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INTRODUCTION

James Houlik has spent his life and career destidat the advancement and
exposure of the tenor saxophone. This thesis dentsrhis career as well as his views
toward music, teaching, and the instrument. Bex#insted information has been
published about him, this document is primarilydzhen interviews that took place in
Pittsburgh, Pennsylvania, in 2009 and by emailespondence in 2009 and 2010.

His extensive performing career has not only gitventenor saxophone exposure
as a concert instrument on an international leuebltso produced a repertoire to support
solo, chamber, and concerto appearances. Hosliésialization on the tenor saxophone
has led to numerous collaborations with compos&osdate there are over eighty works
dedicated to him, which are detailed in ChapteD8spite the fact that his career has had
the biggest impact in classical music, the majasithis early exposure was jazz, and he
continued to play with jazz bands throughout higoadion. When | asked Houlik about
this, he commented that, jazz or classical, toihisall just music.

Houlik currently teaches at Duquesne UniversitPitsburgh, Pennsylvania. He
previously taught at East Carolina University amel North Carolina School of the Arts
(recently renamed University of North Carolina Salhaf the Arts), simultaneously
maintaining adjunct positions at other institutiodss an educator, Houlik is focused on
preparing students for life after college, whichkdorm in a career development class he
initiated at the North Carolina School of the Artdoulik’s students have achieved
success in prominent positions in a variety of sie#hin the music field. His current

projects encompass a number of his long-standiegasts, including collaborations with



composers, varied performance projects, and hi/stuergonomics leading to the
development of a modified saxophone.

My decision to write about James Houlik stemsart from my own interest in
the tenor saxophone. Throughout years of reseay@nd performing pieces for the
instrument, | have routinely seen works dedicatekiiin. In the winter of 2008 |
contacted Houlik about the possibility of writing/rdoctoral essay about him and his
career. Upon agreeing, he asked if this meantihatas going to die soon, and | knew

in that moment that | was going to be meeting aifeding individual.



CHAPTER |
BIOGRAPHY

Growing up on Long Island

An “unsophisticated time and unsophisticated plaehow James Houlik
describes his formative years in his hometown of Bhore, New York, where he was
born on December 4, 1942. Bay Shore is locateith®south shore of Long Island and is
approximately fifty miles from Manhattan, thoughtlaat time its residents would rarely
travel there. It was a sleepy fishing town, pred@ntly middle class, with the wealthy
residents living along the bay and with very lifheverty, if any. The landscape included
beach and ocean to the south and forest to thh.ntinvas exactly what one would
imagine a fishing community to be, complete withatehbones scattered around tofvn.

Houlik describes his mother, Carolyn, as the “h@ngineer® of the family. His
father, James Houlik, Sr., worked for Grumman AiafCuntil the age of fifty-seven. He
held a variety of positions with the company —tinige there included a stint working on
the Lunar Excursion Module — before retiring ag@pction manager. Houlik’s one
sibling, Nancy, is a nurse administrator.

One of Houlik’s first jobs, beginning when he wasven years old, was working
for a ferry company owned by his mother’s sidehaf family. The ferry traveled to Fire
Island, a small strip of vacation land south of §gdsland. The summer homes on the
island, owned by celebrities and wealthy familigsre only accessible by the ferry,

which made twelve to fourteen trips per day dutimgbusy season from Memorial Day

! James Houlik, interview by author, digital recogli Pittsburgh, Pa., 27 July 20009.
? Ibid.

% Ibid.



to Labor Day. Houlik’s job was to collect faresiin the passengers once on board, and
during the rest of the trip he was free to do wieatvished. Entertainers would also
travel to Fire Island for performances. This intEdd many of the top jazz musicians of
the time; Houlik remembers collecting fares frona amteracting with Coleman Hawkins,
Cannonball Adderley, Oliver Nelson, and Benny Goadnio name a few. He also
recalls conversations with Max Gordon, owner of\iage Vanguard. These men had
a dramatic, life-changing influence on Houlik. teuld talk to them about their careers,
music, and other musicians, and they would in taoommend jazz recordings that he
would immediately purchase upon his return homeictviof Houlik’s early exposure to
music was through meeting these men and listewnimgdordings and the radio. He
recalls lying on the floor and listening to houndplive broadcasts from Birdland.

Houlik attended and graduated from the Islip Sthebere all levels of
education, elementary through high school, weratktin a single building. Musically-
speaking, the school had a suitable facility agod@d band director named Harvey Egan.
Egan was a strong musician who placed emphasisetwdy) a quality he passed on to
his students. In addition to his leadership oflibed program, he also taught a class on
music theory, which was not a common practice ipliptschools at that time. Islip
lacked a marching band, which, in addition to givitgan the time to teach music theory,
gave the program a chance to focus on concert lderature.

Egan started Houlik on clarinet in the fifth gradde found little success on the
instrument and states, “It couldn’t get much wdrseo he switched to tenor saxophone

at the beginning of his seventh-grade year. Theesen of tenor saxophone was

4 Ibid.



partially influenced by his uncle, Fred Zegel, whas in high school while Houlik was
in elementary school. Zegel was a talented temooghonist and performed often with
his own jazz band; Houlik first heard him play la tslip School and, unlike any other
instrument he had heard, was instantly attractebdesound of it. Choosing the tenor
saxophone instead of the alto did not seem likerarsual choice to Houlik as many
rock-and-roll and jazz saxophonists played tertde.found instant success and gladly
left the clarinet behind.

Weekly, Houlik had a lesson at school with Hartagy@n and then would come
home and have a lesson with his uncle. Some abtbecises that he was studying were
from theUniversal Methody Paul DeVille, and he was also practicing ovess)
altissimo, and what he describes as “good, melwmdisic.”® He was simultaneously
learning a number of “tunes” that he would occaallyrhave the opportunity to play
with his uncle’s band. At these gigs he wouldrsihe back until it was his turn to come
forward and play on one or two pieces. He soortestdis own dance band, Jimmy
Houlik and the Nomads, when he was about sixtearsyad.

The band rehearsed after Houlik’s lesson with hdaiand got paid to perform
gigs at the Elks Club, firehouses, weddings, aedike. To advertise and secure jobs,
Houlik designed and mailed printed materials. Bseshe was not old enough to drive,
his father would chauffeur the band then return édonsleep in his recliner until it was
time to pick them up again. Houlik also acquiredfprmance experience through school
activities. He routinely participated in All-Staaad the New York State School Music

Association solo and ensemble competitions.

® |bid.



In addition to listening to recordings, attendirmgcerts influenced Houlik’s
musical development. He would often attend thetl$8ay Jazz Festival where he
would hear musicians such as Paul Desmond and Tagibr. The only orchestra that
Houlik heard before going to college was a singldggmance of the South Shore
Symphony. His uncle took him to the concert beedigurd Rascher, one of the first
masters of the saxophone, was scheduled to petf@@oncertino da Camerhy
Jacques lbertAfter the concert Houlik went backstage to measdher and to get his
program autographed. While Houlik owned recordioRascher’s recitals, he found
that hearing him play in person was a profoundffedent experience.

He graduated from the Islip School in 1960, angimwas his strength during his
time in high school. “I guess it was the only thindid well, but | don’t recall taking it
that seriously; | mean, | wasn’t a nefd Regarding his schoolwork, he states that “I just
wasn't that interested’though he later discovered that he was quiteligégit and found
a particular interest in English and writing. OalérHouik describes his childhood as a
“Norman Rockwell kind of life.?

Studies at State University of New York at Fredonia

During Houlik’s senior year of high school he dsd to apply to the State
University of New York at Fredonia. Representaifi®m colleges and universities
contacted high schools to set up times and locatiomeet with prospective students;

SUNY Fredonia’s meetings, which also served asuditian time, took place in a hotel

® Ibid.
" Ibid.

8 Ibid.



in Manhattan. There were no set audition requirgmso Houlik played whatever music
he was currently working on. It was the only sdhw®applied to, and he was accepted.
He enrolled in the fall of 1960 and immediatelyiségred as a music education major as
he had aspirations of becoming a high school baredtdr. This was due in part to the
great respect he had for his band director, HaBgan.

There were very few performance opportunitiesratl&nia. The school lacked a
university jazz ensemble, and saxophone quartats ma organized. Students were not
required to perform in end-of-semester juries @areperform a senior recital. Weekly
recital hours were available as an opportunityeidgym but were optional. One
performing ensemble that did exist was a wind bardch toured often, and Houlik
states that the conductor, Dr. Donald Hartman, avasperior musiciah. The band
focused on concert literature and did not marctsparting events.

During his time there, a group of musicians at SUfedonia decided to form
their own jazz ensemble. Don Menza, who lateredwyith and wrote music for
Maynard Ferguson, Stan Kenton, and Buddy Rich,evaod arranged the majority of the
music for the band. Houlik states that Menza haérmendous impact on him and that a
friendship developed between thémDuring their initial years at SUNY Fredonia, they
lived in a house together with other jazz musicidid&zz was always playing. In the
morning the needle would go on, and you wouldrketa off until the end of the

nll

night.

% Ibid.
10 bid.

1 bid.



Houlik also continued to perform with his own jeazsemble as many members
of his band, Jimmy Houlik and the Nomads, atter8l6#lY Fredonia. At this time, they
re-formed under the name Jim Harris Orchestra Isecpeaople had a hard time finding
the name “Houlik” in the phone book. They giggdido, including performances at
college bars, weddings, and proms. Houlik oncengg@moted the band through
mailings he produced.

SUNY Fredonia’s academics were strong, and itleas that Houlik was able to
fully explore his interest in language. He toolkemsvspeech class that was offered,
including upper-level classes that were compridetbst entirely of speech majors.
Regarding his musical studies, Houlik researcheednskvely on his own. At the library
he would examine periodicals, searching out thedwsaxophone.” He would find
articles specific to the instrument but would dtsak for mentions of performances
featuring saxophone, and from these listings heptlesha catalog of saxophone
compositions.

While at SUNY Fredonia, Houlik practiced many roaach day, routinely
arriving at school early and staying well into theening. He got to know the night
janitor so well that he occasionally had dinnethatjanitor's home. His rigorous
practice schedule paid off when Houlik won the SURPédonia Concerto Competition,
performing theConcertoby Frank Erickson. The piece was originally congub®r alto
saxophone, but Houlik reworked the solo part tpé&dormed on tenor. The award for
winning the competition was the opportunity to pemi the piece with the wind band.

Houlik’s first saxophone instructor at SUNY Fredmmias Jim Pyne, who, along

with his teaching position, held the position ahpipal clarinetist with the Buffalo



Philharmonic Orchestra. Unsatisfied with his lesswith Pyne, Houlik studied with
William Willett after his first semester. Clarines Willett’s primary instrument,
though he also played and taught saxophone. lawatuable opportunity for Houlik as
Willett was friends with Sigurd Rascher.

Houlik, until he was twenty years old, continuedytbohome to Long Island
during the summers to work on the ferry. At thiaiet, one of his other relatives held the
position of administrative assistant at the BrosddmaNational Laboratory, which is a
research facility for nuclear energy. After recaegFBI clearance, Houlik took a
summer job there as a night janitor. The job wagtired in such a way that the work
could take no longer than four hours, and Houlikuldesspend the remainder of his shift
practicing. When he arrived at work his boss wasdl him if he brought his saxophone,
and, when Houlik stated that he had, he was as$ignelean the weather station because
it was far from everyone else. Toward the endefrtight his boss would venture there
in an effort to hear Houlik play.

In 1964, Houlik graduated from SUNY Fredonia watbachelor degree in music
education. He particularly recalls great expemsnglaying in the unofficial jazz
ensemble and as a freelance musician. It wasglthia time that he started his own
teaching studio, had his first pieces composedifor, and had his first performance as a
soloist with a large ensemble.

Studies at University of lllinois at Urbana-Changyai

While a student at SUNY Fredonia Houlik had agsha night manager at a hotel
on Lake Erie where Danlee Mitchell, a percussiarfggsor who was a one-year

sabbatical replacement for SUNY Fredonia’s prinfaofessor, occupied one of the
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cottages. Houlik soon discovered that Mitchell wagaduate of the University of
lllinois at Urbana-Champaign, which often becantepac of conversation because
Houlik was researching graduate schools. Othaowghe was considering were to
study with a young Fred Hemke at Northwestern Usityg in Evanston, lllinois, or with
Larry Teal at the University of Michigan in Ann Avhh Michigan. One of the primary
reasons he was interested in attending lllinois bexsuse of a contemporary music
festival that the university hosted every othemryeghe year Houlik was to enroll was a
festival year, and, with some convincing from Milhhe decided to attend lllinois for
graduate studies.

Houlik describes the academics at lllinois as ¢pégood courses with brilliant
professors** Due to the contemporary music festival, he fohimiself in classes taught
by such composers as John Cage, Luciano BeriopiViBabbitt, and Luigi Dallapiccola.
It was a very educational time for Houlik, part@dy because he could hear quality
performances of new music.

Willis Coggins, Houlik’'s saxophone professor #inblis, was a clarinetist like
many of Houlik’s past teachers. In lessons it mandated that he play alto saxophone
and study alto repertoire. Much like his time sgdonia, Houlik spent many hours a day
studying in the library and practicing. He becdnmends with the music librarian,
Johnny Cranford, who had his own dance band, thenjoCranford Orchestra, and soon
hired Houlik to play tenor saxophone in the bamtie group performed often, usually

six nights a week.

2 |bid.
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Houlik also performed in the University of lllimband, which was under the
baton of Mark Hindsley. Hindsley was one of thedieg band directors of the time, and
his ensemble often performed transcriptions bechasd repertoire was quite limited in
comparison to today. Otherwise, performing ensemilere limited; he performed in
the contemporary ensemble, but the department whewt saxophone quartets, and the
jazz band was more of a semi-professional ensethatea university group. Houlik did
not have the opportunity to perform with the jazané, but did not mind because he had a
busy schedule of paying gigs.

Houlik states that he learned little during hmdiat Illinois and that his lessons
there were quite unproductive. What he did takayawas the opportunity to “jump
ahead a century” through his first exposure to tgande music and the formation of an
idea that career development was an important togie studied® He also continued to
gain experience as a private teacher and as apenpmusician. In the summer of
1965, after only three semesters, Houlik graduatiéidla masters degree in music
education.

Studies at Ball State University

After finishing his masters degree Houlik decide@pply for a Fulbright grant to
study with Marcel Mule in France and wrote to hitatisg his intent and interest. A
short while later, Houlik received a denial leséating that to be accepted he would have
to play alto saxophone. He did not pursue it ferrthAt about the same time, Houlik
heard that there was a new doctor of musical &gset program being established at

Ball State University in Muncie, Indiana. He haghhd recordings of the saxophone

13 bid., 17 December 2009.
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professor, Cecil Leeson, and the prospect seenoediging. After meeting with Leeson
he decided to start his doctoral degree in saxaplpenformance.

One of the benefits of attending Ball State Ursitgy was that he was hired as an
adjunct instructor with the responsibility of teawaclarinet to the music education
majors and music minors. The saxophone studioghiewy took him by surprise. First,
there were few saxophonists studying at Ball Sthtizersity. Second, he realized that
Leeson wanted to re-make him. Leeson referredstdésired tonal concept as
“glowing,” which Houlik understood to mean a brigind shrill tone. They were
constantly at odds, and essentially the time wastsat a stalemate. Lessons were very
abstract and were spent working out of the GaPr@eés scale book, never on a piece of
music. Houlik did not enjoy any aspect of it.

Similar to his previous schools, Ball State Unsigrlacked performing
opportunities. Houlik never played in a universtysemble of any type but instead took
matters into his own hands and made opportunitiekifnself as he had done during his
previous studies. There was a saxophonist at®ate University named Lee Patrick
whom Houlik knew because they both had studied ®igurd Rascher at Eastman
during previous summers. Patrick was beginningifasters degree at Ball State
University, and he and Houlik became friends. Hochme up with the idea that they
should organize a duo concert tour. Patrick’soasbility was to arrange a few pieces
while Houlik’s responsibility was to promote thesemble and schedule concerts.

One of the duo’s performances was at the Uniyedditouisville in Louisville,
Kentucky. It was at that concert that Houlik pladrio give the premiere performance of

the TuthillConcertq which had been composed for Leeson, though henéaer played
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it. Houlik was interested in performing the pidne knew that Leeson would not give
him the music, so Houlik wrote a letter to Tutlaiflking for a copy. He had the letter
sent from his home address on Long Island so Twtilild not realize his connection to
Leeson. Shortly after, the tenor saxophone anubpparts arrived, and the premiere
performance was given unbeknownst to Leeson.

While Houlik did not feel his lessons with Leesoare productive, touring with
Patrick proved to be very educational. He leatmaa to put a tour together, book dates,
and assemble programs. As he was finding suceebs@wn and was disappointed in
his studies with Leeson, Houlik decided to leavé Btate University after one year to
begin looking for employment.

Studies with Siqurd Rascher

It was during Houlik’s first year at SUNY Fredortteat Willett introduced him to
Sigurd Rascher, saying, “Why don’t you play for Rifif Houlik did, and after the
meeting Rascher invited Houlik to study with hinEaistman during the summer. This
was of great value to Houlik, and he routinely g@eweek there during the summers of
his college years.

