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Introducing Historic Brass Today

E D I T O R I A L

T
he second issue of Historic 
Brass Today comes to you 
after a few months of 
refining our production 
systems and recruiting 
even more area editors. 

We are pleased to add great people 
overseeing the content from the 
areas of historical military bugling 
(Jari Villanueva) and the American 
drum & bugle corps activity (Richard 
Garcia). It’s exciting to see the scope 
of the organization growing beyond 
its initial interest in Renaissance and 
baroque brass (although these areas 
continue to generate fascinating 
research). Richard’s interview with the 
legendary drum corps brass instructor, 
John Simpson about his remarkable 
recording of the Rhapsody in Blue on a 
baritone bugle reminds us that many 
top-line musicians got their starts 
in that activity. The rest of our issue 
offers a wide variety of topics, just like 
last issue. One of the highlights is Stan 
Curtis’s interview with jazz trumpeter 
Wayne Pearcy, who outlines his new 
love of playing baroque trumpet 
and the challenges of learning it as 
a visually impaired musician. Susy 

Michael O’Connor
HBT Managing 

Editor

Wilcox offers some guidance for 
young and older players who want 
to improve their early music skills. 
Emmett Goods offers us his thoughts 
on two hard bop trombone players 
that defined the style in its heyday. 
Chris Belluscio brings us another 
fascinating featured instrument and 
Bryan Proksch details of how prisons 
in the early 20th century created 
bands as a means of rehabilitation. 
Joanna Hersey’s Archive Corner takes 
us to the days of World War II and the 
contributions of an African American 
U.S. Navy band. We are also pleased 
to offer another article in Spanish this 
month as Mercedes Payán details the 
history of band teaching the Mixe de 
Oaxaca region of Mexico. Of course, 
we have reviews and news items that 
I know you will find interesting. 
I’d like to take this opportunity to 
thank all the area editors and our 
fine production team for their superb 
work and to remind you that, if you 
find something interesting related to 
historic brass instruments or playing, 
let us know!

Michael O’Connor

G
reetings to Historic Brass 
Today readers. In January, 
I became President of the 
Historic Brass Society. 
During our general 
membership meetings on 

January 16 and 17, I presented outgoing 
president, Jeffrey Nussbaum, with a plaque 
of appreciation for his 33 years of service 
to our organization. We also welcomed 
Elisa Koehler as our new Vice President/
President-elect. As before, Joanna Hersey 
is our Secretary and head of Membership, 
Alex Bonus is our Treasurer, and Steve 
Lundahl is our Technical Director. 

I would like to say that the transition 
is complete, but we are still tweaking 
the way our virtual, international HBS 
office works. One recent change is a 
consolidation of our operational structure. 
We now have five “umbrella” committees: 
Membership, Events, Office/Technology, 
Publications, and Finance. 

On our website, we now have “fact 
sheets” in many different languages that 
let people know what the HBS is all about. 
We also have expanded our social media 
outreach to Facebook, Instagram, and 
Twitter. 

Stanley Curtis
Vice President, Historic 

Brass Society
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Joanna Ross Hersey
HBS Secretary

G
reetings from the 
Membership Desk of the 
Historic Brass Society! We 
are speeding through our 
new 2022 membership year, 
and I am pleased to report 

a 33% growth in membership across the 
2021 year. Our membership runs January 
through December, so each year we see 
membership climb as the year progresses. 
Then, each December I process your new 
membership renewals, and it is a joy to 
read the handwritten notes from some of 
our long-standing members, who are used 
to renewing by the postal service and send 
paper forms as they have always done.

Many of you choose to join and renew 
electronically, and part of my day is spent 
receiving your emails as we maintain 
our website membership database. 
Occasionally the website gives us a 
challenge, but when that happens just 
email me at membership@historicbrass.
org and I can correct any difficulties. I 
look forward to our email exchanges, 
regardless of the cause, as it helps me stay 
connected to you and meet you all, at least 
virtually!

