it does not affect the quality of the sound.   However, tuning is non-negotiable.  There is no way to tune an instrument without a slide to push in or out so make absolutely certain it plays in tune.  No doubt after you have purchased your trompe, you will eventually want to play with another trompe player and both instruments must be in tune.  Most players own instruments from reputable makers in France, such as Trompes MILLIENS, in Blois or Trompes PÉRINET, Paris, the historical maker, founded in 1829.  Remember when you play the trompe in public is it important that your instrument be polished, demonstrating respect for the instrument and the audience, so acquiring a few pairs of white gloves is not a bad idea.

To a horn player, the trompe mouthpiece has a wickedly narrow cookie cutter rim.  However, resist the temptation to find a mouthpiece that matches your rim size.  Attempting to modify the rim of a trompe mouthpiece or find a french horn mouthpiece to fit your trompe would be like playing a viola da gamba with a Double Bass German bow or playing ping pong with a tennis racquet.  The trompe mouthpiece is an intrinsic part of the quality of sound—a french horn mouthpiece will not accomplish this.  The trompe mouthpiece bore comes in a number of sizes ranging from 0.5 to 3.5 (bass) size.  Most players in France that I have interviewed play on a 0.8 to 1.5 size (for chant, or first tune, and second).  I found the 1.5 size to best serve my own playing.   0.5 size is too small for an adult but good for a young beginner player but for most players the 1.5 will be a little too wide of an aperture.

I highly recommend that you purchase your introductory materials from the FITF.  The good news is that you really need only a small booklet titled Fanfares de Circonstances et d’Animaux for the first year or so.  These fanfares are recorded by the FITF and can be purchased with a complimentary booklet with all of the fanfares.  Presently, there isn’t a how-to-play” instructions in English.  FITF is working on this and hopefully we will have a translated edition of J’Apprends la Trompe, (Understanding the Trompe) available soon.


Lastly, I encourage you to become a member of the Federation Internationale des Trompes de France (FITF).  The International Federation of Trompes of France goes well beyond the French borders.  The FITF has 14 regions—France is divided into 9 regions, and other countries include Germany, Benelux (Belgium, Netherlands, Luxembourg, Switzerland, and its most recent inclusion, the USA.  England, alas, so close to French border, has no membership.  The FITF governs and oversees the activities related to playing the trompe.  FITF membership is well over 3,000 members.  


France as a country can boast a cultural ministry, protecting language, and aspects of French culture so I think of the FITF as an organization protecting the hunting heritage and performance practice of this instrument.  Throughout FITF’s regions a variety of events are hosted each year coordinated through the FITF.  The two largest events are the Concours de Societes (Groups festival), each two years, and the International Festival (with individual championships) —both held in the summer. 


If you are interested in belonging to the FITF in the United States, please contact me, john@trompe.us or visit our USA website at trompe.us or visit fitf.org.   

Trompe Vocabulary:  Part of the mystique surrounding the trompe in the USA is a simple unfamiliarity with trompe related terms.  Below you will find, in no particular order, just a few of the important terms used in relation to the hunt and trompe playing.

Rallye:  the group or ensemble or associations such as Rallye Combreux specific for hunt groups or the Rallye Trompes, such as Rallye Trompe des Vosges specific for music groups.  Although groups names may begin often with Rallye, group names may also start with “Echos de –“  such as Echos du Pays d’Auge, or group names also begin with “Cercle,” such as Cercle Saint Hubert Bourbon Vendôme, or even start with  “Trompes de” – such as Trompes de Bonne. 

Radouci:  the “reduced” sound or soft playing accompanied by the hand-stopping technique for some notes the same as 

Tayaut: the articulation with the tongue between the lips giving an almost yipping quality to the end of the note, a unique embellishment assigned only to trompe.
Trompe:  non-translatable.  The trompe is not a horn nor trumpet,  neither is it the cor de chasse or any of Bach’s used nomenclature.  It is la Trompe de France and refers specifically to the instrument of the French Hunt tradition.  The French avoid the use of the word cor.
Piqueux:  the technician responsible of the hunt.  He is the steward not only of the hunt, but takes care of the hounds as well.

Èquipage: more than a hunting club it refers to the entirety of the hunt—includes horses, hounds, trompes, animals, etc. 

Hourvari:  the ascending glissando given to the first note of the chant and sometimes first note of the second phrase.

Ton de Vènerie:  the playing style specific to both color and rhythm of the music, with its main ornament, the tayaut, and not the actual the written notes (Ton Simple).   Not unlike swing in jazz. 

Venery:  the hunt.