Houlik found these lessons to be an eye-openingréxpce. One of the aspects
of his studies that had the greatest impact onvids that Rascher was an intellectual,
sophisticated individual who believed that musiswahoughtful activity and who put
his focus on the music, not just the techniquefoiestudents arrived for summer
studies, Rascher sent out a sheet of music thegdauar lines, rhythm, meter, dynamics,

and articulations — it would essentially just beegsies of noteheads. It was the

% |bid., 27 July 20009.
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responsibility of the students to figure out thega from there, and Houlik recalls it to be
a great exercise in phrasing.

In lessons, students chose what they would likdag for Rascher, and he would
base his teaching on that. He did not use lessantb technically work a piece from the
ground up, but rather the time was spent discugbmghoices that the student made in
playing the piece and deciding what could be chdmmgemproved. Houlik learned the
importance of viewing the piece as a whole, puttimgmusic into words, and making
intentional choices throughout the piece. In lasghey also discussed alternate
fingerings and how such options are not personaicels but are expressly dictated by
the music. Rascher was known for his control i§silmo. While teaching a session on

it, Houlik recalls Rascher saying “This is harddamu will probably fail, but we can

»15

try

Throughout Houlik’s career, he stayed in contachwascher. Rascher asked
Houlik to perform within a large ensemble at thecs®l World Saxophone Congress,
primarily because there was a significant tenopbparne solo in one of the pieces.
Houlik agreed, and it was through this exposurelteavas invited to perform in Japan,
his first of many tours in Asia.

On another occasion, Steven Mauk, professor ofgexte at Ithaca College in
Ithaca, New York, invited Houlik to perform as afiered soloist at a North American
Saxophone Alliance Conference held in Ithaca. &tkdnly a very brief rehearsal with
the ensemble before his performance. Houlik watkedtage, bowed, and was surprised

to see Rascher sitting in the audience. Aftepgrdormance Rascher came backstage,

5 bid.
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shook Houlik’s hand, and said, “You shake hands yi&u play.” “I’'m not sure what you
mean,” replied Houlik. Rascher asked, “Who waatshake hands with a doughnut?” A
puzzled Houlik stated, “I'm still not sure what ymean.” They stepped to the side and
Rascher proceeded to compliment Houlik, “You areansaxophonist, you are a
MUSICIAN.” He then put his finger in Houlik’s bglland joked, “Lose twenty
pounds.*® This was the last time they spoke in person leeRascher died in 2001.

Houlik enjoyed studying with an intellectual, someavho took a rational and
intelligent approach to music, while also placimgphasis on phrasing and musical
interpretation. Such aspects of Rascher’s teadimegme fundamental to Houlik’s
approach to the instrument.

Faculty at East Carolina University

After Houlik decided to leave Ball State Universityd pursue a job he received
offers from Bluefield State College in Bluefield,8at Virginia, and Xavier University of
Louisiana in New Orleans without interviewing aher school. At that time colleges
and universities found their faculty through comparthat would match potential
teachers with schools as per the schools’ statetiar Houlik also received an
invitation to come interview at his own expens&ast Carolina University in Greenville,
North Carolina. He discussed the position witkelitv University of lllinois graduate
who was employed by East Carolina University ancld$=l to take the interview. It took
place during the summer, which limited it to penfiang a small recital and a meeting
with faculty and administration. Because a piamas not offered for the recital Houlik

played unaccompanied repertoire. During the perémce he found himself educating

18 |bid.
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the committee about the music he selected, aswkey unfamiliar with it, and the
exchange gave him the sense that he would fit ihwith the rest of the faculty.

East Carolina University offered Houlik the positim 1966, and he became the
University’s first full-time saxophone professdilis responsibilities were to build a
saxophone studio and to teach a woodwind techratass. He did not feel comfortable
or qualified to teach the woodwind class and gyickktructured it so that specialists on
each instrument taught their respective sectionkewle taught the saxophone part and
oversaw the class as a whole. Houlik’'s saxophtudisquickly increased to thirty-one
students, including graduate assistants. He veashated by Catholic University of
America in Washington, D.C., to be an adjunct pgsée, and those students traveled to
Greenville for their lessons with him. This wase #tart of a very successful teaching
career.

While at East Carolina University Houlik continuedperform often. He began
working with a pianist by the name of Paul Tardithwwhom he played a variety of
different gigs and tours. Houlik was routinelyddrby other musicians to play in their
bands, and he also organized a chamber group ndanees Houlik and Friends that
included oboe, clarinet, tenor saxophone, and eaflgtpiano. They commissioned
pieces by Seymour Brandon, Gregory Kosteck, Maraimb, Richard Lane, and Paul
Harvey. It was during this time that Houlik starfgerforming frequently as a featured
soloist with large ensembles, the first of whichsvaé Davidson College in Davidson,
North Carolina, where he performed William DuckvnstFragmentswith the North

Carolina Intercollegiate Band in 1967.
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Faculty at North Carolina School of the Arts

In his fourth year of teaching at East Carolinaudnsity he received a telephone
call from Robert Ward, who was the president ofMoeth Carolina School of the Arts at
the time. He was looking for a saxophone instnuatal wanted Houlik to teach part
time. Houlik was interested in the position, aedWas also interested in having Ward
compose a piece for him. Negotiations took plaogl, eventually an offer was made.
After clearing it with the dean of East Carolinai#nisity, Houlik became an adjunct
professor at the North Carolina School of the Aatg] from 1970 to 1976 he taught at
East Carolina University full-time and the NorthrGlana School of the Arts part-time.

The program at the North Carolina School of thesAvas not growing as fast as
it could with the influence of a full-time facultygember. In 1976 Houlik received a call
from the assistant dean asking if he would be @stiexd in teaching there full-time as
professor of saxophone and director of specialegtsej which was later changed to
assistant dean. His administrative duties weradinde dealing with external affairs,
since he already had many years of experienceitepelithin the state, and to assist in
recruiting. As a professor he was to establisirgelr saxophone studio and to develop a
jazz program.

Houlik decided to accept the position but only lbe tondition that he would be
allowed to teach a class on career developmenth €des agreed, and he left East
Carolina University in 1976 to begin his full-tinpesition at the North Carolina School
of the Arts, becoming their first full-time saxopteprofessor. Houlik considered this

move to be a “happy situation’” During his tenure at the North Carolina Schoadthef

7 bid.
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Arts he also held adjunct positions at Boston Ursig, Duke University, and Wake
Forest University.

The idea of offering a career development clagsestavhile Houlik was
completing his masters degree from the Univerditylinois, and he became fully
convinced of its importance while he was splittimg time between East Carolina
University and the North Carolina School of thesAriAt the end of a student’s senior
year, East Carolina University music faculty woblild a meeting with the student to
discuss his or her plans after graduation. Howbk dissatisfied with many of the
answers that were given. He discussed this wétctair of music education, voicing his
concerns that students were not being preparettiéaieal world. Upon graduation they
did not know how to handle the six-figure budgdtpublic schools, how to manage
public relations, or how to survive independenthjiligetting a job. These were just a
few of the topics that Houlik aimed to addressisidareer development class.

The class was designed to be year-long and todecduwide variety of speakers
including performers, lawyers, accountants, graplegigners, and financial advisers.
One of the ways Houlik secured performers to spezk by going to the Winston-Salem
Symphony and talking with the guest performers.wdeald buy them lunch in exchange
for an hour of their time in front of the classopics discussed throughout the course
included contracts, copyright, resumes, establigshiprivate studio, and developing
public relation materials, among others. Houldtas that one of the primary things he
taught was awareness. “Where are you going ta fiee years, what do you have to do

to get there, and how much money do you expece tméaking? It is important for
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students to think of their careers in this graptiéy.”™® Many students have taken this
class, and many have found jobs in music. It migiithave been the jobs they originally
thought they wanted when they were in college they are successfully working in the
music field®

Houlik continued to maintain his active performasciedule during his years at
the North Carolina School of the Arts. He no lonigel his own bands but was hired by
a variety of others, including performances witre Hour Tops, The Platters, and the
Tommy Dorsey Orchestra. His solo career also grew.

In 1978 Houlik decided to challenge himself byaaging a performance in New
York City at Carnegie Hall's Recital Hall. He dded to perform with pianist Scott
Schillin, the other assistant dean at the Northol@@a School of the Arts, who Houlik
continued to play with for years in both jazz afassical performances. He promoted
the recital similarly to how he had been promotinggigs since he was a teenager. He
mailed promotional materials to critics in New YdRy, later sending follow-up
materials that were intentionally left out of thestf packets so that they could serve as a
reminder. His promotion included purchasing adserg space imThe New York Times

Houlik struggled with stage fright throughout hfe and, despite the fact that he
had been performing extensively for years, his EgimHall performance was no
exception. One way Houlik worked to combat thiswg starting the concert with a

slow, lyrical piece. This provided him with thepmptunity to “reassure the audience,

18 Ibid., 28 July 20009.

9 bid.
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hear the acoustics, and calm dovh.The concert went well, and he received positive
reviews fromThe New York TimeBlewsdayand theDaily News Houlik states that the
performance “grew out of being in an environmerthvpeople who were living that

Iife,”21

as his colleagues at the North Carolina Schoti®fArts were pursuing similar
professional activities.

In 1981 he booked another performance in New Yatk ¢his time at Alice
Tully Hall of Lincoln Center. The performance wsheduled on Adolphe Sax’s
birthday, and Houlik decided to hire a New York cert promoter. With his help,

Houlik was scheduled to meet with the head musitewof TheAssociated Pres®

discuss the upcoming performance. The receptioarbe larger than Houlik had
anticipated, as it was assigned as the top-leog} $hat ran in papers from coast to coast.
The publicity was overwhelming, and it subsequelgid to extensive coverage of the
performance and to outstanding reviews.

In 1983 Houlik’s colleague Robert Ward completeel@oncertofor tenor
saxophone and orchestra, the piece that Houliklelds/ing to have composed at the
time he was initially hired at the North CarolinehBol of the Arts. It was premiered
with the Charlotte Symphony Orchestra with Warddrgrting. In 1995 Houlik received
the rare opportunity to perform for the Presiddrthe United States. Because the North
Carolina School of the Arts was a newer institutirey had hired a public relations firm

to assist in school publicity, and this firm hadcanection to the White House. Houlik

was engaged to perform there for President BilhSh, as he and some of his students

20 |bid.

L Ibid., 27 July 2009.
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were selected to perform for the Medal of the Amsrd ceremony. They were first to
perform and were followed by the Air Force Band.

Due to inclement weather the private plane thatethastering everyone from the
North Carolina School of the Arts had to land atl&aiInternational Airport instead of
Washington National Airport (now Ronald Reagan Wagton National Airport).
Therefore, the scheduled limousines were unalyéctothem up so they took taxis to the
White House. As guests rarely arrive at the WHibeise in taxis they had to convince
security that they were scheduled to perform, aeg tvere then sent to a room to warm
up. Shortly thereafter, a young staffer came aiditoulik that the President would like
to see him in the East Room before his performagmee he soon found himself
discussing music and the saxophone with Presidér€liBton. After the performance,
the staffer approached Houlik and said that thsigeat would like to see him again and
to have him play once more. He presented a skoital before the President had to
leave to attend the award ceremony banquet.

Commissions and Dedications

In addition to performing almost exclusively o tienor saxophone, Houlik has
promoted the instrument by expanding its repertoite the many pieces that have been
composed for him. To date there are over eightsksvoommissioned by and/or
dedicated to him, many of which were made possibleugh commissions and grants he
received.

“I have raised a lot of money. | could not haveedhe things | am doing

without raising a lot of money. | have taken vbitye from the institutions that |

taught at because it was never enough; it woultBwve made any difference. So
| have written a lot of grants and been succegéful.

22 |bid., 17 December 2009.
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Many of these pieces are for the tenor saxophorgeatured soloist with the
accompaniment of large ensembles, either symphhestras or concert bands.

One of the more significant pieces written for llowas composed by Morton
Gould. It is titledDiversionsand is for tenor saxophone and orchestra, thauggmibe
performed with piano reduction. It is a five-mowamwork, and the timing is
approximately twenty minutes. A Pulitzer Prize men, Gould was an American
composer and conductor. Houlik’'s manager recomee ot he contact Gould to
commission a piece, and, though Houlik initiallysyanconvinced, he quickly changed
his mind after hearing a piece of Gould’s on théiga After much correspondence
Gould agreed to write the piece.

Another Pulitzer Prize winner who wrote a pieceHoulik was Robert Ward,
who is a graduate of the Eastman School of Musicthe Juilliard School of Music.
Ward was the dean at the North Carolina Schodi@#rts when Houlik began teaching
there, and while Ward was attempting to persuaddikito teach at the school Houlik
was attempting to persuade Ward to write a piecéifa. In 1983 th&€€oncertofor tenor
saxophone and orchestra was finished and premwtledVard conducting.

These are just two of the many significant piegatten for Houlik. Often the
composers that Houlik works with write more thar @mece for him, which is especially
true of his colleagues Gregory Kosteck, who wrateggeces for Houlik, and Sherwood
Shaffer, who wrote nine. Houlik met Kosteck attHaarolina University when they
were both teaching there and met Shaffer whenwrezg both at the North Carolina

School of the Arts.
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With the repertoire his commissioning work has leisthed, in addition to other
tenor repertoire and arrangements, Houlik perfamasy times each year including solos
with All-State Bands, military bands, community emgbles, and professional orchestras
all over the world. Houlik has repertoire that ¢am wide variety of themes and genres,
including children’s shows. For examp&poufie The Saxophoty Marvin Lamb was
composed for Houlik and is scored for tenor saxoghend orchestra with narration by
the conductor. In addition to being entertaining ahowcasing the tenor saxophone, it
teaches about discrimination, as Sroufie is n@ file other members of the orchestra.

Many of the works composed for Houlik have becotaedards in the tenor
saxophone repertoire. In addition to the abowe;gs that have been commissioned by
and/or dedicated to Houlik include Michael Cunniagts Trigon, William Duckworth’s
Pitt County ExcursionsNalter Hartley'sPoem William Schmidt'sSonata John
Worley’s September SonagtandRussell Peck’dhe Upward StreamHoulik’s
relationships with composers, ability to fund corssnns, and dedication to promoting
the tenor saxophone as a solo instrument has peddarc extensive repertoire.

Current

Houlik became eligible to retire from the stateeational system of North
Carolina in 1996. He decided it was time to lookd new location, as “change provides
opportunity for growth.®® After a performance with the band from the Indian
University of Pennsylvania in Indiana, Pennsylvahmmet the band director from
Duquesne University in Pittsburgh, Pennsylvania. tifey talked, Houlik let it be known

that he was looking for a new job, and by the nmaduflthe next week they had made an

23 Ibid., 28 July 2009.
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offer. He later had an informal interview and @m&gd a short recital for the faculty.
Throughout his career, Houlik has not followed iiadal methods in obtaining jobs. “I
have never come in the front door. The job at B@uld be the closest | have come to
the front door.®*

Since 1996 Houlik has been the professor of saxpland chair of woodwinds
at Duguesne University. He maintains a studiobafiud twenty-four students majoring in
a variety of areas of music. “l do not distinguidhtake them all®® His students all
perform in quartets as “that is where the actictfisHe supports his students in musical
competitions, but he does not favor the competiticotess as he feels the winners are
not usually the best musicians but rather the rt@as$iically proficient players.

He performs as a soloist approximately six to eighes per year with bands and
four to six times per year with orchestras. H®e ales to arrange two tours each year
with a pianist, with each tour consisting of ugetght stops and including teaching a few
masterclasses at different schools where he pesfoifo promote his concertizing and
secure these performances he sends out many patke#serials every year to
conductors all around the world.

Extending his teaching to many different groupstatients beyond his studio at
Duquesne University is a priority for Houlik. Haavels to teach in Taiwan every other
year, and in 1990 he started his Summer Saxophetred® at Wildacres in North

Carolina. As it nears its twentieth session, te&&at continues its purpose that has

24 |bid., 17 December 2009.
%5 Ibid., 28 July 2009.

28 |bid.
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allowed saxophone students of all ages and abilitieenjoy and grow from the
experience.

In 2007 Houlik co-authore@ihe Complete Saxophonist: An essential resource for
the serious saxophonigtith one of his past students, Eric Lauver. Thekocovers
Houlik’s pedagogical methods, covering a range afemal including assembling the
saxophone, breathing musically, articulation, aitdato. The last third of the book
features melodies to reinforce the concepts alrelesbussed. He is considering writing a
more comprehensive method book in the future.

Houlik is currently working on the developmentaoiodified saxophone. He is
interested in science and anatomy and, after stgdizie hand, decided that changes
could be made to the saxophone construction taredit® certain performance injuries.
Overall, he has made about thirteen alterationshidnze been applied to soprano, alto,
and tenor saxophones. He also has developedriestdoulik mouthpiece that has
already been in production for several years.

To date Houlik can be heard on a number of comghiack. His solo recordings
includeTenor TapestrandAmerican Saxophone&vhich is soon to be re-released. Other
recordings includ&@he Upward Stream: Music of Russell Peck; Nightteay, Music for
Winds; Robert Ward: Jubilation Overture, Symphomy & Concerto for Saxophone,
Sonic StructureandOrchestral Music & Concertos by Eric Ewazesoon to be released
are a recording of the saxophone music of Shen@adfer and a solo recording titled
On Wings of Song

It is probable that Houlik has, throughout his eayelone more for the concert

tenor saxophone then any other artist to datemgdatains his mission to perform for



“the great unwashed...When | play for a group of peegho really don’t know the

saxophone, | leave the instrument in a better plaae | found it.?’