Then of course we have our Institutional 
Members, libraries across the world, 
who renew each year. I love imagining 
the students, faculties and community 
pulling these HBS Journals off the shelf 
in a faraway library and finding a global 
connection across our love of historic 
brass.  We are so grateful to the libraries 
which count the HBS among their 
holdings, as these give access at no charge 
to so many, who can browse the articles 
and pour over photos. Many of you might 
find a copy of a HBS Journal at a university 
nearby, where you can also browse back 
volumes. Our website also features 
e-versions though, if you prefer to stay 
home in your pajamas.

If you have yet to renew for 2022 or 
would like to recommend us to a friend 
or colleague, visit https://historicbrass.
org/about-us/join-the-hbs, and you will 

find our yearly rates have not changed: 
we offer Regular Membership for $42, a 
Student/Senior Membership for $35, and 
a Three Year Membership for 2022-2024 at 
$110. Payment is easy using PayPal from 
our website, or payment can be made by 
mailing a check to the address listed there.

Stay connected with us through 
our social media pages—you’ll find us 
on Facebook, Twitter, YouTube, and 
Instagram—and visit our website for 
additional information. We encourage 
you to join with the hundreds of others 
who also maintain membership to find 
inspiration, growth and joy within our 
activities. 

Should you have any questions, you will 
find me at membership@historicbrass.org 
and all the best for 2022!

Joanna Ross Hersey

Michael O’Connor - Managing Editor
Helen Roberts - Production Manager
Nick Harvey - Technical Assistant

Area Editors:
Ryoto Akiyama - Japan topics
Chris Bellucio - Unusual instruments, 
valved trumpets/cornets
Sandy Coffin - HBS Events
Richard García - Drum and Bugle Corps
Joanna Ross Hersey - Race, Ethnicity, and 
Gender Research
David Jarratt-Knock - UK/Ireland topics, 
museums contributor
Joseph L. Jefferson - Jazz topics
Michael Kris - University programs for 
early brass, trombone contributor
Liza Malamut - Performance Practice and 
Pedagogy, trombone topics
Jeff Miller - Ophicleide, serpent and 
saxhorn topics
Jimena Palacios Uribe - Mexico and 
South American topics, museums 
contributor
Bodie Pfost - Trombone/sackbut topics
Elijah Pugh - Early repertoire 
performance on modern instruments
Nathaneal Udell - Early horn
Jari Villanueva - Bugles and Bugling
David Wharton - Baroque trumpet
Mathias Wiedmann - Instrument makers
Susy Wilcox - Amateur players, 
workshops

H B T  T E A M

I am looking forward to some really 
great events in the near future. HBS is 
collaborating with several conferences. 
One is the North American Baroque 
Trumpet Competition and Conference, 
which will take place in Lexington, 
Kentucky, on the campus of the University 
of Kentucky, April 11-12, 2022. Jason 
Dovel, HBS Board Member, is the host for 
this event, which will be one of the first 
competitions sponsored by the HBS in a 
long time. There will also be performance 
clinics and papers presented. Another 
is a collaboration with the Vintage Brass 
Festival in Northfield, Minnesota, July 
28-31, 2022. It is our hope to provide an 
opportunity for informal early brass 
playing sessions, such as natural trumpet, 
natural horn, cornett and sackbut, even 
low brass serpents and ophicleides, but 
paper presentations and performance 
presentations will also be featured 
(alongside all of the other amazing 
performing by the VBF groups). From 
September 11 to 14 this fall, we will again 
work with the Vienna Department of 
Acoustics in the “Vienna Talk.” 

I am so thrilled that I get to write this 
greeting for the second edition of the 
Historic Brass Today. Along with our HBS 
Journal (the 2021 volume is set to come out 
soon!), this publication is a way for us to 
give back to the entire community of early 
brass performers, researchers, collectors, 
and amateurs.