Piqué:  the decisive, hard attack of the note.

Maîtres: the Master, or today, we might consider him or her the host.  Nobility or the land-owners were and still are still referenced this way.

Sonneur:  the player.  Also sometimes referred to as the ringer.

Great Sonneurs of the Past:

· Some of the greatest individual champions were Robert Lamouche (1899-1973), Pierre Dornez (1940-2008), Xavier Legendre, Benoit Garnier.

· The most famous groups are the Débûché de Paris (founded in 1929) and the Rallye Trompes des Vosges.

· The best “Radouci” players were Gaston Chalmel (1907-1993), and Bernard Heinrich playing still today.

· The greatest Bass champions were William Lamouche (1895-1973), Bernard Poidevin 

· (1953-1996) and Maurice Heinrich.

· At last, the greatest composers have been Tyndare (1850-1936), Gaston Chalmel (1907-1993) and Hubert Heinrich playing still today. 

51 fanfares from the Roger Laurent list of Fanfares De Circonstance et D’Animaux used in the Brevet de Sonneur Classé examination
Animal Fanfares—used to identify the animal

1. Le Renard—“The Fox”

2. Le Lapin—“The Rabbit”

3. Le Lièvre—“The Hare”  (larger than the rabbit)

4. Daguet—“a young 2 year old Stag”

5. La Discrète—“a 3rd  year-old Stag”

6. La Dauphine—a 4th year old Stag”

7. La Fanfare du Roi also known as the King’s Fanfare—“a 5th year Stage”

8. La Biche—“a doe”

9. La Daim—“a young fallow buck”

10. Tête Bizarde—“the rack of the stag is asymmetrical”

11. Le Chevreuil De Bourgogne “a roe deer of Burgundy”

12. Le Chevreuil “a roe deer”

13. Le Dix-Cors, Jeunement—“a young 6 year 10-pointed stag”

14. Le Dix-Cors, ou La Royale—“a royal mature stag 10 plus points”

15. Les Animaux en Compagnie—“a group of wild boars”

16. Le Sanglier—“a wild boar”

17. La Laie—“a sow or mother pig”

18. Le Balireau—“a badger”

19. Le Louvart—“a small wolf”

20. Le Loup—“a wolf”

Hunting Circumstances—used to describe circumstances  during the hunt

21. Le Terré du Renard—“the fox has gone into a whole in the ground”

22. La Plaine—“the animal comes out of the forest and into an open field”

23. Le Lancé—“dogs have picked up the scent and animal runs—chase is on”

24. Le Changement de Forêt—“the changing of one forest to another”

25. La Curée—“sharing of the animal with the dogs”

26. Le Débuché—“the animal goes away from the forest”

27. Le Change—“dogs mistaken smell or tracks of another animal not hunted”

28. La Vue—played when the animal hunted is lost and then sighted again”

29. Le Vol-Ce-L’est—“played when the tracker find the tracks at the beginning”

30. Le Bat-l’eau—“the stag goes into the lake or water”

31. La Sortie de L’eau—“the animal goes out of the lake or water”

32. Le Relancé a Vue—“animal is lost, reappears and dogs again pursue.

33. L’Hallali Sur Pied—“the standing animal is surrounded by the dogs”

34. L’Hallali Par Terre—“the death, dogs have animal on the ground”

35. La Sortie du Chenil—“releasing of the dogs from the kennels”

36. La Rentrée au Chenil—“the dogs are placed back into the kennels”

Other Circumstance Fanfares—used before, during and after hunt

37. Le Dèpart pour la Chasse—“the first departure of the hunt”

38. Le Nouveau Dèpart—“the second departure after quarry determined”

39. La Marche de Vènerie—“a parade of participants walk to starting point”

40. L’Arrivèe au Rendez-vous—“arriving at a meeting place during the hunt”

41. Le Départ du Rendezz-vous—“departing from the meeting place during the hunt”

42. La Calèche des Dames—“regarding women who follow the hunt from a carriage”

43. Le Retour de la Chasse—“return from the hunt”

44. La Rentrée au Château—“returning to the castle”

45. Les Honneurs—“presentation of quarry’s foot to special guest—person who is honored”

46. La Retraite Prise—“hunt successful, animal taken, returning to chauteau”

47. L’adieu des Piqueux—“goodbye to the manager of the hunt”

48. L’adieu des Maîtres—“goodbye to the host or master of the hunt”

49. Adieux à la Foret de Paimpont—farewell to the forest--played at the end of the day

50. La Saint-Hubert—melody used in the Mass of St. Hubert

51. Le Bonsoir—“goodnight to all”