2" Ibid., 27 July 2009.
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CHAPTER 2
INTERVIEW

Performing

Sandberg: How do you prepare for a performance?

Houlik: One of the things that | do rather religiouslpig checks in the margins next to
those lines where the challenges reside. As Igritb@se spots are there to vex me, the
quality of the rest of it will go down a little biin anticipation of and then looking back.

| work pretty hard, but | am not a relentless, nhsd practicer. When | hear it | knock
on the practice room door and tell them that threygetting absolutely nothing done —
we throw ourselves at it and we mean well, butehemnothing going on. No cognition is
happening. In my case, | come into the practicerand I'll start at the back of the
piece and go forward. | will work only those higjited spots where there are
difficulties, because where else am | going to grolam not going to grow where it
falls easily. | practice with huge specificitynéver play from front to back. There is no
point — | know where the issue is. | have thiskoaith HP on the cover, which stands
for hard parts. They are divided into technicatiss and altissimo issues, and | do those
licks everyday. That is my etude book.

Sandberg: So you don't follow a routine in preparing foparformance?

Houlik: What does that have to do with the reality of¢lieumstance? All of these
pieces are different as are the difficulties that@esented to me. | have to go according
to what the piece tells me — | am alert to the ieklet each piece educate and direct me.
That is the goal. If | apply the same method terg\piece, | am going to get a more
similar product then the composers perhaps hopeddae of the things | know is this,
because | have had [more than] a few new piece® @mnoss my stand: take the first
eight bars and prepare them as if for performafidet will tell you so much.

Sandberg: How do you program recitals?

Houlik: Variety. There is historical variety. We justie to come to grips that we must
be thieves, and that doesn’t bother me in the &&h In some cases | think we are
capable of giving better performances of some eftlusic that we steal from other
instruments than those folks could have given tledves. | do song sets, and sometimes
they may be theme-driven; there are lots of sohgshave to do with seasons. In the
process | almost always read some of the lyriceredfplay those pieces. We are so
convinced that the music is so beautiful that tindience will get it — what is wrong with
giving them the first or closing line that makesatevident what it is really about? |
don’t play a recital without speaking from the stamless there is a dramatic theatric
reason not to.

Sandberg: How did you start getting booked as a “conceatXaphonist?
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Houlik: We had a big concert series at East Carolinadysity, and they had file
cabinets full of materials from managements, seked for permission to look through it.
| began immediately to get an education on how warks. Although my product did
not match theirs, | began to find the words thhlught | should steal to describe what it
was | was hoping to sell. | did mailings to cotggesenters all over the Southeast. |
had listed the HartleRetit Suite which | didn’t own. | got a call from Walter Héey,

who was the chair of the music department at D&wdkins College in Elkins, West
Virginia, saying that he would be interested inihgune come and certainly play his
Suite In addition to saying | would love to, | alsougiht a copy of hiSuite By the

time | got there he had written tR@emfor me. So, | had some success and began
picking up [concert] dates.

Sandberg: How about your first performance as a featurddist®

Houlik: Bill Duckworth and I had lllinois in common — weere not there at the same
time, but you sort of are in that “fraternity.” ks running the contemporary festival at
what was then called Atlantic Christian Collegewvent over and played the festival, and
he then wrote me my first piece with band, cafedgments There was an all-collegiate
band at Davidson College and | went over and plalyegremiere, and that gave me the
opportunity to storm ahead and get a few more ftdksrite band pieces — some of
which don't see the light of day, which is a sharhbegan to push the band thing a little
bit. | ended up in front of All-State bands in ktla, Alabama, and Mississippi, and |
kept adding pieces.

Sandberg: Do you perform by memory?

Houlik: No. It has never been that much fun. We nowakabout learning styles.
When | stand in the studio, | just wonder — wasdllly this aware before we really
identified these types of things? | am a visupkty For me, pianists memorize for
obvious reasons — they can't turn the pages. Istagents want to memorize I'll be
helpful, but | don’t see it as a requisite.

Sandberg: How are you able to perform as often as you do?

Houlik: The repertoire is one of the answers, isn’tWell, where are the outlets? You
know whom we are not serving? We are not servamgrounity bands. They are
wonderful. Many are very good. | love playinglwihem. You can play with a regional
orchestra where the people are not making enougtemehey may be just a little
cynical, and you can smell it. It's in the airotYgo into the Charlotte Concert Band and
those people are so excited, enthusiastic, andopass. Of course it is not as good as
playing with the Phoenix Symphony, but that is eatirely what it is about! So | think
we need to see where we can do some good. | lmeeall sorts of crazy things, so the
answer is how to make it interesting.

Another way is how do we hustle? | know that engaithe communicatiode jour, but
actually a fax has a slightly different impact 4sita piece of paper — so | send them and
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say that | will follow up. Then a package arrivefter the package arrives, the phone
rings. Most of us don’t have the stomach for that.

Sandberg: What were some of your most memorable performsthd@bviously,
Carnegie Hall would be one of them.

Houlik: That was [just] a recital. The memorable onestlae¢ ones where | stand in
front of an orchestra and actually do combat. &l the world premiere of the Russell
Peck, because it was such a musical journey. louMoave to say, the premiere of the
Gould at Alice Tully Hall, with Gould conducting,hich was good fun.

Sandberg: Why do you say that Russell Pecklse Upward Strearwas a musical
journey?

Houlik: It is an interesting piece. You can turn it iatoathletic exercise, or you could
catch the philosophical thing, as Russell was péijosophical. 1 think the piece is
utterly American. Itis, as he suggests in hls,té piece that just grows and grows.
There is a certain challenge to the musician td &t — to let the excitement out in a
measured way. | couldn’t play the piece when ligott’s just too hard. | marvel at the
fact that these days kids come to my masterclasskplay it. It really is quite a
message, isn’t it? It forced me to grow hugehyak utterly engaged. | was up before
the sun rose everyday. | beat myself senseleasslia huge opportunity for growth —
but then to work that hard and see it come togetiibe Peck is the one that always turns
out to be utterly exciting, to the extent that thiera palpable communication with the
audience.

Sandberg: Do you give composers instructions/preferencesnsddommissioning a
piece?

Houlik: | have not had to much. With the young guys, yave to. They need to know
what you are looking for. | can’t sell it if it ®omething completely off target.

Sandberg: What are some of the pieces you enjoy perforrthegnost?

Houlik: I enjoy the Ewazer(lassical Concertp the Peck The Upward Streajpand
am hoping to get a couple more performances oGitndd [Diversiong. Frankly, a lot
of the band pieces are quite fun. | am a melody dudon’t mind the athletic side of it; |
am willing to work hard to get it to happen, butsoof these pieces really have
wonderful, catchy tunes and beautiful melody.

Sandberg: Have you played in many saxophone quartets?
Houlik: Not a lot. Rascher used me for a while when &g jst putting his quartet

together. | think it was pretty apparent that wat going to sacrifice my life for the
saxophone quartet, but I think that it is a wonalemfedium.
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Sandberg: Who do you most enjoy performing for?

Houlik: My career has been made by playing for non-saxoigts — that's the key. It is
where the mission is. We are looking for fresh meavant to play for the “great
unwashed” — this is really the essence for mearntvto have a real “musical” career; |
didn’t want to have a “saxophone” career. I'm going to be buried, but if | were, |
would want my tombstone to read, “Musician, TeacBeaisinessman.” When | play for
a group of people who really don’'t know the saxaphd leave the instrument in a better
place than | found it.

Equipment

Sandberg: What brands of saxophones have you played?

Houlik: I started on a Selmer Balanced Action. That mgdirst saxophone, and |

know where it is — the jazz guy at ECU still playsThen | played a Buescher 400; it
was a nice horn. Then | went to the Couf, anabugit that was a fine instrument. | was
then hustled by Yamaha — | was on my way to playtbrld premiere of the Morton
GouldDiversionsat Lincoln Center, and they asked if | would ltkehave their newest
model, a handmade Custom. They then called mayogpdate somewhere, and |
bought a plane ticket and hotel. | played theqrerbnce and then got a little note saying
that their budget dried up for the year, and theyl not be able to compensate me for
the date. Well, | was out money. So, because waml am, | packed up the saxophone
and shipped it back to them. | think it took thedrer representative two days to get to
my office door in Winston-Salem. They flew me canid | spent a couple of days at the
factory. They wined and dined me and | went horite & couple of tenors. | have been
back once since, when they came out with the [Skllie

Sandberg: What do you play now?
Houlik: A [Selmer Series] III.
Sandberg: Did you play a Series 11?
Houlik: Yes
Sandberg: So, you went from the Yamaha Custom, to a Sefseeles I, to a Series IlI?
Houlik: Yes.
Education
Sandberg: Has not having your doctorate affected your a&ree

Houlik: Yes — it has allowed me to become a musiciasst Birall, | was heading
nowhere at Ball State, and | am not so sure thatuld have done that much better



31

anywhere else except marking time and being obedibave enjoyed being a street kid.
And yes, it has probably kept me from getting onarmther jobs that | thought | wanted.
| know it cost me some work opportunities, but gbplaying the tenor. Committees
would look, and | didn’t look like them, and thaightened them. | decided to be a
musician who teaches. All | want to do is toucbgde with what | do.

Sandberg: How important do you feel advanced degrees are?

Houlik: They are licenses, and the problem is if you edoachelors degree and then
you set out to travel the world finding people whspire you or experiences that inspire
you, you become a fine and passionate musicia@t Wibn't get you through the first
part of the interview process. What we basicatlysdhire in our own image — our image
is this academic paradigm. However, some of thstimberesting people, some of the
most likely to inspire young people have not folemhthat route at all. John Cage didn’t
have a doctorate. He was merely one of the bnigimteresting, philosophical guys.
What he could do to a room full of kids was amazihguess the truth of it is, in the
process of overestimating the process, we underatgithe fact that there are some
people whose profile will get them to the goal, andche people who will know a great
deal but will be missing that little bit.

Sandberg: How has having degrees in music education affiepbeir career?

Houlik: It got me my first job, but it hasn’t cost me gmmpvocative thought whatsoever.
These guys with their EdADs have diminished it fb@cess, once again to a formula,
where in fact it is a way of life, a way of beingthink about teaching all the time. My
education degree was of no particular use. Ihdidspark any thought at all.

Sandberg: Has having music education degrees hurt yourecateall?

Houlik: | have never had anyone stop me at the edgeedt#iye to ask me about my
degrees before | walk out to play a concerto. Wiat it is | do.

Music and Composers

Sandberg: Who are some of the composers you particularjgyea working with?

Houlik: Morton Gould, tremendously. | never thought ¢heould be a friendship
there. | couldn’t have imagined it, because the mas so busy. He would phone me
out of the blue, and we would meet and have a wdudene. Russell Peck would be
another. He and | were tight and would traveluionfy places. Bob Ward, here he is
ninety-two and we call each other and chat. Hvéa dead night in North Carolina, |
stay at his place. He is a wonderful guy; he ésreal deal. | have enjoyed many of the
others. Eric Ewazen is a terrific guy. When lianNew York, we will often connect
and go for a drink. It is that way — | don’t hamany enemies.

Sandberg: Tell me about Russell Peck’s pieGée Upward Stream
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Houlik: When | arrived at the [North Carolina] Schootloé Arts, my dean had hired
Russell Peck to teach in the theory area, and Rusae a really bright guy. He had
been teaching at Eastman covering someone’s salbaitid [then] took this job. |
wouldn’t say that we became great friends, but eréatnly communicated a lot. He
came in my office one day and said, “You know, bterthis saxophone quartet when |
was at Michigan. Maybe you would like to do itf’'wasDrastic Measuresand he
hadn’t had many performances of it, so | took nydaartet and it turned out to be a
fairly respectable piece of music.

| don’t think he was there two full years, and Bsigned one Christmas. He had been
seduced by a guy of means who was concerned dimutdrld in the bigger sense, and
together they were going to solve the problemsuniger, shift technology, wealth, and
agriculture, so that everyone would be taken carélbey were terribly excited. They
were writing telegrams to the United Nations, therdlin, and the White House. The
only difference is that Russell didn’t have any mpand this other fellow was okay. |
admire the fact that he was willing to spend higetiand money in pursuit of such a noble
thing, but they couldn’t get there. So at a carfmint | called Russell and said, “Russell
| know that you are away doing other things, butildo/ou consider writing a piece for
me?” He later told me that there was so littledf@@ his house that even the mice had
left. So he said yes, and | dropped the propdsattie grant] in the mail and got the
piece. They made the award, and the conductorinstdh-Salem was Peter Perret, and
Peter agreed to do the world premieres. | begakiagon it, as it was above my

ability. In the fall we did two premiere perfornaas in town. They [the Winston-Salem
Symphony Orchestra] had a woman who had come toithh&om Las Vegas, and she
was doing their public relations, and she had thogédollywood-style spotlights out
front along with the red carpet. We arrive in ate/timo, and there was a group from
the [North Carolina] School of the Arts screamimgl &houting as we entered, which was
caught by the television, which then meant the néeyttt they did not have enough seats
for the performance — so it was everything it sddag. It was a delightful beginning.
The piece was just successful, and | have playaitiover the place.

That piece indeed has been a huge item for me.triitteof it is you can’t see it coming.
That saxophone quartet convinced me that he liked@xophone. Russell thought that
the tenor was probably the best wind concertounsént, so he really wrote it with that
in mind.

Sandberg: What other pieces, other than the Peck and Waidyrstand out?

Houlik: The Ewazen | get good mileage out of. | wowg with regret that Morton
[Gould] wrote too complex a piecBiversiong for the orchestra. Conductors look at it
and shake their heads, because they are lookirydoe-hour rehearsal, tops. | can
remember being in Cedar Rapids, lowa. | wentih&rehearsal and we played it down.
The conductor looked at me and said, “I have a @enin the second half, would you
mind if we leave it at this?” | said, “Well, | shlain’t have come.”

Sandberg: How did theDiversionscome about?
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Houlik: | sometimes do not plan ahead as much as | showads trying to figure out
who to commission a piece from, and my manageedalhd said, “How about Morton
Gould?” 1 was not really interested. Then onwag to school this piece is on the public
radio. In the end the announcer said, “You hageheardBurchfield Galleryby Morton
Gould.” It was good music. So, | called my mamaged said, “You are right. Maybe
Morton is the thing.” | called Morton, and [he WJaslite, always a gentleman, “But Mr.
Houlik, 1 have a violin concerto in my head andianp concerto in my head. | do not
want to make room for a saxophone concerto.” d,s&ell, may | send you a sample of
my playing?” and | sent him the Pecke Upward Streajn

| have my horn on my shoulder and am on my wayt@tiie country club to make some
money, and | pick up the phone. “Mr. Houlik, MamtGould. You are a great artist.” |
said, “You'll write it!”” “No, | didn’t say | wouldwrite it, but it would be cruel to hear
someone play as beautiful as you play and noiat tell them.” | said, “Well, Mr.
Gould, what do | have to do to get you to ‘yestae said, “How many performances will
there be?” | said, “I will get back to you, anéiik you for calling.”

My manager got us Phoenix, New Hampshire Festiveh€stra, and others that | can’t
remember, but | think we got it up to six in thadour days. | called him and gave him
the list, and he said, “You are tenacious, but themne is always the matter of the price.”
| said, “Well, what are we talking about?” and lagds “Forty-thousand.” | said, “Great,
we’ll do that.” Well, you know, money is easieathgetting to “yes”! So, we started
hustling and got to thirty, and Morton knew thathen get a phone call, “Mr. Houlik,
Morton Gould. | am in France and have just corggbetith a promoter who is doing a
concert in New York, and | believe | have sold timaConcertofor ten thousand
dollars.” The sponsor was Absolut Vodka. Theyalithing in New York called

“Absolut Concerto.” They had four concerti playadan evening, all premiers. So we
got to forty. The thing that was interesting iattthat friendship went on. That is part of
the picture here isn’t it? That indeed these &eqs and that is important, but that the
experiences are so rich. When you are in that &fradeative clutch with somebody, you
just have a different experience.

Sandberg: From the list of compositions that were compdsedou, there seems to be
many from Gregory Kosteck and Sherwood Shaffer.y¥h

Houlik: I ran head-on into Kosteck. He was composegesgidence at East Carolina
University when | got there. He has a doctoradenfMichigan in composition. He
studied with Ross Lee Finney and also studied ithaiHd. He was a product of that era
of Michigan, which is complex chromaticism. Itery difficult to learn because it is
just enough out of the range of expectation thatfatl down and skin your knee. We
established our own chamber music series. We glgseat stuff, plus Greg would write.
He kept cranking pieces out because | kept plalyieq.

Sherwood Shaffer was a student at Juilliard. Heienty-five now. He left New York
and went to North Carolina to be a founding facufigmber at the [North Carolina]
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School of the Arts. He stayed there for the rem@irof his career. He has a huge
catalog, maybe 150 works. He has been performddiyvi

Sandberg: Who then, is the composer you work with here adidesne, or is it more
national and international?