Antoine de Saint-Exupéry wrote, If you 
want to build a ship, don’t drum up people 
to collect wood, and don’t assign them tasks 
and work, but rather teach them to long for 
the endless immensity of the sea. The HBS is 
like the endless immensity of the sea of 
early brass music. Let’s get out there and 
explore, and let’s inspire others to explore!

Stanley Curtis
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S U S Y  W I L C O X

Scratching the Musical Itch

Participants at the Music of Venice course, 
reviewed on p. 26. Photo by Conor Hastings.

3. Ensemble. Many professional organiz-T
his column is a shout-out to 
two groups of musicians, 1) 
students who don’t yet see 
how their careers can move 
forward in an underpaid, 
crowded, and narrow field 

and yet still play music, and 2) lapsed 
musicians who—darn it—miss playing 
music. I hear of the problems all the time: 

“It has been so long since I’ve played that I 
have to start all over again.”

“I am too advanced to play with beginners 
and not good enough to play with 
professionals.”

“I have to earn a living so I can’t take time 
to major in music or even play music.”

Well, the good news is that the pandemic 
has brought us some new tools. Who 
hasn’t benefited from staying at home 
to join a meeting from afar via Zoom? 
And who hasn’t relied on the internet for 
information from afar more than ever? 
OK, that said, let’s look at opportunities 
out there that help us folks who are feeling 
left out to step up and find ways to scratch 
the musical itch. The first point is the 
most important.

Don’t let your musical skills lapse, keep 
stimulating them somehow; if you listen 
to music, put your fingers, your mouth, or 
your voice into joining in on a regular basis 
so it becomes a part of you. This can be 
in the privacy of home. The beauty of this 
is that no one (except your housemates if 
they are home) can hear your mistakes. 
You can acheive this in a number of ways:

1. By yourself. You probably have some 
old etude or technique books; pull them 
up and rediscover all those old melodies 
you used to play and love. Don’t forget your 
metronome if you want a companion. The 
internet offers companions too. I found 
Telemann duets that supplied music and 
an app that plays either part while I try to 
play along. Search the internet for “play 
along” with your favorite instrument.

2. One-on-one. Teachers everywhere have 
discovered how to give Zoom lessons. 
You and the teacher can play one at a 
time: you can hear each other, and you 
can learn, just as if you were sitting in the 
same studio. The beauty now is that you 
can take lessons from experts all around 
the world, not just within bus or driving 
distance. Ask for recommendations 
from your friends and former cohorts or 

search the internet for teachers of your 
instrument or type of music. Don’t forget 
that one of your old duet partners might 
be looking for partners too, so reach out. 

ations have gone crazy offering Zoom 
group lessons that are very affordable. 
You play at home along with the leader. 
Although these musical meetups do not 
replace face-to-face groups, they are so 
satisfying that I expect that leaders will 
continue to offer them after the pandemic 
goes away. Best of all, there are no 
borders—people can participate from all 
areas of the globe and on any instrument! 
All instruments work well in the privacy 
of your home. Printed music is distributed 
ahead of time. As Zoom has a delay, not 
everyone can play at the same time, so 
everyone is muted while playing (the only 
software I have heard of that can allow 
for the latency in sound when playing 
together is JamKazam, which takes some 
special hardware and software). The 
leader will have recorded music in the 
ensemble ahead of time and you can 
choose to play along with any one of the 
parts. You will only hear the recorded 
music and yourself. Although the leader 
will not be able to offer individual help, 
you can exercise your ability to listen 
to other parts and tune with them. You 
can ask questions through turning off 
your mute button or typing into the Chat 
column on the side. This is not the same 
as rehearsing with others in the same 
room, but it is as close as we can come 
in a pandemic. Maybe you want to start 
a new instrument, learn a new skill such 
as reading early notation, learn to make 
your own reeds, play sea shanties, dive 
into Gabrieli/Haydn/Sousa or a multitude 
of musical tricks. Check out the following 
for the cornucopia of classes offered, 
changing every month; you can play any 
instrument, not just the ones suggested. 
Hint: you might have to search around 
the site to find the current Information or 
what you seek.F
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Early Brass Festival 2022 

at the 
Vintage Band Festival 

August 29-31, 2022- Northfield, MN 
• • • 

Paul Niemisto – Artistic Director VBF 
Stan Curtis, – President, HBS 

Ronald Rodman- Carleton College Host, Site Manager 
 

Sessions held at the Applebaum Recital Hall, Weitz Center for Creativity,  
Carleton College, Union St., Northfield.  

 13 presentations from Friday 9:00 AM through Sunday 12:00 noon.  
Also: Vintage Band Festival presents 40 bands for over 100 concerts in 4 days. 

 
See HBS website for details about registration and schedule. Welcome!  

www.historicbrass.org. 
 

See www.vintagebandfestival.org for information about housing, transportation, 
dining, and festival schedule. General inquiries: vintagebandfestival@gmail.com. 

 
For presentation proposals, please send an abstract (200 words) and bio (125 words)  

by March 31 to scoffin@historicbrass.org 
Sandy Coffin, Chair HBS Events Committee 

 
 
 

Historic Brass Society, 500 Eighth Avenue #1555, New York, NY 10018 

Amherst Early Music (https://www.
amherstearlymusic.org/); look for 
“upcoming online classes.” Cost varies.
The American Recorder Society (https://
americanrecorder.org/virtual_chapter_
meetings.php) many chapters are doing 
a great job offering lots of ensemble 
play-alongs online. You don’t have to play 
recorder, just not be averse to adding a 
brass instrument to a recorder group. It 
works well in the privacy of your home, 
and the music is terrific, Machaut to 
Ellington. Various ARS chapters (check 
Denver, Portland, San Francisco, and 
others) are offering this. The cost is 
usually about $20 per session or if you 
find a chapter you like, around $40 for 
a whole year (8-10 sessions) of monthly 
play-alongs. 

Early Music Guild of Oregon (https://
www.emgo.org/) Go to “Consort Class 
Online.” This is a real gem of online, live 
trios, offered twice a week for you, at the 

cost of $100 per 10 sessions. The leader 
trio plays strings, brass, recorders, and 
various double reeds on different pieces. 
The choices of music are eclectic and fun. 
Expect early notation to early jazz and 
all in between. Offered on intermediate 
and advanced levels. It oozes a love of 
all music, historical information, and 
humor.

Attend festivals, performances, master 
classes, etc. The reason for this is to 
talk to people and make connections in 
person that can lead to more musical 
experiences. Yes, with the pandemic there 
are not as many opportunities, but there 
are a few that are carefully presented with 
vaccinating, masking, and distancing. 
Listen and see what others are doing and 
take it home for inspiration.

International Trombone Association: 
https://www.trombone.net/

International Trumpet Guild: https://
trumpetguild.org (non-pro-players: 
https://trumpetguild.org/network/non-
pro-player

International Horn Association: https://
www.hornsociety.org/

Enter or attend competitions. This is a 
way to get your feet wet if you are thinking 
of going into music as a profession. Talk to 
your teachers for direction and coaching. 
Learn to prepare and deal with the stress 
of performance. The pandemic should 
not stop you from looking ahead and 
practicing. Connect with the groups above 
to find information about competitions.

So let me know of other great opportunities 
out there to connect for scratching that 
musical itch that I can report here in 
these difficult times of the pandemic. 