Houlik: There is an Irani composer down at Pitt thate buite a bit, and | would
consider having him do something, especially witinp — | have neglected that for the
big pieces. So, | would consider him. There Isganew music scene in this town that
frankly doesn’t interest me. Highly intellectuplshing the envelope beyond that which

| can sell to any other group but an avant[-gagtelip. | am not interested in limiting
myself that way. What | have done is a ridiculgushiting activity. | have dedicated
myself to one saxophone voice that | think is tingesior voice that has been neglected. |
don’t know if that is worth any attention or noutht is what | have done. | would have
liked to think that | have made some sort of aedtéhce. | am trying to leave things a
little better than | found them and that includais instrument.

Sandberg: Tell me about your work with composers.

Houlik: I don’t just commission pieces, | have relatiapsh The reason Sherwood
[Shaffer] has written so many pieces is becausengmther things, we were in the same
building — but | kept coming up with ideas. Sommis it is only one piece, but often it is
several pieces. | work with them intentionallyhave had relationships where | call
them and say, “I have this crazy idea.” Eitherthay or they don’t. | think almost
always composers stretch instruments, not perfamierformers do not go up and say,
“Hey, | have discovered a new hard thing.” The posers stretch us. My relationship
with composers has made some of that happen. Wave talking twenty or thirty years
ago, no one was doing what Ward asked me to dan@ that is part of what grows out
of these things. | have always been in a cooperatiode with composers.

Projects

Sandberg: How did the James Houlik mouthpiece come about?

Houlik: When | got home after selecting instruments [@tf; Herb [Couf] shipped me
the saxophones he promised. | was maybe playBgjraer metal [at the time], but it
had a round chamber, which was a step in the digattion. Then, when | ordered a
new [Selmer] mouthpiece, | found that they madectiember smaller and lengthened
the mouthpiece. It was much brighter and had taohpresence. | opened the [Couf]
saxophone case and looked, and there was thisvstiiped mouthpiece. So | took out
this Couf [mouthpiece], and it played really wellplayed that one and ordered some
more; | kept on playing that and looking at it andng to figure it out.

Then Dave Bilger called and wanted to know if | Wblike to do a deal with him. We
worked on mouthpieces, and we eventually turnecaddoulik mouthpiece, and then he
died. His widow wasn’t really up to running thesiness, so | couldn’t go forward with
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her. | then went to Ralph Morgan, and | neverlydidded Morgans that much, but |
thought that we would find ground. | told him whatanted to charge for the
mouthpiece, which is roughly what | am chargingtfee mouthpiece today, and no, it is
not as much as | could make. He wrote me backgethe the prices on the Teal and all
these other mouthpieces. “You see, you could ehamgch more.” 1 did not want to
charge as much as he wanted, so | let him know thetided to discontinue the project
at this time.

| then went to the guys at the Babbitt Company. 19é&ed at what | had done thus far,
and we worked more on the interior. There istkelitariation once we get near the
inside of the tip, because there is a little hanttvibat has to happen. [The Houlik
mouthpiece] is my answer to all the stupid moutbgsethat are being made. The square
chamber? That is for all intents and purposesraaine. Ideally, no matter what you
read, if it is written by an intelligent personbasically says that the mouthpiece is the
continuation of the cone until it closes at it 8p this is not rocket science for me by a
long shot. However, one of the things that | hdigeovered, is that you need to have
someone testing stuff who has a fairly fine semgkveho is really motivated to
understand what is really going on. | play eveguthpiece they ship me, and there are
very few that | reject. | only have one facinglas time, and that is fine with me. If you
don’t like it, I understand — it is just not thagla deal for me. I'll take the profit if you
want to buy it, and I'll send the money back if yon't; it is really okay. But a lot of
people are buying and enjoying this mouthpiece.

Sandberg: You are also developing a saxophone?

Houlik: This is an epic story. Years ago a young dozdone to me in Winston-Salem
and said that he wanted lessons, but he didnlyrkal’e the money because he was an
intern. | said, “I'll teach you if you will springhe into the hospital.” | began to study the
hand, just so | could understand the fundament#l st write all of these exercises that
could be in the worst of all situations a preseoiptfor injury, and | didn’t want to do

that. So | started going to the Friday hand mestat the hospital with all these young
surgeons in training. In time, my doctor frien#ked if | would like a cadaver. Itis

really rather interesting. There is like a mugans built onto the table, so you can have
your book there and follow along with what you drecovering. | worked on the hand
and forearm and could see the whole thing and geich better idea of the tolerances
that we are working with. It is a magnificent maonlsm. | did that to my satisfaction.

| was then out at my summer encampment [a mentsiolCalifornia]. We have these
things that look like fire trucks with just seatswh the back. Those are our buses,
because it is a big hunk of property. So, | saw gy waiting at the bus stop with his
alto case in his hand, and | didn’t speak to hirater that day | was at one of the camps
talking about what | was doing with the hand angdéom and this guy says, “I've got to
go get Bob Marcusson for you.” Back he comes withguy from the bus stop, and here
the guy turns out to be a hand surgeon and megliofdssor at the University of
California, San Francisco. | got a grant, and veell go to the hospital, and | would
watch him do his work. Then in the evenings wkeadlabout me designing an
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ergonomic [saxophone] keyboard. He didn’t bridgtao the table, but had some
thoughts.

| have been designing an ergonomic keyboard foutaihe last thee to four years. All
six side-keys are adjustable with an Allen wrenthave changed the upper stack and
added a roller to the auxiliary F and a rollertte bis B-flat. | have changed the octave
key so that it is universally accessible to ang $iand. | have about thirteen alterations.
| have chosen a classic finish — I am not goingawee a thousand choices, and there are
not going to be blue saxophones; it is all aboas<l| Either you like it or you don’t. The
acoustics will be better, and the pitch will beteet Suppose | produce this instrument
that will preclude injuries and will certainly davay with some of the difficult spots of
the instrument. That is a nice legacy. | think froject, because | started with the
science, really makes sense.

Sandberg: What are some of your upcoming musical projects?

Houlik: On a commercial level, right now | am puttingetger a tango show with
symphony orchestra. | am buying the charts, amd the tastemaker. | have an
orchestra that has agreed to launch it with me vandiill do a recording of it. It will
have high theater value with lots of variety. htioue to play that music because it is
part of the saxophone’s voice — like it or notudt don’t know how my saxophone
colleagues can stay at it for thirty-five or fogtgars sitting in their room teaching Ferling
Etudes.

Sandberg: How do you keep so many projects going?

Houlik: Part of the challenge for those of us who arekimgrfor a living is to have all

of these projects in the air simultaneously. Fofstll, sometimes you feel like a fool. |
have started any number of projects that havemiegmywhere, but it is the life of a
Chinese plate juggler — when one starts to wobblego over and give it a little tweak.
There are two things that | am grateful for, anelythtand side-by-side — an inexplicable
curiosity serviced by endless energy. That makesicky guy.

Pedagogy

Sandberg: What are some of your teaching philosophies?

Houlik: | cannot endure mindlessness — to have a kid $keare and run these scales
from top to bottom, passing the difficult spot ormeethe way up and once on the way
down but never pausing to fix it. Probably my westkspot is the Olympic-style
technique development because | find it so inctgdibring and pointless. We somehow
believe that repetition is our friend. It is omyr friend when we are repeating the right
stuff and repeating it with exactitude. We oftepeat sloppily. | think for the
saxophone, because it is a closed-hole instrumenjist slap our hands down on the
thing. We don't only send information — we send agceive. | encourage that level of
technical sophistication. | am interested in hpasition. | don’t let my kids shove their
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fingers past the pearls and slap the life out efith One of the things | have discovered
in the last forty-plus years is that we have gaméher and further toward slapping the
life out of the keys. Maybe it is a product of ttwmputer keyboard? There are a lot of
crude approaches to the [saxophone] keyboard, whicl unacceptable, so, | have
exercises that | have created that are about touch.

As | have gotten older | have realized that we dlmugy job of teaching breath
management. Itis all about air. You can’t realbyvibrato very well without fast air,
and | distinguish between quantity and qualitghihk of the air like an archery target,
with the “bulls-eye” being fast air. We all knohait to play softly is equally as
challenging physically, and in some ways more 8d,d® yogi breathing with my kids.
We are about creating contrast. There is a Isa@bphone playing that doesn’t do much
with the contrasts. That is hugely importantml amazed at how much unmusical
playing there is going on with our instrument, arfdecause it is a forgiving instrument.
It is pretty easy to blow a saxophone, and thuscagruthink a little less about the details.
We don’t seem to be burdened by the need to skevmtsic.

Sandberg: What kind of repertoire do you have your studgiay?

Houlik: Are we talking about repertoire in the educatidreanework, rather than the
framework of making music, for actual people? Nebple who are imprisoned in the
recital hour? |try to assign music for my studdmdsed upon where they are in the
moment. | need to know you. | tailor what theg playing to whatever corner they have
gotten themselves in. | try to create as much dppady and discomfort as possible,
meanwhile really digging away at understandingmiusic and wanting more and more

to serve it. The more you understand what is ttlerenore you want to make it happen.

| also ask my students to listen to different pgegEmusic, but never saxophone. We are
not there yet. We are really in a musical ghettany estimation. It is where | seek not
to be as a performer.

Sandberg: What about exercises?

Houlik: | have written dozens of pages of exercisesrelsingly it has been about how
to develop technique and how to intelligently breasblems down so that we solve them
and get on with the business of making music askfjuas possible. That is what
practice should be.

Sandberg: What etude books do you like?

Houlik: For the kids good enough to get in [to the schial not sophisticated, | use the
Rossari $3 Melodiouf Etudes They are good. Ferling$ Famous Studig¢sas always
been the mainstay. The lyric stuff | like very rhuand the other stuff is okay. For older
students | use the Ba&uites | don’t want to think of them as etudes, butythave

their own problems. | use the Karg-Elezb[Caprice§ which are wonderfully
challenging and varied. | really want what | gthem to be so relevant that they get it. |
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can't stand the idea of a kid in a practice roortifdily doing what you asked while not
understanding how it relates to them. So it iyVerd to define what | do.

Sandberg: When should a teacher introduce altissimo ta teidents?

Houlik: The point at which the student can hold a lonig @md have an embouchure
that is consistent. First of all, if we don't téllem it is difficult, they won’t know it. You
have probably seen what | do [iine Complete Saxophorjist terms of sneaking up on
it, where we just don’t use the octave key, arhitourages the use of air, and it is
painless. They are doing it, and they are nohfeged. Part of the problem is that
everyone tightens their embouchure, and then wenateep trouble. | think that itis a
gift that we have this instrument that has this eerful overtone series. Composers need
more range then the keyed range of the saxophonet's get it going. | am able, not
willingly, but am able to take kids who come to mieo have been taught to fear the
altissimo and to bring it to them as a new studgry quickly they are playing way
beyond anything they could have imagined if thel goeange, but, more importantly,
they are connecting with the instrument in a wat th so much more vital then before.

Sandberg: What do you feel is lacking in the education a@phonists today?

Houlik: Back to the topic of selecting literature — preipg challenges that can
hopefully insure that it is going to be a procefsdiscovery and growth for the student.
First of all, | see a lot of that not happenindiefe is not a tailor-made approach to this
individual and his or her ghosts. Let’s breakatwh. | think for many the whole digital
thing [technique] is frankly everything, and itdene top to bottom, up and down,
without an analytical approach in place. | recomchpracticing fragments toward
playing scales, not playing scales to develop tegla because it consistently leaves out
the problem spots.

| know how the hand works — it is predictable ydti were a student, and | watched you
play, first of all, I could say, “Would you playithexercise for me?” knowing full well
that you would not be able to do it because | wadcyou play and | can feel the
weakness that you are not tending to. It is afare specific approach. There is not a
lot of that kind of teaching going on, because wikelve that we can somehow apply the
solution, and it is always in larger hunks. Weoals not use scales and exercises for the
development of true rhythmic sense. There is aflblad time.

Sandberg: How about interpretation?
Houlik: That is an element that | think is missing or idishing. We don’t talk about
interpretation to the extent that we should. kt,fa disappoints me that that's where we

are.

Sandberg: What are the common mistakes saxophonists make?
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Houlik: Here is where we drop the ball. If our studemesstudying in wind bands in

the contexts of the public schools and the teaisheeither well enough informed nor
strong enough of spirit to teach them how to breatte are already in the deep grass.
We do not teach kids how to breathe. It is theigst oversight in public school wind
education. | have never had a student come to Ineedidn’t need to be taught how to
breathe. | know they knew how to breathe suffictersustain life, but not sufficient to
play a wind instrument. That means that they plak a tight embouchure, in response
to not enough air, so there is more long-pipe sihesp, extreme brightness above high A,
and they can't play low notes.

Sandberg: Do people seek you out as a tenor saxophonedgach
Houlik: No, not really. 1think they see me as a saxaoptteacher.
Sandberg: What do you look for in a potential student?

Houlik: To the extent that you can discern it, musicalitdon’t have a very rigid
expectation of what one plays in an audition, bsedurust my ears, but | ask for
something lyric and something technical. If tHeands are betraying them and they want
to be a performance major and they are truly natpgeed, | bring it to their attention. It
may not be what they want to hear. | am lookingafeertain amount of expressiveness.
Every now and then a kid comes along, and thase ilt is everything.

Sandberg: How do you teach your students to practice?

Houlik: That is probably one of the things that | do b&3he of the great questions is
how do we approach a new piece? | think that isreslwe really drop the ball. People
play from the beginning to the end, again and aghbasically suggest that they play the
first eight bars of the A section, and they tryigure out what it is about. They should
be able to put names on it, adjectives. What kinghusic is this? If a student plays a
piece for a week and comes back and doesn’t haadjantive, then they were not
present at the practice, even if they practiced figurs a day. So | ask for some
decision-making. On the emotional scale, is thigdy music, sad music, or in the
middle? Is this introspective music-making, othis exuberant and “will-tell-the-world”
type of a thing. Is it a dance or a song? It siswlsimple, but frankly, if you haven't
made some of those decisions, what have you gatat @re the clues? What has the
composer left me as some kind of information asaw | am going to begin to put this
together? There is this essential analysis thatd#ake place. Why would you want to
play twenty-four bars so you can get further lasthie woods?

Sandberg: How about in terms of motivation?

Houlik: If a student needs to be motivated too many tirthes | suggest another major.
| don’t want to contend with that. Why would angotome and spend this much money
and bother to stand in a room with me? If theymaosic education majors then they are
not interested enough to teach my grandchildrethep have to go. If they are [music]
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technology majors they are going to have to standnd play a recital, and they are here,
supposedly, because they love music. If they arfopmance majors, get out of here. |
will ask students, because | feel this is my oltigga |1 will say, “This didn’t go so well
today. Is this a time management issue?” If dneswer “yes,” then | say, “Show me
your schedule, and show me your to-do list.” #tltan't produce something like that,
then | say, “You have to get it down on paper adlize that you can get it all done.”
We owe young professionals as much attention irmtha of time management as we
can, because this is a tough business that walgo lwork on the idea that they have to
be practicing more wisely. That is why | am ddigystematic on how they go after
learning. You can stand around in the practicerand listen to your fingers dance
around, and nothing happens, but if you are rgallyposeful you can get a lot done. |
deal with practicing in terms of efficiency and gugtivity and then in terms of
motivation, mostly because they feel daunted anelatied by the goal.

Sandberg: In The Complete Saxophon&te the pedagogical ideas yours?
Houlik: Yes.
Sandberg: It seems, in the book, that you advocate usiaddhg C and C-sharp. Why?

Houlik: Open C is flat because its location is at thetelsbspot on the tube. Itis very
hard to warm that up. If we are playing in an uph@irection, and we go A, B, a flat C-
sharp, and a sharp D, the juxtaposition is not gexyd. Given the time we can all
prepare and try to minimize the disproportionaterwval. Moreover, if you play closed
C-sharp by itself, it is a beautiful note. Theldeam we have is that we do not like the
way it compares to the rest of the instrumentirik it is probably in the book, but I ask
my students to play up and down in half-steps natigrto the closed C-sharp each time
and allowing that to be the tonal goal. Let's m#kerest of the horn sound like that
closed C-sharp, since it is really rather lovelyitsrown. We can deal with the
sharpness. Itis a color issue and a pitch is#us.a good benchmark for saxophone
tone.

Sandberg: Many saxophonists would consider that fingeririggascher tendency.
Houlik: I don’t have labels, | have functional or not.

Sandberg: How about with venting the C-sharp?

Houlik: Does that really improve it, and how is that 32 beats per minute? Beyond
this question, | do not have any steadfast finggrinl use whatever works. | think we
have an obligation to make fingering choices thmatile the greatest possibility of

accessing our musical goal.

Sandberg: How did you pick the musical examplesline Complete Saxophoriist
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Houlik: We wanted to get rid of a lot of the stuff thatsacommonly used. We wanted
to be a little more international. Theguesare great articulation exercises. In some
cases, there are examples that include a lot mfgthwwhich has to do with finger
coordination, which leads to some of the exerdisaswe wrote. Some of the more lyric
stuff was chosen to provide musicality and variety.

Sandberg: What is the target demographic?

Houlik: The target demographic is some guy who has gpsax@ studio with thirty

kids who wants access to a lot of topics that atedealt with very well anywhere else.
Though the Rasché&ixercises in Top Tonesake sense, this is a far more
comprehensive, less painful, and less risky appré@athe altissimo. | see it as a private
studio resource.

Sandberg: Do you support anchor tonguing?

Houlik: For many people it is one of the ways to getrgleantrolled tonguing and get
the bulk of the tongue off of the reed. Part dfas to do with what are the dimensions of
your particular tongue. | remember watching Leestito me and try to do something
about articulation, and he had a tongue aboutiteeaf my thumb where | have this deli
delight. Honestly, | stumbled into it [anchor tanrgg] — it was not a conscience effort. |
was with Don Sinta, as we were running the Worldophone Congress at that point,
and he was doing a clinic in Washington, becaus@a# an easy drive for me, | drove up
and we had a meeting. He was doing his clinicsomdeone asked about articulation,
and he said, “Well, actually | anchor-tongue.” WHealiscovered it in myself, | thought
that | just would not tell anyone about this. dtight it was abhorrent and didn’t want to
share it.

Sandberg: So you anchor-tongue as well?

Houlik: Absolutely. If there is too much flesh on thedewhat actually happens is that
the moment of articulation is elongated. If pecgule put together in such a way that they
cannot seem to get the first half-inch of theirgoe off of the reed, anchor tonguing
solves that instantly.

Sandberg: Do you double tongue?

Houlik: No. I have. | have practiced it. |tongue virst and am almost never
challenged to tongue faster, and there is a pres@oever, and quality loss that | don’t
want. Part of teaching is coming to grips that e@ln and some don’t. We are a
package of strengths and weaknesses. But my latimuhas always been fairly
dazzling so | don’t bother with it, and | practizdittle bit every day.
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Advice

Sandberg: What advice do you have for other students wikdaoking at going into
music?

Houlik: Don't. | ask them if they have gone to pharmeasp over the summer. The
only reason to go into music is if you absoluteded to go into music. A lot of people
want to go into music, and in my estimation thaaneethat they are somehow or other in
love with the perception or celebrity of it. Thesrtainly want to define themselves as
compared to the rest of society, and they lovarttage of the artist. | tell kids that it is
hard work and it is 24/7, especially if you ardrigyto get anything done. | enjoy being
this occupied. Most people don’t — most peopleabt demand weekends. | don’t
encourage anyone to do this, and | will in the saneath tell them that | wouldn’t have
it any other way. | am having a wonderful timebelieve in a profile — | believe that
successful people identify with teachers that erficed them. There are very few
introspective, depressed teachers who are grandbessful. They make better poets.
So, when we talk profile, | think it becomes predtyickly apparent who is going to go
the distance. | spend much more of my time adnanigy to those who are not going to
go the distance in their chosen art just so weficaha niche for them somewhere. |
don’t think that it is fair for me to just standreeand administer my little pedagogical
trick and then send them out in the street and Wism good luck. | don’t want to find
them on the other side of the counter saying, “Do want fries with that burger?”

Sandberg: What advice can you give to future saxophonists?

Houlik: Repent! Turn back! Well, I think it is be crieat You asked what do | think
about quartets. | think quartets are wonderful,ittseems to me that the only quartet
that can be successful on the current scene wautthe that has very creative
programming and an entirely different approackhink we also have to come to grips
with the fact that if you read, for example, chamip@sic magazines, they are constantly
talking about the teaching artist. Every conced teaching opportunity, in my
estimation. That isn't necessarily the way it ggise. You see, we are overcoming our
screwed up past. We don't get out of the box ehougis possible that someone can
have a [performing] career, but it is not likelyet’s look at it this way and take the
orchestral world. All of the wind slots are proetisto the principals of the orchestra.
Since there is not a saxophone, there is at least €hance that we might be hired based
on the overall popularity of the instrument. Tkeital world — what recital world? We
are going around swapping spit. I'll play at youniversity if you play at mine. It brings
us back to the profile. | have less opportunitselfat Duquesne] to have masterclasses
then | did at the [North Carolina] School of the#\r It was a conservatory; therefore,
time was a little more malleable, but here | ankéxtinto a university schedule. In those
days | would hand out a new set of exercises thatllwritten. Very quickly it was

clear. A couple of folks were really kicking it ,ugnd | said, “Do you notice how much
this is like a horse race? We come out of the agether, and the guys who either have
it or are working hard go running down the traakg ave follow them around.”
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If music education were a real field, | would féekter about it. |1 know there are jobs
there, but we are not creating passionate, empaolwtzaching artists. We hardly care if
they can play! | caused, in the last year, forgeee in music education to play a half-
recital. In my studio they play a junior and senexital and play the real deal. | have a
dim view. Well, | have to — the other view isndcarate; | think we are dealing with a
huge amount of dishonesty. So my advice to saxaptwis that you have to find who
you are, and a lot of them don't love it as muclihey think they do. Itis a lovely
dream, but it is a dirty business. It seems tdhmaéthey need to also come to grips with
“how much am | willing to pay for this?”

The saxophone is a beguiling instrument. | thinfou really want to get better you have
to set clear goals and you have to cultivate the $kill of self-analysis and loving self-
criticism. Many people play and don't listen.idthow we get all of those sharp Ds and
D-sharps. | listen to people of reputation, amgiteh, pitch, pitch. Is anyone listening?
One of the things we do is we use a tuner and &atkand then let our eyes tell us what
to do, but we have left our ears out of the mikiave my students play interval exercises,
big intervals. Unless they have a huge defic#gytban hear it. It is the process of
analysis and correction that is missing for so maiyas to do with how we put our
fingers on and off of the keyboard, including slagythe life out of the keyboard so that
the sounds begin to be louder than the notes tHeessdéike someone in the room
playing castanets. | love the idea of eleganamahection. That doesn’t mean that one
cannot play funky while connecting elegantly witle keyboard. Less damage will be
done to the hand, and there is a better chancenilaty will take place.

Sandberg: What advice would you give to saxophonists wheiaterested in starting to
solo with large ensembles?

Houlik: I turned down the North Carolina Symphony whevak very young. | wasn’t
ready. In retrospect, | don’t think | did mysetfyadamage, but | gave up my first
opportunity with an orchestra because | was noviomed it was something | should do.

| wound through the band thing for the longest tiaral | played a bunch that way, then |
began getting dates. | really just did it one peadity at a time, and my manager had
nothing to do with any of it except high-end relsitand orchestral stuff. All the band
stuff and commissions | invented. Recognizing oputies is one of the ways.

So the answer is: one, give it away; two, sakitsoon as you can but don’'t be in a
hurry. It is more about getting up there becabhseaest of it takes care of itself. Above
all, never depend on it as a living.

Sandberg: What advice would you give people who are inte@d& commissioning
works or receiving grants?

Houlik: Very few of us have the horsepower to start &ithig guy. | would think that
we find a composer whose music we genuinely likeg vg in a professional spot that is
not significantly different from yours, and you leashared interest in the project. You
can only get from a foundation what they intenditee. People go in trying to get a
foundation to rethink their emphasis. In the mogpiwhen those guys wake up, they
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have to give that money away. But, a lot of tlagdyecareer stuff has to do with
developing partnerships with other people who arg@milar professional circumstances.
That is a large part of it. In some cases | hasegked hand in glove with composers, and
with others it was outside of their comfort zone.

Sandberg: What advice would you have for someone lookingetease their first
saxophone and piano CD?

Houlik: Itis atough one. These days there are nodabébu would be far better off to
have a piano colleague who wants the same kingdpdreence that you do, so it is not a
budget item, and who will also practice with youle extent that it is necessary for
saxophone music, which is considerably more diffithen a lot of other stuff. Then
after that, it calls for a plan. What am | recagf Is this truly a vanity recording?
Where do you get rid of it? How do you get ridt@f Why would someone buy it? It
might help you get a promotion at your universiegause they cannot discern. What
happened to me is my friend, Paul Brodie, who odenere doors for me for no
particular reason, had [Golden] Crest call me ayd ‘8Ve would like to have you make
a recording.” They paid my transportation and nanyst’'s transportation to New York.
They put us up and they made the recording andupemtlit, and | never spent a penny. |
would get royalties when they recouped their inwestt, which they, of course, never
did. That was good fortune beyond any reasonaigeatation.

Sandberg: What advice do you have for someone lookingleirtfirst academic job?

Houlik: | am watching the job openings on the College iM&®ciety, and there is not
one. So, get licensed to kill [degrees]. If yasume you play well enough to have any
of these jobs, simply be ready. Make wise choioeshow your relationship to the rest

of the musical world in terms of musicianship tisaaccessible to people who do not play
the saxophone and may not, frankly, love it. Titerview is hugely important, since we
teach with words. | think that is the two pari® exhibit musicality that relates to the
larger musical population and to be prepared tpdyeonable.

Future
Sandberg: How many more years do you think you will be teag?

Houlik: We have to be realistic about the time in whi@hase living. | probably, under
any circumstances, would not run to retirementrags@ion. Why would you leave the
world’s best part-time job? | like what | do. hink | am youthful for my age, and | think
it is because | am surrounded by kids. They keepatling and up with the times. |
don’t find much to admire about retirement — | thinis another American illusion. My
personal take is that we don’t look back and trigadd our lives on what we have done
earlier. A career is a series of projects, ancctreer is over when you just cannot think
of another project, when you can'’t find the enexymplement one, or when you have
simply lost interest. But the minute you stoppaslihg at least a project and a twinkle of
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several ideas ahead of you, then that's the dHadt’'s the way | live, and | think it is
healthy. | don’t have any problem with the thoughtlying with projects on the burner.

Sandberg: What would you change?

Houlik: Information at the beginning. | would have hatheone take me aside and say,
“You know, I think you are holding the goods. lsetun with it.” With different
information, | think that I'm gifted enough thatdh&had a certain more disciplined
preparation and the information and encouragenhemght have done something better
for our instrument. But as it is | am having a werful time.

Sandberg: What goals do you have for the rest of your a&ee

Houlik: Let's see what comes along and interests mentirwue to be interested in
being a better, more comprehensive teacher. kanbly interested in neuroscience and
its impact on the information that we now have owhve behave ourselves in the
studio. | got lucky, and I'm giving a rather sifjoant speech in Florida on music and
neuroscience. It gives me a chance to try tosmmhe continuity for all this information
so that it flows and makes sense. | guess whant to do is in categories. In terms of
teaching, | want to do exactly what | am doing, ethis just expanding my
understanding of what makes students “tick.” I'tprst want to teach people to push
buttons. In terms of my playing, | simply whatikieep practicing and playing as well or
better and taking on new projects. | continuedoarerested in traveling but always with
my saxophone.

Sandberg: What would you like your legacy to be?

Houlik: Suppose | have improved the keyboard of theunstnt and four-and-a-half
people have fewer injuries — that would be nicéhinlk legacy is probably, in our
business, about students. | have touched a jp¢@pble. If, after things have cooled and
| have been gone awhile, ten percent of the musichas been written for me is of any
importance, | will have probably done okay.
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CHAPTER 3
WORKS WRITTEN FOR JAMES HOULIK

The following pieces were composed for James Hadhli&ughout his career.
The first section includes more significant wonkgich have been annotated, and the
second section completes the list of works thaelseen composed for Houlik to date.
Both sections are sorted by instrumentation anldideccomments by Houlik on several
of the pieces and citations of recordings. Theltkection is a list of works that have
been erroneously listed as dedicated to Jamesklouli

The comments on the pieces were obtained in arviate with Houlik on
December 18, 2009. An asterisk (*) next to the of a piece signifies that Houlik has
yet to perform it. The difficulty levels were agsed by Houlik and are categorized as
follows: 1 = easy, 2 = moderately easy, 3 = magera= moderately difficult, 5 =
difficult.

Selected Works and Annotations

Tenor Saxophone and Piano

Composer: Cunningham, Michael

Title: Trigon

Year: 1969

Publisher: MMB Music, Inc.

Difficulty: 5

Timing: 10:00 (I. Constant Driving Rhythm, 2:45; II. Quand Calm, 3:30; Ill. Quite
Fast, 3:45)

Annotation:

Cunningham’sTrigonis for tenor saxophone and piano. The first moamenms
intense and assertive, primarily in cut time withraat deal of interplay between the
saxophone and piano, and it includes one altis§mdhe second movement is lyrical,
with the challenge presented in controlling theatyics and pitch. The third movement
is technically challenging, in part because oftdmapo (running sixteenth-notes at
guarter-note = 152), and can be challenging todinate with the piano in sections. It
includes occasional passages asking for “a vety haje,” pitch not specified.
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Houlik's Comments:

Cunningham was a student of Bernerd Heiden, anddideivas a student of
Hindemith. When you look at the first movementréhis this very Hindemith kind of
thing — | call it the Hindemith shuffle. As youdk atTrigon, especially the first
movement, the lines are much like Coltrane. Samedil'll play a Coltrane lick before |
play the piece in recital to make it clear to thdiance that this might be a possibility. |
met Cunningham through Kosteck, and he wrote tiegiepwithout us ever getting
together. | have played it a lot.

Recordings:
Houlik, James.James Houlik: A Tenor Saxophone Recitablden Crest RE-7088,

1979. LP.

Houlik, James.Tenor Tapestry Aerophon Recordings AERO 01-2, 2002. CD.
Walsh, Tom.Shaking the PumpkinRIAX RICA-2001, 1998. CD.

Composer: Duckworth, William
Title: A Ballad in Time & Space
Year: 1968

Publisher: Seesaw Music Corp.
Difficulty: 3

Timing: 2:55

Annotation:

Duckworth’sA Ballad in Time & Spaces meterless, notated in five-second
increments. It is avant-garde, including keyskdidkey clicks with air sound,
multiphonics, varied vibrato speed, and small qiraprovised sections.

Houlik’'s Comments:
A Ballad in Time & Spacis an intellectual game of time.
Recordings:
Hemke, Fred.The American SaxophonisEnF Records 1203-2, 2006, 1971. CD.
Hemke, Fred.Music for Tenor SaxophondBrewster Records BR 1204, 1972. LP.

Composer: Duckworth, William
Title: Pitt County Excursions
Year: 1972
Publisher: Seesaw Music Corp.
Difficulty: 3-4
Timing: 3:20 (1. March, 1:00; 2. Serenade, 1:15; 3. 20, 4. Ragtime, :45)
Annotation:

Pitt County Excursionfor tenor saxophone and piano is in four shoterasting
movements. Both performers read from scores. fifstanovement features some
changes in meter and syncopations but is not diffin either part or in ensemble. The
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last four measures include an optional 8va, whiolld/then end on an altissimo G-
sharp and A. In the second movem&drenadethe piano has a light eighth-note line
that is vamped while the saxophone plays expamsidéphonics out of time. The third
movement is seven measures of contrasting dynantaccents played by
unaccompanied tenor saxophone. The fourth moveim@mts modern ragtime feel.
Houlik’'s Comments:

Pitt County Excursions almost a little tongue-in-cheek. When | mowed
eastern North Carolina it was truly an armpit; hearein the years since, the East
Carolina University and that little city have flagled. But he was sticking his tongue in
his cheek as he was leaving — that he was leavangniRitt County, North Carolina. The
piece uses multiphonics. Itis a cute little thiagd | played it a lot.

Recordings:

Gee, Harry.Live in Concert Vol..I Roncorp EMS-003, 1983. Cassette.

Houlik, James.James Houlik, tenor saxophone; Paul Tardif, piaGnlden Crest
Records RE-7060, 1975. LP.

Mauk, Steven.Tenor Excursions Open Loop 019, 1995. CD.

Composer: Hartley, Walter

Title: Poem

Year: 1967

Publisher: Theodore Presser Company
Difficulty: 3

Timing: 3:30

Annotation:

Walter Hartley’sPoemis written in a single movement. It is moderaiehgy to
coordinate the ensemble, and it alternates betlyeieal and intense sections. In 3/4
time, the tempo marking Bndante molt@nd the challenge for the saxophonist lies in
the control needed through the dynamic range. Iti&s@no is used.

Houlik’'s Comments:

Hartley’sPoemis really pretty interesting. He did a good thberause he
grabbed the subtle, gentle side of the saxophodéhem juxtaposed it with those
wonderful outbursts in the lower register, so 8k both sides of the instrument.
Recordings:

Hemke, Fred.The American SaxophonisEnF Records 1203-2, 2006, 1971. CD.
Hemke, Fred.Music for Tenor SaxophonéBrewster Records BR 1204, 1972. LP.
Houlik, James.James Houlik, tenor saxophone; Paul Tardif, pianlden Crest

Records RE-7060, 1975. LP.

Houlik, James.Tenor Tapestry Aerophon Recordings AERO 01-2, 2002. CD.
Mauk, Steven.Tenor Excursions Open Loop 019, 1995. CD.
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Composer: Schmidt, William

Title: Sonata

Year: 1979

Publisher: Western International Music

Difficulty: 4

Timing: 16:30 (1. Lyrical, 5:12; 2. Improvisatorial, 5;2 Rhythmic, 5:37)
Annotation:

Schmidt’'sSonatafeatures frequent meter changes and no altissinooaghout the
three movements, which are fast-slow-fast. The fitovement builds speed through
rhythmic values, as the saxophone starts primeaiitly half and whole notes and near the
end of the piece primarily plays running eightiifie second movement features
passages of metrical structure and passages dirfree The third movement features
more rhythmic diversity among the meter changes.

Houlik’'s Comments:

William Schmidt'sSonatarepresents a huge departure from3osatina— he had
a style change. | have played the piece sevenaktithough | don'’t feel as though it has
the same appeal as the simBtenatina TheSonataprovides great challenges, especially
for a student tenor player.