Keep tooting! Susy 
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P
rison reform efforts and 
prisoner rehabilitation 
took an unexpected turn 
involving bands at numerous 
institutions around the 
dawn of the twentieth 

century. Terms like “hard time” and 
“hard labor” took on a new meaning for 
those prisoners lucky enough to have a 
little musical talent and a warden willing 
to let them trade their sledgehammers 
for lighter (but equally loud) band 
instruments. The military-like discipline 
of bands provided a great selling point 
regardless of the facility: if you could 
follow orders, march in-step with your 
peers, clean yourself up and wear a crisp 
band uniform, you could follow the law 
and march in-step with the rest of society. 
A prisoner intelligent enough to learn a 
little music, march in time, and follow 
a director’s baton could pass the time a 
little easier, while giving himself a better 
chance at his next parole hearing and 
(ideally) avoiding the police baton in the 
future. These bands were so successful 
that more than a few prisoners went on 
to become professional bandsmen after 
getting this unconventional form of trade 
school education.
1  Ellen Baumler, Dark Spaces: Montana’s Historic Penitentiary at Deer Lodge (Albuquerque: University of New Mexico, 2008): 20.
2   Edward D. Messerschmidt, “Making Music ‘Up the River’: A Brief History of Wind Music at Sing Sing Prison,” Journal of Band Research, 51/1 
(Fall 2015): 58-70.
3   Lucile Parrish Ward, A Musical Legacy of 100 Years: A History of the National Federation of Music Clubs (Greenville, SC: A Press, 1995): 161; Jeremy 
S. Brown, The Wind Band Music of Henry Cowell (New York: Routledge, 2018).
4   Jeff Littlejohn, Huntsville (Charleston, SC: Arcadia, 2009): 109; “Stillwater Prison Band Plays for U. C. T. Visitors,” Minnesota Bandmaster 4/3 
(July 1930): 10.

The first prison bands—who really 
knows for sure which was actually first in 
the United States—date to the late 1890s 
and flourished up until World War II. 
A prison in Montana had one by 1899.1  
One at Sing Sing survived into the 1970s.2 
San Quinten boasted perhaps the most 
famous leader of any prison band: Henry 
Cowell, their assistant conductor, who 
served some five years’ time on a dubious 
morality conviction. Cowell wrote his 
now-lost How They Take It: Prison Moods 
(1936) for them. In later years he would 
write a number of other works for band, a 
positive takeaway for the band literature 
from an otherwise tragic incident.3  Other 
noteworthy prison bands included one 
in Huntsville, Texas, which transmitted 
the radio show “Thirty Minutes Behind 
the Walls” in the late 1930s, and one 
in Stillwater, Minnesota, which played 
concerts inside the prison for visitors to 
local conventions.4  

Two important documents outlining 
the importance of bands to prisoner 
rehabilitation reveal remarkable changes 
in attitudes across the country. The first 

of these is a 1911 letter written by John 
L. Whitman, warden of Joliet Prison, to 
William Weil, band director and head 
of the Chicago Band Association. Weil’s 
CBA was a charitable band that relied on 
subscriptions and donations to perform 
free concerts for the poor in Chicago’s 
slums under the slogan “free music for 
the masses” (see Figures 1 and 2). As part 
of their “elevating influence,” Weil’s band 
performed an annual Christmas concert 
in Joliet Prison (a state penitentiary that 
closed only in 2002 and now is a museum). 
Joliet’s warden praised the band concert 
for helping change the prisoners’ 
attitudes, and Whitman even credited 
Weil with helping six prisoners make 
parole the very next day. The warden 
felt strongly that the compassionate 
act of visiting and performing for these 
otherwise-forgotten prisoners changed 
their attitudes about life. The complete 
text of that letter and Fig. 1 (and some 
100 other key primary sources in band 
history) can be read in this author’s The 
Golden Age of American Bands: A Document 
History (1835–1935) (GIA, 2021).F

Snapshots in Band History
America’s Prison Bands 
by Bryan Proksch

Weil and his Chicago Band Association 
perform a charity concert at an “oasis” on 
Chicago’s South Side in 1916. Image from 

Northwestern University Special Collections.