Recordings:
Greenberg, RogerArt of the Tenor Saxophone: Music of William Schhmit¥estern

International Music WIMCD131, 2001. CD.

Composer: Worley, John

Title: A Down East Sonata

Year: 1993

Publisher: Dorn Publications

Difficulty: 4

Timing: 17:30 (I. New Brunswick, 6:20; Il. Prince Edwardhisd, 6:10; Ill. Nova
Scotia, 5:00)

Annotation:

A Down East Sonatis published in its hand manuscript. Both theogpdrone and
piano parts feature straightforward rhythms, batgaxophone has several altissimo
passages, and the piano generally features exéemgivement between chords.
Houlik's Comments:

The Rockefellers put money into a transportatiors@mn in Maine and bi-planes
would fly around on the weekends. Worley wrotaex@ that, in his mind, was about an
airplane race.

Composer: Worley, John
Title: September Sonata
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Year: 1985

Publisher: Dorn Publications

Difficulty: 4

Timing: 15:30 (I.Moderatq 4:30; 1. Adagiqg 4:00; Ill. Scherzp2:30; IV.Allegro con
brio, 4:30)

Annotation:

September Sonata a challenging work in four movements that raightforward
rhythmically but technically demanding. The fisbvement features regular use of
altissimo and rapid technical passages. The secamvement, an homage to Jerome
Kern, is a very rubatadagioneeding a “delicacy and warm tone throughoutthas
composer notes on the score. The third is a velgtiraditionalscherzowith no
altissimo. The fourth features regular use oaltho and is quick with the exception of
a short slow passage approximately one-third ofmag in, and the intensity builds
greatly to the end. The piano part is also chgllen
Houlik’'s Comments:

Worley’'s September Sonatantains pretty generous hunksSeptember Song
from theGreat American Songbook

Tenor Saxophone and Band

Composer: Follas, Ronald
Title: Ballade and Allegro
Year: 1985

Publisher: Dorn Publications
Difficulty: 4-5

Timing: ca. 9:00
Annotation:

TheBallade and Allegras available for tenor saxophone and band or pigino
reduction. The movements are plagtthccg and the accompaniment is
straightforward, making the parts relatively simfgecoordinate. The challenges lie in
the altissimo and technical passages in the saxagppart. Short cadenzas close both
sections, and a more extended cadenza is presém@Atiegro. TheAllegro also
features a slow, twelve-measure improvised seetitinchord changes and the piano
part provided.

Houlik's Comments:

| have played this piece dozens of times. Fal@sbassoonist, probably more so
a contra-bassoonist, and he also loves the baeplsaxe. Ballade and Allegrdias lots
of altissimo — it ends on a fourth-octave E-flatiaily. It is a crowd-pleaser; it's very
songful in the beginning, which allows for me toaw®e of the things that | do well. The
Allegrois kind-of a virtuoso thing with plenty of wondeliclimaxes. High school bands
can play it, and college bands can play it witheedsis a good piece.
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Composer: Hartley, Walter

Title: Concertino

Year: 1977-78

Publisher: Dorn Publications

Difficulty: 5

Timing: 9:00 Humoresquge3:00;Reverig 3:45;Toccata 2:05)
Annotation:

TheConcertinofor tenor saxophone and band is also available pigno
reduction. Itis in three movements, the firstnbiich features occasional metric changes
between 2/4 and 3/8, running sixteenth notes, gated rhythms, and occasional
altissimo. The second movemeRgverigis a simple lyric piece in 4/4 allowing for the
utmost in expressive playing. The third movemsrdtraightforward in rhythm but
presents challenges with the fast tempo and sestatissimo F at the end.

Houlik’'s Comments:

| called him and said, “Walter, | want a Walterrdy encore to do in my band
concerts.” AHumoresquearrived. It starts on a low B-flat and just takdk— it is
absolutely wonderful. There is not a moment akfell have played it at Carnegie Hall
and lots of places. Then comes a phone call. ,“ilismowed here, and I'm writing a
slow movement as a companion piece.” It arrivedntl get another call. “Jim, it
snowed again, and it's@oncertinonow.” That is exactly how it happened. | beliéve
premiered th&€oncertinoat Baylor.

Tenor Saxophone and Orchestra

Composer: Gould, Morton

Title: Diversions

Year: 1990

Publisher: Schirmer

Difficulty: 5

Timing: 25:00 (I. Recitatives and Preludes, 5:00; ll.eBades and Airs, 6:00; Ill. Rags
and Waltzes, 3:30; IV. Ballads and Lovenotes, 4\A0Quicksteps and Trios

(Finale), 5:40)

Annotation:

Morton Gould'sDiversionsis a very large and challenging work for tenor
saxophone or bass clarinet and orchestra (pianwctied available). Itis in five
movements that are diverse in character, and thiautgt features extensive meter
changes, occasional use of slap tongue, and an@beéaltissimo. The first movement
has rapid tonguing passages and a cadenza veyyiretlie piece. The rhythmic and
metric difficulties present challenges to coordatite ensemble.
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Houlik's Comments:

The Morton Gouldiversionsis in five movements. Morton was one of the
brilliant orchestrators. He would call me and s&ypuld you come to New York for
lunch?” His office sat several floors up, diredlgross the street from Lincoln Center.
We would sit, and they would bring a poached salmere would have this New York
view and eat lunch, and then we would take the tat to Long Island where he lived
and would play through sketches. Some of it wakeg@mazing. He would go to the
bottom drawer of his desk and say, “You know, | terthis. We are not going to use it, |
think it is a little sappy, but I like it.” At thbottom of the sheet, it would say, “San
Francisco,” the date, and 3 AM. He didn’'t needaap to compose. He composed
vertically not horizontally — he didn’t write a soline like Mozart, he was just able to
produce score.

On my first visit to his home he brought a lovahtique, wooden music stand
over near the piano, with candelabras on the didaid, “Wow, what a music stand,”
and he said, “Benny [Goodman] left it to me inWwif.” So, you have to remember that
he wrote music for Benny Goodman, and they werse. péhere are licks that are Benny
Goodman incarnate; he was using those kinds dé.line

In the last movement | am almost sure that weraiew Orleans. There is a
tuba solo of some significance. The forth movenmengally interesting, because | could
picture it. Itis a guy and a gal on a blankethia sunlight at a picnic. The fellow is
entreating her best favors and she is saying thatifave the rest of our lives, there is no
hurry.” | play ardently and then the violins demlyrback away. There is something to
be said about interpreting music. We can'’t asstiraebecause it is a remarkable
complex product that it is not coming from anotheman being who is driven by exactly
the same emotions. If it is not being driven by same emotions, | would like to pass it
on to the next saxophonist to play it. The begigns the lonely detective. It starts with
the saxophone by itself in that kind of broad, synstyle. It is American beyond
description. 1 think it is a wonderful piece.

Recordings:
Roberts, Timothy.Vocalise Open Loop 035, 1997. CD.
Houlik, James.American Saxophond&och International Classics 3-7390-2 HD96,

1987 CD.

Composer: Peck, Russell

Title: The Upward Stream

Year: 1985-86

Publisher: Pecktackular Music

Difficulty: 5

Timing: 19:30 Adagietto espressiyd:30;Allegro, 8:30;Allegro moltq 6:30)
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Annotation:

The Upward Streapwritten for tenor saxophone and orchestra, is alailable
with piano reduction. It is a substantial and @rading piece needing a high level of
technical facility as well as control of the altrag register, including an optional
altissimo F. It is in three movements, includinigagthy cadenza in movement I, and it
builds in intensity through the bulk of the piece.

Houlik’'s Comments:

The Upward Strearns optimistic, virtuosic, and American. It is eowd-pleaser
deluxe. | have played it all over the world — V/balayed it where there isn’'t a word of
English in the hall, and they nearly stood up amalged. It is an almost guaranteed
standing-ovation piece. Russell wrote it when las destitute, and | got him a grant — in
any rate it brought him back to music, and the @isas grandly successful. It was
performed by the Winston-Salem Symphony. The §esttion ofThe Upward Streans
really quite somber. The remainder of it is spdiaind haughtily American, with the
exception of this Beethoven quote in the trumgegugh it is tongue-in-cheek. The piece
is distinctly Peck. He had beautiful orchestrasiils. It is right up there in my top-ten.
Recordings:

Houlik, James.American Saxophon&och International Classics 3-7390-2 HD96,

1987. CD. Works by Gould, Peck, Ward.

Peck, RussellThe Upward StreamAlbany Records TROY 040, 1991, 1988. CD.

Composer: Ward, Robert

Title: Concerto

Year: 1983

Publisher: Galaxy Music Corp.

Difficulty: 5

Timing: 14:30 (Lento, 4:30; Allegro, 10:00)
Annotation:

The Concerto is available in three forms: thegioal version for tenor saxophone
and orchestra, an arrangement for tenor saxophwhband, and tenor saxophone and
piano reduction. Itis in two movementeftqg Allegro), and the ensemble is
straightforward to coordinate. The largest ch@tepresented is the relatively frequent
use of altissimo, and at times the speed of adimn required may present difficulties.
ThelLentois entirely in 4/4, and, after an introductioncit time, theAllegro is primarily
in 12/8 with occasional shifts to 4/4. Its melotines and rhythmic energy make the
piece audience-friendly.

Houlik’'s Comments:

Ward used themes from music he wrote during Wfat Il as he was a band
leader in the Pacific. Most of the tunes he wretéee about men wondering about their
girlfriends and wives. The opening theme is frome of these tunes. There is a bluesy
style to it, as he fell prey to that side of thegahone, but there are operatic moments to
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be sure, as this is where he has had his greatissicasuccess. | have played it

extensively in both [band and orchestra] iteratioéard chose Robert Leist to do the

band arrangement of tl@@oncerto

Recordings:

Houlik, James.American Saxophond&och International Classics 3-7390-2 HD96,
1987 CD. Works by Gould, Peck, Ward.

Roberts, Timothy.Vocalise Open Loop 035, 1997. CD.

Ward, Robert.Jubilation Overture; Symphony No. 4; Concerto fak@hone and
Orchestra; Sonic StructureAlbany Records AR001, 1988, 1987. CD.

Ward, Robert.Night Fantasy.Citadel CTD 88103, 1994. CD.

Other Works
Tenor Saxophone Alone

Composer: Brandon, Seymour
Title: Micro Pieces

Year: 1973
Publisher: Manuscript Publications
Difficulty: 4
Houlik’'s Comments:
TheMicro Piecesare very short, unaccompanied movements withsattis.

Composer: Eisma, Will
Title: Non-Lecture Il
Year: 1971
Publisher: Donemus
Difficulty: 3
Houlik’'s Comments:

Eisma is a Dutchman; for some reason this piececaamsnissioned for me by the
Dutch government. | played the premiere at Blogjtan while | was teaching for
Rousseau during the summer. It is an intellediuakubtle contemporary piece with no
multiphonics.

Tenor Saxophone and Piano

Composer: Arnaud, Leo
Title: Sambacita Brazileira
Year: 1983

Publisher: Unpublished
Difficulty: 3
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Houlik's Comments:

Leo Arnaud was a student of Ravel who became am@er/composer in the
United States and made a virtual fortune in Hollgaio One day | brought him a
recording, and he listened to it and said, “I lilkeery much — I'll write a piece for you.”
After about five days this little samba arrived.islcute as it can be, and | program it
between big pieces; | have played it a great diéa. in one movement and is around
three minutes in length.

Composer: Blyton, Carey

Title: Mock Joplin

Year: 1974

Publisher: Kendor Music

Difficulty: 2

Recordings:

Blyton, Carey.Sherlock Holmes meets Dr. Whdpbeat URCD148, 1999. CD.

Composer: Blyton, Carey

Title: Saxe Blue

Year: 1972

Publisher: Unpublished

Difficulty: 2

Recordings:

Blyton, Carey.Sherlock Holmes meets Dr. Whdpbeat URCD148, 1999. CD.

Composer: Cope, David
Title: Clone
Year: 1976
Publisher: Seesaw Music Corp.
Difficulty: 4
Houlik’'s Comments:
This is very avant-garde music.

Composer: Daravelis, George
Title: Sonate of Return

Year: 2003

Publisher. GDAR - Athens
Difficulty: 4
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Houlik's Comments:

Daravelis is Greek and teaches in AtheSsnate of Returis light, as in it is not
a heavy-duty contemporary piece, and it is multiperements. It is another piece that
is dedicated to me, but the composer and | didaibtabout it in advance.

Composer: Farina, Daniel
Title: Tralfamador

Year: 1972

Publisher: Unpublished
Difficulty: 3

Composer: Granger, Christian
Title: Sonata
Year: 1965
Publisher: Unpublished
Difficulty: 3
Houlik's Comments:
Granger was a student at Fredonia. | playedat mlthe early years and have
students play it every now and then.

Composer: Harris, David
Title: Moments

Year. 1971

Publisher: Unpublished
Difficulty: 3

Composer: Henry, Otto
Title: The Cube

Year: 1974

Publisher: Unpublished

Composer: Henry, Otto

Title: Dark Visitors

Year: 1976

Publisher: Unpublished; Manuscript at East Carolina Joynbrdry
Difficulty: 3

Composer: Kaptur, Terese
Title: Sylvan Aire
Year: 1990
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Publisher: Unpublished
Difficulty: 1

Composer: Kosteck, Gregory
Title: Duo Concertante*
Year: 1969

Publisher: Unpublished
Difficulty: 5

Composer: Kosteck, Gregory
Title: Mini-Variations

Year: 1967

Publisher: Media Press
Difficulty: 3

Houlik’'s Comments:

The piano has accented moments, and the saxophaneding through these
semi-chromatic statements. Just when you thinkayeugoing in one direction, you are
going another. | have played it dozens and doaétimes. It is probably three minutes.
Recordings:

Houlik, James.James Houlik, tenor saxophone; Paul Tardif, piaGnlden Crest

Records RE-7060, 1975. LP.

Composer: Kosteck, Gregory
Title: Music for Tenor Saxophone and Piano
Year: 1979
Publisher: Unpublished
Difficulty: 5
Houlik’'s Comments:
It is in three movements, each in a vastly diffesggle. | may have played it a
half-dozen times.

Composer: Kosteck, Gregory
Title: Two Songs

Year: 1968

Publisher: Unpublished
Difficulty: 1

Composer: McGlohon, Loonis
Title: The Empty Chair
Year. 1981
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Publisher: Unpublished
Difficulty: 2
Houlik’'s Comments:

McGlohon was a jazz player and even accompanieatr@ion the road. This
piece notes the passing of Stan Getz. It is anrfsane ballad with a sense of loss woven
into it.

Composer: Padova, Andrea
Title: Double Moon

Year: 2006

Publisher: Unpublished
Difficulty: 2

Composer: Padova, Andrea
Title: Kaddish

Year: 2006

Publisher: Unpublished
Difficulty: 2

Composer: Padova, Andrea
Title: Prelude

Year. 2006

Publisher: Unpublished
Difficulty: 2

Composer: Padova, Andrea
Title: Song Without a Voice
Year: 2006

Publisher: Unpublished
Difficulty: 2

Composer: Padova, Andrea
Title: Turning Point

Year: 2006

Publisher: Unpublished
Difficulty: 2

Composer: Perna, Dana
Title: Bagatelles
Year. 1979
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Publisher: Unpublished
Difficulty: 3-4

Arranger: Rudkin, Ronald
Title: American Love Song Medley (arr.)
Year: ca. 1985-89
Publisher: Self-published
Difficulty: 2
Houlik's Comments:
| asked Rudkin to take three American love songsibee it is what the
saxophone does well. They are great arrangemats have played repeatedly.

Composer: Shaffer, Sherwood
Title: Barcarolle

Year: 1990

Publisher: Unpublished
Difficulty: 4

Houlik’'s Comments:

TheBarcarolleis the slow movement from tl@&harades | asked Shaffer to
write it because | pictured a Bozaaa kind of piece. ICharadest is about a page of
music or less, and this is about three to four pagehas a change of meter and a change
of style and then moves back to the original matefThere is a cruelly-placed high A. 1
have played it a lot.

Composer: Shaffer, Sherwood
Title: Sicilienne
Year: 1991
Publisher: Dorn Publications
Difficulty: 2
Houlik’'s Comments:
It is dancing along in 6/8 — a one-size-fitssadiliennewith a lovely melody.

Composer: Turner, Thomas
Title: Fantasy

Year: 1982

Publisher: Seesaw Music Corp.
Difficulty: 4
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Houlik's Comments:

Fantasyis a wonderful piece with a hard saxophone paitahard piano part.
There are lots of cascading lines. It is tonal laasl huge energy. | think it would be safe
to call it neo-romantic.

Composer: Verhiel, Ton
Title: Movements Sentimentales*
Year: 2009
Publisher: Ton Verhiel Music Editions — Holland
Difficulty: 3
Houlik's Comments:
It is four movements and tonal. | haven't playeget but will; | have only had it
a matter of weeks.

Tenor Saxophone and Organ

Composer: Shaffer, Sherwood
Title: Jubilees

Year: 1996

Publisher: Unpublished
Difficulty: 5

Houlik's Comments:

In Italy | was introduced to a man who was runramgorgan festival. He asked if
| had a piece with organ, and | said yes, which avhs. | had this piece written and
premiered it in that festival. It has a hugelyl&h&ying organ part and a challenging
saxophone part that are not necessarily easy ttmgether. It is about fifteen minutes in
length.