7HISTORIC BRASS TODAY

https://www.giamusic.com/store/resource/brass-band-reader-book-g10368
https://www.giamusic.com/store/resource/brass-band-reader-book-g10368
https://www.giamusic.com/store/resource/brass-band-reader-book-g10368


Figure 3 presents the full text of a letter-
as-plea written by Louis Morris, band 
director at Great Meadow New York State 
Prison, to the American public. Today 
Great Meadow is a maximum-security 
prison dubbed one of the worst in the 
state, but in 1918 it was a new facility 
mainly holding first-time offenders who 
could be rehabilitated with a little friendly 
guidance. Louis Morris, their volunteer 
band director, was retired and doing his 
best to help those he saw in need. Did his 
call for help get a response? I haven’t found 
any thank-you notes, but I suspect he did 
get many of the instruments he needed. 
Even if he did not, many other prison 
bands, including one down the road in 
Auburn, New York, raised significant 
money simply by playing concerts for the 
local townsfolk.5 n

5   “Music within Prison Walls Brings 
Happiness to Convicts and Boosts Sales of 
Instruments,” Music Trades 65/1 (January 6, 
1923): 37

Bryan Proksch is the distinguished faculty 
lecturer and associate professor of musicology 
at Lamar University in Beaumont, Texas. His 
A Sousa Reader: Essays, Interviews, and Clippings 
(GIA, 2017) and The Golden Age of American 
Bands: A Document History (1835–1935) (GIA, 
2021) both provide rare and important primary 
source readings in band history.

Figure 2: Louis Morris, “A Plea for Help,” 
Musical America 29/8 (December 21, 1918): 26.

Figure 1: William Weil, “What We Aim to Do,” 
from a 1911 Chicago Band Association program.

Advertise with the HBS 
Journal and 

Historic Brass Today

HBS offers a selection of 
packages for advertisements 

starting at just $45.

Please email David Wharton, 
HBT Advertising Manager, for 

more information:
advertising@historicbrass.org
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Richard Seraphinoff, Corno da capo: The Life 
and Adventures of an 18th Century Horn Player. 

Independently Published (2021). 

R
ichard Seraphinoff’s debut 
novel, Corno da Capo: The 
Life and Adventures of an 
18th Century Horn Player, 
is his take on the life and 
adventures of the famous 

Waldhorn duo of Johann Palsa (1752–92) 
and Carl Türrschmidt (1753–97). The story 
begins with modern-day horn player, John 
Paulson, mysteriously waking up in 18th-
century Paris roughly ten-to-fifteen years 
before the onset of the French Revolution. 
With the help of up-and-coming cor-basse 
player, Carl Türrschmidt, he takes on the 
identity of cor-alto virtuoso, Johann Palsa. 
The famed duo of Palsa and Türrschmidt 
has been formed. Throughout their 
journeys, both as members of aristocratic 
ensembles as well as on their solo tours 
throughout Europe, the pair meet other 
notable personalities such as celebrated 
horn soloist Giovanni Punto, Wolfgang 
Amadeus Mozart, Franz Xavier Pokorny, 
famed female horn soloist Beate Pokorny, 
Antonio Rosetti, and renowned horn 
builder Lucien Joseph Raoux. The duo, who 
are essentially walking advertisements for 
the new way of playing the French horn 
(chromatic hand stopping), are met by 
people who are intrigued by the technique 
and want to learn more about how they are 
able to produce these tones. Those who 
are disgusted by this new way of playing 
attempt to paint the duo in a negative light 
to the local nobility in order to get them 
jailed or, in later years, beheaded. With the 
help of friends and familial connections, 
Palsa and Türrschmidt come out of these 
situations somewhat unscathed; however, 
these experiences do influence their next 
journey. 

Although the famed cor de chasse 
duo of Palsa and Türrschmidt is well 
documented by many sources of the time, 
sources that are the main framework for 
this book, the history of Johann Palsa is 
shrouded in mystery. It is as if he appeared 
out of thin air and instantly became a 
world-renowned performer with Carl 
Türrschmidt. This novel is Seraphinoff’s 
fictional take on “filling in” those historical 

gaps and presenting us with a wonderful 
story of living and performing in the 18th 
century.  

Although this is a story about the horn 
duo, the reader also gets a small glimpse 
into how people lived and worked during 
this time. The geographical, historical, 
and political information present a 
glimpse into the lifestyle and culture of 
the times. While reading this book, I felt 
I was able to clearly see the cities and 
performance halls the duo visited and 
in which they performed. Seraphinoff 
describes his book as an “academic study 
turned historical novel” with the intention 
of this book being for horn players who 
are looking to learn more about the history 
and playing style of the instrument. He 
writes in the prologue, “…I hope [it] will 
be of interest not only to the natural 
horn specialist, but also to modern horn 
players, musicians and music lovers 
in general. The non-musically trained 
reader will be happy to know that none 
of the technical information on the horn 
or musical terminology is necessary to 
understand and enjoy the story.” 

I found the more technical information 
throughout the book to be very 
digestible and easy to understand. Brief 
explanations of horn techniques and 
horn manufacturing from the time are 
discussed (having been written by a horn 
player and horn builder, this makes total 
sense). This added information only adds 
to the breadth of the story, yet does not 
pull the reader out of this world in any way. 
Every chapter begins with a quotation, 
with sources ranging from someone like 
William Shakespeare to Dale Clevenger, 
or a musical example from the horn 
literature that gives the reader an idea 
as to the subject of the chapter. Should 
the contents be mainly focused around 
technical horn information, the author 
says that the readers may skip if they wish; 
however, I highly recommend that they do 
not skip any page in this book, in order to 
experience everything it has to offer. 

Overall, I found this book highly 
entertaining and extremely informative. 

If I were to critique anything, it would 
be that information was, at times, a bit 
repetitive; however, upon reading the 
translations of the main sources, some by 
Richard Seraphinoff and Pierre Antoine 
Tremblay, it became apparent that that 
was the writing style indicative of the 18th 

century. I would best describe this book 
as being presented in an entertaining 
and digestible manner, and having great 
academic insight without the dryness that 
can sometimes accompany such papers. 
Corno da Capo: The Life and Adventures 
of an 18th Century Horn Player is for horn 
players and other musicians alike looking 
to broaden their artistic scope; it is 
beautifully written by a musician who just 
so happens to play the horn. If interested, 
one can purchase a hard copy or a kindle 
version on Amazon. n

Nathanael Udell reviews 
Richard Seraphinoff. 

B O O K  R E V I E W
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W
elcome back to 
Archive Corner! This 
issue outlines the 
potential for research 
materials related 
to the service of 

musicians during the Second World War 
(1939-45). 

From a neighboring archive here on the 
East Coast of the United States comes a set 
of photographs, recordings and materials 
in the Wray Raphael Herring Collection 
of the J. Y. Joyner Library, East Carolina 
University, located in Greenville, North 
Carolina. Wray Raphael Herring was a 
member of the United States Navy during 
World War II and served in the Navy B-1 
Band, the first African American Navy 
Band formed. 

Like their sisters in the Women’s Army 
Corps 404th Band, the only all-female 
band to welcome women of color in the 
segregated U.S. Army, these musicians 
faced extensive resistance and scrutiny. 
The story of the success of these bands 
begins with the skill and training they 
received, often as products of local 
historically black college band programs. 
Such was the case with the B-1 band, 
whose members came from across the 
state. The Herring collection includes a 
volume published in 1944, a yearbook of 
sorts, outlining the history, mission and 
membership of the 44-piece B-1 band. As 
the description notes, these young men 
were a “college trained group, one-third of 
them being college graduates, and almost 
all of the remainder having had at least 
two years of college work to their credit.” 

In the photos on the page I have 
chosen, we see the band’s musicians 
and director, Musician First Class James 
Parsons, working with children during 
his time stationed in Chapel Hill, North 
Carolina. MU1 Parsons had a Bachelor 

Here at Historic Brass Today we take a peek into archives both large and small and 

at unexpected and wonderful things waiting for those with a passion for research 

and exploration. Contact Joanna at membership@historicbrass.org if you have found 

something you would like to share with readers in a future issue.