Tenor Saxophone and Band

Composer: Borwick, Douglas
Title: Coronation
Year: 1984
Publisher: Unpublished
Difficulty: 5
Houlik's Comments:
This piece has had one performance, which wastivtiNavy Band.

Composer: Brandon, Seymour
Title: Bachburg Concerto
Year. 1977
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Publisher: Unpublished
Difficulty: 4
Houlik’'s Comments:

TheBachburg Concertas a piece with band that | have played sevenadsi It
does include references to Bach but is not oventgalt is through-composed and is
around nine minutes.

Composer: Cunningham, Michael
Title: French Rhapsody
Year: 1985
Publisher: Seesaw Music Corp.
Difficulty: 5
Houlik’'s Comments:
Like most of Cunningham’s music it is composedlw&he saxophone part is
plenty difficult, but it is not difficult to put tether with the accompaniment.

Composer: de Gastyne, Serge
Title: Concerto*

Year: 1974

Publisher: Unpublished
Difficulty: 5

Composer: Duckworth, William
Title: Fragments

Year: 1967

Publisher: Seesaw Music Corp.
Difficulty: 3

Houlik’'s Comments:

This is the first band piece written for me. BMickworth became a good friend
of John Cage, and over time he became an ultraeoygdrary guy. However, this piece
is conventional. Itis a charming piece in one sraent and is about six or seven
minutes.

Composer: Foley, Daniel
Title: Serenade*

Year: 1977

Publisher: Unpublished
Difficulty: 4
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Houlik's Comments:
This piece has not been performed. | think itlddne a good piece; it is a little
athletic, but it looks a little more complex thamactually is.

Composer: Lane, Richard
Title: Suite

Year: 1970

Publisher: Boosey & Hawkes
Difficulty: 4

Composer: Leist, Robert
Title: Excursion
Year: 1991
Publisher: Unpublished
Difficulty: 4
Houlik's Comments:

Excursionis a lovely piece with some excitement to itislthrough-composed.
It was originally titledExcursion to Blacksburfecause it was for the Blacksburg High
School band. It has lots of altissimo and rhythoamplexity — dramatic stuff and an
exciting piece.

Composer: Ott, David
Title: Essay
Year: 1983
Publisher: MMB Music, Inc.
Difficulty: 5
Houlik’'s Comments:
David Ott is a fine composer, aBgsayis just a good, virtuoso, saxophone piece.
He is a guy capable of drama. | premiered it \thi Navy Band.

Composer: Shaffer, Sherwood
Title: Rhapsody
Year: 1987
Publisher: Unpublished
Difficulty: 5
Houlik's Comments:
It is extremely difficult — lots of altissimo anadts of technique. | think we did it
at Baylor, and I'm sure we did it with the Navy ldanHe writes a lot of music that just
comes at you.
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Composer: Stamp, Jack
Title: Jigsaw
Year: 1992
Publisher: Self-published
Difficulty: 4
Houlik’'s Comments:
It is a good band piece. It has lots of spinteresting rhythms, metric silliness,
and altissimo. | played the premiere with a bre¢fearsal.
Recordings:

Stamp, JackPast the Equinox: Music of Jack Stan@uitadel CTD 88105, 1994, 1993.
CD.

Composer: Trevarthan, Richard
Title: Coleman Paraphrase
Year: 1970

Publisher: Unpublished
Difficulty: 3-4

Houlik's Comments:

Coleman Paraphrasis a rewriting of the famous chorus fradody and Southat
Coleman Hawkins recorded. Hawkins was a fine,igumy musician, but that was a
moment of brilliance. This band piece builds oat tthorus and is about five or six
minutes in length. | premiered it with a high schiband.

Composer: Williams, J. Clifton
Title: Pandean Fable

Year: Unknown

Publisher: Unpublished
Difficulty: 4

Houlik’'s Comments:

Williams was one of the guys who really broke afieér bands stopped playing
transcriptions. He wrote a piece for bass fluté laand, which had to be amplified. He
was at East Carolina [University] and said, “I wablike to rewrite a piece for you. That
bass flute piece is never going to see the liglatagfagain.” He reworked it, and itis a
charming piece. It has a wonderful lyric sectithren theallegro section is Prokofiev-
like.

Tenor Saxophone and Orchestra

Composer: Cope, David
Title: Concerto
Year: 1975
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Publisher: Unpublished
Difficulty: 4
Houlik’'s Comments:
TheConcertorequires an orange crate to be performed.

Composer: Cutler, David
Title: Maristella

Year: 2003

Publisher: Helius Press
Difficulty: 5

Houlik's Comments:

Cutler is on faculty here [at Duquesne Universitie is a young, bright
composer and a fine pianist, both jazz and clalssida wrote this piece, and it has a
Latin kind of background. It has a very hard pigaot, which makes it more difficult
and is a drawback. We did the premiere with ah@stra in Milan. | am asking him to
consider reworking it for my Latin show becausedauld fit very nicely. It has a certain
Bolérolike style to it that makes it interesting. Ittisough-composed, about five or six
minute in length, and | have played it a numbetirogs.

Composer: Ewazen, Eric
Title: Classical Concerto
Year: 1993

Publisher: Self-published
Difficulty: 5

Houlik's Comments:

TheClassical Concertds a wonderful piece of American music. | thinksit
outrageously American, except for the third movenwemere he slips into a Celtic kick.
The second movement is absolutely beautiful — Fagéaying it. There is a spot in that
movement where | go from an F-sharp to G, and tinecemes out from behind the cloud
— it is absolutely gorgeous. Tkiassical Concertas one of the pieces that | am pleased
to leave behind — | am happy to have my name arpikae.

Recordings:

Ewazen, Eric.Orchestral Music and Concerto®lbany Records TROY 477, 2002.
CD.

Composer: Harvey, Paul
Title: Concertino

Year: 1974

Publisher. Maurer
Difficulty: 5
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Houlik's Comments:

Harvey studied with Ralph Vaughan Williams. Heotera concertino for each of
the saxophone voices and each uses the Ibertimsttation. This is a wonderful piece
with extensive altissimo.

Composer: Kaptur, Terese
Title: Dragon Song
Year: 1975
Publisher: Unpublished
Difficulty: 4
Instrumentation: Tenor Saxophone, Rapper, and Orchestra
Houlik’'s Comments:
This is a piece for children’s concerts. The drags being discriminated against
by all the other creatures of the forest.

Composer: Kaptur, Terese
Title: Dream Song
Year: Unknown
Publisher: Unpublished
Difficulty: 3
Instrumentation: Tenor Saxophone, Narrator, and Orchestra
Houlik’'s Comments:
Dream Songs the story of Adolph Sax getting his inspiratidnarote the text,
and Kaptur wrote the music.

Composer: Kosteck, Gregory

Title: Concerto for Tenor Saxophone and Orchestra*
Year: 1972

Publisher: Unpublished

Difficulty: 5

Composer: Lamb, Marvin
Title: Concerto for Tenor Saxophone and Orchestra*
Year: 1976
Publisher: The Fleischer Collection of the Free Library dilRdelphia
Difficulty: 5
Houlik’'s Comments:
Marvin Lamb wrote this piece for his doctoral @igation at the University of
lllinois.
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Composer: Lamb, Marvin
Title: Sroufie the Saxophone
Year: 1988
Publisher: Unpublished, available from composer
Difficulty: 4
Instrumentation: Tenor Saxophone, Narrator, and Orchestra
Houlik’'s Comments:
Sroufie the Saxophoneaches lessons on discrimination. It even haeslof the
other instruments. The conductor narrates.

Composer: Ott, David
Title: Concerto

Year: 1991

Publisher: Unpublished
Difficulty: 5

Houlik's Comments:

Concertowas premiered by the Canton Symphony in Ohias rieally a
wonderful piece. It is primarily tonal, and thet@umovements are dramatic. In the
middle movement the tenor saxophone and violin s@ave in and out, and the tenor is
way up in the altissimo so it is challenging toiaek with delicacy. In the third
movement there is a cadenza that | wrote. Otkghin a trombone sensibility, and his
original cadenza didn’t really seem idiomatic. $#&d, “If you want to you can rewrite it
following my flow of energy, but writing it in saytone.” It is quite zany and fun. It
occurs as if suddenly a troop of clowns arrivethemmiddle of an otherwise serious
effort. | would adore to record it.

Composer: Padova, Andrea

Title: Double Concerto for Sax, Piano, and Orchestra*
Year. 2005

Publisher: Unpublished

Difficulty: 4-5

Instrumentation: Tenor Saxophone, Piano, and Orchestra

Composer: Rendleman, Richard
Title: Concertino

Year: 1991

Publisher: Albany

Difficulty: 4-5
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Houlik's Comments:

Richard Rendleman is a professor of business atJthiversity of North Carolina
at] Chapel Hill. He is a composition student obied Ward. | don’t know if | have ever
played it outside of North Carolina. In the pi¢lere are lovely melodies. It is not
complex but has pleasant orchestration.

Recordings:
The North Carolinians Albany Records TROY 1111993. CD.

Composer: Rendleman, Richard
Title: Say Goodbye
Year: 1990
Publisher: Unpublished
Difficulty: 3
Houlik’'s Comments:
It is a gentle closer for the first half of my psipows. It is just charming, sweet,
and lovely.

Composer: Rudkin, Ronald
Title: Danza Volante
Year: 1989
Publisher: Self-published
Difficulty: 4
Houlik’'s Comments:
Rudkin is a former ECU student of minBanza Volantés a pop show piece
with a Latin feel to it. It will probably reappesr my Latin show. It includes an
improvised section.

Arranger: Rudkin, Ronald
Title: Ellington Rhapsody
Year: ca.1983-84
Publisher: Self-published
Difficulty: 5
Houlik's Comments:
This arrangement includes three Ellington turéss challenging to the winds.
In one part of the arrangement he asks the vitdirssving.

Composer: Saidaminova, Dilorom
Title: Concerto

Year. 2005

Publisher: Unpublished
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Difficulty: 5
Houlik's Comments:

The Concerto is a busy, hard piece with extensinge. | played it at Carnegie
Hall. There is also a band version.

Composer: Shaffer, Sherwood
Title: Concerto*

Year: 1987

Publisher: Unpublished
Difficulty: 5

Composer: Shaffer, Sherwood
Title: Stargaze
Year: 1991
Publisher: Unpublished
Difficulty: 5
Instrumentation: Tenor Saxophone/Narrator and Orchestra
Houlik's Comments:
Stargazas for children’s show, and | also narrate. tludes slides.

Composer: Shaffer, Sherwood
Title: Unicorn Music
Year: 1996
Publisher: Unpublished
Difficulty: 5
Houlik's Comments:
Unicorn Musichas been performed and recorded [yet to be raelpatiealternates
between beautiful, lyric lines and incredibly teah parts. The bassoon and brass are
prominent.

Composer: Sharafyan, Vache
Title: Concerto: for tenor saxophone & symphony orclaestr
Year: 2003
Publisher: Unpublished
Difficulty: 5
Houlik’'s Comments:
Sharafyan is an Armenian composer who has writtelo-Yo Ma. His music is
mystical and is in no hurry to get anywhere. Thdiance liked it.
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Composer: Smith, Gregg
Title: Farewell
Year: 1986
Publisher: Unpublished
Difficulty: 3
Houlik’'s Comments:
You know Smith’s music, but you don’t know you knbis music — he writes for
Disney and NPR. This is one of the goodbye piémesy pops shows.

Tenor Saxophone and Mixed Ensemble

Composer: Brandon, Seymour
Title: Trio da Camera
Year: 1968
Publisher: Unpublished
Instrumentation: Oboe, Clarinet, Tenor Saxophone, and Piano
Houlik’'s Comments:
TheTrio da Cameravas written for James Houlik and Friends and waged up
and down the East Coast. lItis light in character.

Composer: Byers, Patrick
Title: Trio “Mariner”
Year: 1974
Publisher: Unpublished
Instrumentation: Clarinet, Tenor Saxophone, and Piano
Houlik’'s Comments:
This is an ornate and complex piece. Itis tonal.

Composer: Harvey, Paul
Title: Trio
Year: 1981
Publisher: Dorn Publications
Instrumentation: Oboe, Clarinet, and Tenor Saxophone
Houlik's Comments:
TheTrio was written for James Houlik and Friends but daesalude piano.

Composer: Kosteck, Gregory

Title: Summer Music

Year: 1969

Publisher: Dorn Publications

Instrumentation: Oboe, Clarinet, and Tenor Saxophone
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Houlik's Comments:
This piece was the beginning of James Houlik amehBs.

Composer: Lamb, Marvin

Title: Serenade for Unknown Friends

Year. 1974

Publisher: Dorn Publications

Instrumentation: Oboe, Clarinet, and Tenor Saxophone

Composer: Lane, Richard
Title: A Few Bits and Pieces
Year: 1973
Publisher: Unpublished
Instrumentation: Oboe, Clarinet, Tenor Saxophone, and Piano
Houlik’'s Comments:
A Few Bits and Pieceas exactly that — small and charming.

Composer: Petra, Fred

Title: Petite Suite

Year. 1984

Publisher: Unpublished

Instrumentation: Tenor Saxophone and Jazz Trio

Composer: Shaffer, Sherwood
Title: Charades
Year: 1985
Publisher: Unpublished
Instrumentation: Violin, Tenor Saxophone, and Piano
Houlik’'s Comments:
This is a game of charades between the threerpsefe, with lots of complex
exchanges of lines and interjections.

Composer: Shaffer, Sherwood
Title: Jack-In-The-Box*
Year: Unknown
Publisher: Unpublished
Instrumentation: Alto Saxophone, Tenor Saxophone, and Piano
Houlik’'s Comments:
Jack-In-The-Boxvas written for Drew Hays and me to perform. I e on an
upcoming recording. This piece is busy withoutcbeplexity.
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Composer: Wilder, Alec
Title: Air
Year: 1981
Publisher: Dorn Publications
Instrumentation: Tenor Saxophone and Brass Quintet
Houlik’'s Comments:
Wilder wrote sophisticated tunes that jazzersgtly. Air is lyrical, and | have
played it a handful of times.

Erroneous Dedications

The following are works that Houlik states are imeotly listed as dedications to
him in Jean-Marie Londeix’s book Comprehensive Guide to the Saxophone Repertoire
1844-2003

Composer: Di Pasquale, James

Title: Sonata

Year: 1967

Publisher: Southern Music Company
Instrumentation: Tenor Saxophone and Piano

Composer: Hartley, Walter

Title: Rhapsody

Year: 1979

Publisher: Dorn Publications

Instrumentation: Tenor Saxophone and String Quartet

Composer: Hartley, Walter

Title: Sonata

Year: 1974

Publisher: Dorn Publications

Instrumentation: Tenor Saxophone and Piano

Composer: Kosteck, Gregory

Title: Music: A Design for Dance

Year: 1980

Publisher: Rochester Music Publishers
Instrumentation: Tenor Saxophone and Piano



Composer: Peck, Russell

Title: Sonatina

Year: 1967

Publisher: Western International Music
Instrumentation: Tenor Saxophone and Piano

Composer: Stringfield, Lamar Edwin
Title: To a Star
Instrumentation: Tenor Saxophone and Piano

72
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APPENDIX A
DISCOGRAPHY

1972 MENC biennial at AtlantaSilver Crest ME72-101972 LP. Works by Benson,
Dahl, Lane, Mailman, Mayuzumi, Persichetti.

1977 MENC-Southern DivisiorCrest Records ATL-7754977. LP. Works by Bartok,
Harvey, Revueltas, Weber.

The Baylor University Wind Ensembliglark Records TMEA95MCD-41995 CD.
Works by Grainger (ed. Fennell), Husa, Stamp, Tu(trans. Reed).

Ewazen, Eric.Orchestral Music and Concerto®Albany Records TROY 477, 2002.
CD. Works by Ewazen.

Festival '70. Century Records 38721970. LP. Works by Cooper, Dello Joio, Ives,
Kosteck, Orff, Persichetti, Rimsky-Korsakov, Strasky.

Houlik, James.American Saxophon&och International Classics 3-7390-2 HD96,
1987. CD. Works by Gould, Peck, Ward.

.James Houlik, tenor saxophone; Paul Tardif, pianlden Crest Records
RE-7060, 1975. LP. Works by Boni, Chopin, Debugayckworth, Hartley,
Kosteck, Schmidt.

.James Houlik: A Tenor Saxophone Recitablden Crest RE-7088, 1979.
LP. Works by Cunningham, Glick, Karlins, Kisza,iQarr.), Schmitt, Wiedoeft.

.Tenor Tapestry Aerophon Recordings AERO 01-2, 2002. CD. Wdrks
Boccherini, Demersseman, Bach, Schmitt, Glick, legrtChopin, Cunningham,
D’'Rivera, Frackenpohl, Doerr, Wiedoetft.

Lenoir Saxophone Ensembl&ascinatin' RhythmsLenoir Saxophone Ensemble LSE-
002, 2000. CD.

The North Carolinians Albany Records TROY 1111993. CD. Works by Johnson,
Rendleman, Ross, Ward.

Peck, RussellThe Upward StreamAlbany Records TROY 040, 1991, 1988. CD.
Works by Peck.



74

Stamp, JackPast the Equinox: Music of Jack Stan@uitadel CTD 88105, 1994, 1993.
CD. Works by Stamp.

Ward, Robert.Jubilation Overture; Symphony No. 4; Concerto fak@hone and
Orchestra; Sonic StructureAlbany Records AR001, 1988, 1987. CD. Works by

Ward.

.Night Fantasy.Citadel CTD 88103, 1994. CD. Works by Ward.
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APPENDIX B
CONCERT PROGRAMS AND PROMOTION

announcing the. ..

WORLD PREMIERES OF MORTON GOULD’S

/ IDIVE R SIO NS /7 CONCERTO FOR TENOR SAXOPHONE
AND ORCHESTRA

1990-91: American Symphony Orchestra at Avery Fisher Hall —
Lincoln Center

1991-92: Phoenix Symphony, Winston-Salem Symphony, Evansville
Philharmonic, Akron Symphony, New Hampshire Music Festival Z

JAMES HOULIK, sotoist

“spectacular” — The New York Times
“one of the world’s great virtuosi” — The Daily Mail + London

MR. HOULIK IS AVAILABLE In the US In Canada:

TO PERFORM “DIVERSIONS” Stanton Consulting & Mgmt. NovaTer Artists, Inc.

WITH OTHER ORCHESTRAS 4505 Newtown Road 276 Carlaw Ave. - Suite 211

BEGINNING AUGUST 1992 Astoria, New York 11103 Toronto, Ontario M4M 311
718/956-6092 416/463-0983

Figure B1. Flier, world premiere of Morton Gould$versions



Avery Fisher Hall
99 Lincoln Center

Home of
The New York Philharmonic

Wednesday Evening, November 28, 1990, at 7:30

ABSOLUT VODKA
in association with Ettore Stratta and Pat Philips
presents

ABSOLUT CONCERTO

A Celebration of New American Music

AMERICAN SYMPHONY ORCHESTRA
Catherine Comet, Conductor
Martin Bookspan, Host

ROUSE  Concerto per Corde
(World Premiere)
Adagio-Doloroso
Allegro molto
Largo lamentoso

ZYMAN  Concerto for Cello and Orchestra
(World Premiere)
Tranquillo e molto espressivo—Allegro molto
Lento ma poco rubato
Andante con fantasia—Allegro con spirito
CARLOS PRIETO, Cello

Intermission

ROREM  The Schuyler Songs
(New York Premiere)
LUCY SHELTON, Soprano

GOULD  “Diversions” for Tenor Saxophone
and Orchestra
(World Premiere)
I. Recitatives and Preludes
II. Serenades and Airs
III. Rags and Waltzes
IV. Ballads and Lovenotes
V. Quicksteps and Trios
JAMES HOULIK, Saxophone
MORTON GOULD, Conductor

Special Consultant: Jeffrey Kaufman

Figure B2. Program, world premiere of Morton Gdsildiversions
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The Winston-Salem Symphony

Peter Perret, Music Director

Thirty-Ninth Season
1985-86

Sunday. Afternoon, October 20, 1985 at 3:00 p.m.
Tuesday Evening, October 22, 1985 at 8:00 p.m.

STEVENS CENTER FOR THE PERFORMING ARTS
Joan Hanes Theatre

Peter Perret, Conductor
James Houlik, Saxephone

BRAHMS  Academic Festival Overture, Op. 80

PECK  The Upward Stream (World Premiere)
1. Adagietto espressivo; con brio
1I. Allegro; Adagietto
lII. Allegro molto marcato

Mr. Houlik

[ntermission

STRAVINSKY  Rite of Spring

First Part:
Adoration of the Earth

Second Part:
The Sacrifice

The Winston-Salem Suriphony Guild cordinlly invites the audience to “Symphony
Splash” - a reception: at Mercantile Plaza immediately following the Symphony's  yarional ENDOWMENT
performance fo meet Mr. Pervet, Mr. Houlik and members of the orchestra. FOR THE ARTS

A performance of this concert will be broadcast over WFDD-FM, 88.5,
Wake Forest Universitv Radio on Piedmont Showcase, November 24 at
8:00 p.m.

1965 1985
The commissioning of The Upward Stream for premiere performance by the

Winston-Salem Symphony has been made possible by a grant from the
North Carolina Arts Council.

33

Figure B3. Program, world premiere of Russell Petke Upward Stream



Figure B4.

CARNEGIEHALL

1987-88 SEASON

Sunday Afternoon, QOctober 4, 1987, at 3:00

THE ROBERT WARD CELEBRATION

Honoring the Composer on his Seventieth Birthday

The North Carolina Symphony
Gerhardt Zimmermann, Music Director

James Houlik, Saxophone
Victoria Livengood, Mezzo-soprano
Eugene Perry, Baritone

Symphony No. 4 (1958)
[. Adagio—Allegro

II. Grave

[II. Vivo

Concerto for Saxophone and Orchestra (1983)

[. Lento
I1I. Allegro

MR HOULIK

Intermission

I Ride Along, and I'm Makin” A Play For You,
from “The Lady From Colorado” (1964)

(Bernard Stambler, libretio)

MISS LIVENGOOD and MR PERRY
DR WARD Conduching

Oh, Cosmos With Your Myriad Stars,
from “Minutes Till Midnight” (1982)
(David Lang, libretto)

MR PERRY
DR WARD, Conduating

Act II, Scene 1 from “The Crucible” (1961)

(Bernard Stambler, libretto)
MISS LIVENGOOQD and MR. PERRY
DR WARD, Comducting

Sonic Structure (1980)

The photographing or sound recording of any performance or the possession of any device for such photographing
or sound recording inside this theater, without the written permission of the management, is prohibited by law
Offenders may be ejected and liable for damages and other lawful remedies

17

Program, Robert Ward Seventieth Birgh@alebration Concert
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remarkable The New York Times

“CELEBRATING THE BIRTHDAY OF ADOLPHE SAX "

ALICE TULLY HALL - LINCOLN CENTER
Thursday Evening at 8:00-November 6, 1980

Figure B5. Flier (front), James Houlik Alice Tullyall recital
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ALICE TULLY HALL - LINCOLN CENTER
THURSDAY, NOVEMBER 6 AT 8:00

JAMES HOULIK, Saxophonist
Scott Schillin, Pianist

James Houlik has emerged as a leading performer on his instrument and a uniquely
effective artist. He blends robust virtuosity, interpretive insight and expressive playing
to bring forth electrifying performances. His audiences experience a special sense of
involvement and communication — he is, at one time, profound and entertaining. His
vital and lively performances have contributed significantly to the appreciation of the
often misunderstood saxophone, as does his informative commentary in recital.

James Houlik has eamed an international reputation as a result of his recital and
solo engagements in the United States, Canada, Europe and Japan. His highly varied
repertoire makes for stimulating programs which range from the baroque to ragtime
and include more than fifty works composed especially for him.

James Houlik is an extraordinary performer who combines the appeal of a popular
instrument with exciting artistry.

NEW YORK - “Saxophone virtuosos are rarely discernible outside
the pop and jazz fields. One exception is James Houlik . . . He is an
accomplished technician on the tenor saxophone, and he made every-
thing sound easy as well as mellifluous . . . He is a persuasive musician,
who embraced 18th-century music and a variety of 20th-century
styles with insight. He made an evening of solo saxophone music
enjoyable.” — THE NEW YORK TIMES

WASHINGTON - “James Houlik displays virtuosity on saxophone
in D.C. debut . .. A capacity audience was on hand, which should
prove something about the public thirst for unusual programming . . .
His playing bursts with easy virtuosity.” - THESTAR

NEW YORK - “Saxophone recitals like the one by James Houlik
are not easy to come by, not even in this town . . . Houlik is a genuinely
brilliant player . . . It was a fascinating recital.” — CUE MAGAZINE

Scott Schillin began his piano studies in his home state of New Jersey. He attended

Chatham Square Music School in New York City on a full scholarship for six years -

before his acceptance as a scholarship student to the Oberlin Conservatory of Music
where he studied with Emil Danenberg. His graduate study took place at Indiana
University under pianists Gyorgy Sebok and Menachem Pressler. Mr. Schillin has per-
formed throughout the United States as soloist with orchestras, and in recital as soloist
and collaborative pianist. He is Assistant Dean and Professor of Piano at the North
Carolina School of the Arts.

TICKETS: $8.00,$7.00, $6.00
At Box Office, Or Call Centercharge (212) 874-6770

This event is made possible with the assistance of:

R. Philip Hanes, Jr. — Ampersand, Inc.
Mary Duke Biddle Foundation
North Carolina School of the Arts
W. T. Armstrong Company

New York Recital Management: Concerts, Advertising and Publicity, Inc.

o e Goldon Crést Reconds

Figure B6. Flier (back), James Houlik Alice Tulall recital
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THE UNITED STATES NAVY BAND
Commander Joseph Phillips, USN, Leader

Sixth International Saxophone Symposium

Tawes Auditorium
University of Maryland
January 28, 1983 8:15 P.M.

Musician First Class Chuck Yates, Narrator

COLOSSUS OF COLUMBIA March Russell Alexander

AEGEAN FESTIVAL Overture Andreas Makris
Trans. Albert Bader

GOSSAMER RINGS* David Deason
Dr. Steven G. Mauk, Sopranc Saxophone

THE GIRL WITH THE FLAXEN HAIR Claude Debussy
Trans. Anton Weiss

CONCERTO FOR ALTO SAXOPHONE AND CONCERT BAND
Karel Husa
Mr. Fred Hemke, Alto Saxophone
GLORY OF THE YANKEE NAVY John Philip Sousa

ESSAY FOR TENOR SAXOPHONE AND BAND* David Ott
Mr. James Houlik, Tenor Saxophone

MOLLY ON THE SHORE Percy Grainger

FANTASIA* Claude Smith
Senior Chief Musician Dale Underwood, Alto Saxophone

FESTIVAL VARIATIONS Claude Smith

i g
Premiere performance

Figure B7. Program, world premiere of David OEssay
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THE AMBASSADOR OF BELGIUM

THE SMITHSONIAN ASSOCIATES DEPARTMENT OF
PERFORMING ARTS

THE DIVISION OF MUSICAL HISTORY

present

JAMES HOULIK
KENNY G. Vil
DAVID “FATHEAD” NEWMAN /4

in

THE ADOLPHE SAX
CENTENNIAL CONCERT

BAIRD AUDITORIUM
THE NATIONAL MUSEUM OF NATURAL HISTORY
10TH STREET AND CONSTITUTION AVENUE, N.W.
FRIDAY, FEBRUARY 4, 1994 AT 7:30 PM

The Saxophone, long a mainstay of American music, was the sole
invention of the brilliant Belgian musician/instrument maker Adolphe
Sax (1814-1894). In commemoration of the 100th anniversary of Sax’s
death, three of America’s leading saxophonists will be presented in an
evening of saxophone music celebrating the rich diversity of Sax's
invention as it has flourished in America.

Additional support is being provided by:
THE SELMER COMPANY
YAMAHA CORPORATION OF AMERICA

Figure B8. Flier, The Adolphe Sax Centennial Conce
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Western European Concert Traditions
James Houlik, with Bang-Won Han

Chant d'Eglise Frangois-André Philidor (1726-1795)
Premiere Solo Andante et Bolero Jules Demersseman (1833-1866)
Songe de Coppélius, Opus 30, No. 11 Florent Schmitt (1870-1958)
Suite Hebraique (1968) Cantorial Chant Srul Irving Glick (1934-)

) Circle
Adagio and Rondo Carl Maria von Weber (1786-1826)
Lied Zonder Woorden Jan Decadt (1914-)
Two Pieces (1968) Poem Walter S. Hartley (1927-)

Scherzino

Sambacita Brazileira (1983) Leo Arnaud (1904-)
Saxema Rudy Wiedoeft (1893-1940)

The American Influence
David “Fathead” Newman, with Ruben Brown

The Contemporary Sound
Kenny G, with Robert Damper

Piano courtesy of the Yamaha Corporation of America.

THE ARTISTS

Curator of American Music in the Smithsonian’s Division of Musical History and this
evening’s master of ceremonies, Anthony Brown is a percussionist, composer, and scholar.
He maintains an active schedule as the leader of several ensembles and director of the
Smithsonian’s Jazz Oral History Program, while completing a book on the history of jazz
drumming. He has performed and recorded around the world with Max Roach, David Murray,
Anthony Davis, Sir Roland Hanna, James Newton, and the San Francisco Symphony. His
original works have been commissioned, choreographed, and performed in Berlin, New York,
and his hometown, San Francisco. Anthony Brown is a musical consultant for the National
Endowment for the Arts and a Ford Foundation Doctoral Fellow at the University of Califor-
nia, Berkeley.

Figure B9. Program, The Adolphe Sax Centennialc@dnFebruary 4, 1994; The
National Museum of American History, WashingtonCD.



SCHOOL OF MUSIC
COLLEGE OF THE ARTS

GUEST ARTIST RECITAL

JAMES HOULIK, TENOR SAXOPHONE & BANG-WON HAN, P1aNo

assisTeD BY  LAWRENCE GWOZDZ, ALTO SAXOPHONE

Marsh Auditorium

Monday, October 23, 1995 at 8:30 p.m.

Adagio Luigi Boccherini
(1743-1805)
Sonata in G Minor, BWV 1020 Johann Sebastian Bach
Allegro (1685-1750)
Adagio
Allegro
Songe de Coppelius Florent Schmitt
(1870-1938)
Suite Hebraique (1968) Srul Irving Glick
Chasidic Dance (b. 1934)
Hora
Cantorial Chant

Circle Dance

Two Pieces Walter S. Hartley
Poem (1967) (b. 1927)
Scherzino (1986)

INTERMISSION
Adagio and Rondo Carl Maria von Weber
(1786-1826)
Miniature - Andante con passione (1968) Alojzy Thomys
(b. 1929)

Trigon, Opus 31 (1969) Michael Cunningham
Constant Driving Rhythm (b. 1937)
Quiet and Calm

~ Quite Fast

Dialogue for Alto and Tenor Saxophones (1987) Fisher Tull
Slowly with Freedom (1934-1994)
Playfully

Lawrence Gwozdz and James Houlik

Sambacita Brazileira (1984) Leo Amnaud

Valse Hilda (1922) Clvde Doerr

Saxema (1921) Rudy Wiedoeft

(1893-1940)

T

H

E

CNIVERSITY O F

S OUTHERN
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Figure B10. Program, James Houlik recital at tiversity of Southern Mississippi



PROGRAM

ANDANTE AND RONDO HAYDN MILLARS
(19th ¢.)
SUITE HEBRAIQUE (1965) SRUL IRVING GLICK
Chasidic Dance
Hora

Cantorial Chant
Circle Dance

THREE AMERICAN SONGS OF LOVE RONALD RUDKIN, ARRANGER
A Time for Love - Johnny Mandel
When | Fall in Love - Victor Young
My One and Only Love - Robert Mellin

CHARADES (1985) SHERWOOD SHAFFER
For violin, tenor saxophone and piano
WORLD PREMIERE

* * INTERMISSION * *

ADAGIO AND RONDO CARL MARIA VON WEBER
(1786-1826)
SONATA (1982) AURTHUR FRACKENPOHL
. Fast
Il. Slowly
" Fast
TROUBADOR' SONG, OPUS 7I ALEXANDRE GLAZUNOV
(1865-1936)
SAMBACITA BRAZILEIRA (1984) LEO ARNAUD
FROM THE GOLDEN AGE OF THE SAXOPHONE.....
Valse Hilda (1922) Clyde Doerr
Saxema (1922) Rudy Wiedoeft
This Project is supported by the South Carobing Arts Commission and
the National ndowment for the Arts

Figure B11. Program, Sarah Johnson & Friends cbfldevember 19, 1985; Dock
Street Theatre, Charleston, South Carolina)



PROGRAM
SHASTA SYMPHONY ORCHESTRA * 40th Concert Season * 1989-90

I.  Selections from “My Fair Lady” Friedrich Lowe
Arranged by Robert Russell Bennett (1904-1988)

II.  Two by Richard Rodgers (1902-1979) Arranged by Jim Golden
1. We Kiss in A Shadow
2. You Are Beautiful

III.  Cascade Suite John Farruggia
Orchestrated by Jim Golden
1. Lakes and Meadows 4. Hat Creek
2. Lava Flow S. Lassen
3. Forest 6. Shasta
IV.  Jerome Kern Medley (1885-1945) Arranged by Roger Hogan

1. All The Things You Are
2. Can’t Help Lovin’ That Man
3. Pick Yourself Up

INTERMISSION

JAMES HOULIK, tenor saxophone

v. Troubador’s Song Alexander Glazunov
(1865-1936)
VI.  Night in Tunisia Dizzy Gillespie
(1917 -)
VII. Theme from “Summer of ‘42" Michel Legrand
VIII. Ragtime: Velma Leon Rosebrook
IX. Ragtime: Kathryne (Waltz) Jascha Gurewicz
X. Concerto for Tenor Saxophone and Orchestra Robert Ward
1. Lento (1917 -)

2. Allegro
XI. Saxema: A Ragtime Showpiece Rudy Weidoeft

PLEASE NOTE: To preserve the dignity of our performance, cameras and all recording devices are prohibited in
the Theatre. Please silence all digital watc hes before the performance begins in consideration of
your fellow audience members' enjoyment of the concert. Thank you for your cooperation!
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Figure B12. Program, Shasta Symphony Orchestra Eopcert (October 22, 1989;

Shasta College Theatre, Redding, California)
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