A R C H I V E  C O R N E R

United States Navy Pre-Flight School Band Yearbook, Chapel Hill, North Carolina, 1944. 
Wray Raphael Herring Collection of the J. Y. Joyner Library, East Carolina University, 

Greenville, NC.

of Arts and a Bachelor of Music degree 
from Millikin University and had been 
Chair of the Department of Music and 
Dean of Freshmen at Lincoln University 
in Missouri. Lincoln University is an 
historically black institution founded 
in 1866 by veterans of the Civil War, 
from the Missouri unit then known as 
the 62nd United States Colored Infantry. 
These veterans pooled their own money, 
together with funds from soldiers of the 
65th, to open the doors of the school. 

MU1 Parsons entered the Navy in 1942 
and served with distinction. He was on 
the spot for this momentous event since 
he had moved to North Carolina and 
built a highly successful high school 
band program in Greensboro. I chose 
to highlight these photos in honor of 
that sense of commitment to the field of 
education and as an example of the scope 
of what one small team can influence 
through a lifetime of service to others.
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Read more about Ivy Benson and her band in 
this new book by Janet Tennant, which dives 
into the world of touring musicians in wartime. 

Hampson Horns 
Moves to New 

York

Dr. James Hampson, owner 
of Hampson Horns, is excited 
to announce a move to Long 

Island, NY, in May of this year.

Hampson Horns specializes in rare and 
antique brass, combining an extensive 
inventory with Dr. Hampson’s passion 
for helping brass players increase their 
versatility, expand their repertoire, 
and refresh their technique. To ensure 
that the instruments available are of 
the highest quality, Hampson Horns 
partners with some of the best repair 
techs in the country, including J.C 
Sherman of Variations in Brass in 
Ohio; Miles O’Malley of O’Malley Brass 
Instruments in Chicago, IL; Richard 
Seraphinoff of Seraphinoff Historical 
Instruments in Bloomington, IN; Josh 
Landress of J. Landress Brass in NYC, 
NY; Susan Anderson of Jackalope 
Brassworks in Portland, OR; and Mark 
Metzler of Metzler Brass in Elkhart, IN.

He has also partnered with instrument 
builders in Bloomington, Chicago, 
and Portland to build new replicas of 
baroque horns, romantic natural and 
valve horns, and a corno/tromba da 
tirarsi inspired by the chromatic brass 
parts in Bach’s writing.

Dr. Hampson holds a doctorate 
from Boston University in Historical 
Performance on natural and antique 
horns—the first person in the United 
States with this degree. He is a guest 
instructor of natural horn at Oberlin 
Conservatory of Music, Cleveland 
Institute of Music, and Case Western 
Reserve University. James, his wife, 
and four-year-old twins are moving to 
Patchogue, NY, to be closer to family 
and grow his business. 

For more information on Hampson 
Horns, please visit

 www.Hampsonhorns.com. 

The collection can be viewed here 
https://digital.lib.ecu.edu/special/ead/
findingaids/0810, and readers might be 
interested in the book written about 
this band, The Forgotten First: B-1 and the 
Integration of the Modern Navy by fellow 
North Carolinian Alex Albright (Fountain, 
2013). HBS President Stan Curtis and I 
have been in touch with Mr. Albright, 
who has agreed to sit down with us to 
talk about his process interviewing and 
collecting information for his book. We 
hope to feature that interview in a future 
publication, but for now, I encourage 
readers to view the various YouTube videos 
on the band produced by the United States 
Navy Band, the Greensboro Public Library, 
and others. 

 

A
cross the pond, at the 
University of Sussex, 
Brighton, UK, we find the 
Centre for Life History 
and Life Writing Research. 
This library features work 

celebrating a career which represents the 
civilian side of music during wartime—jazz 
bandleader and saxophonist Ivy Benson. 
During her time as a bandleader she 
trained and employed dozens of female 
brass players who performed for military 
and civilian audiences across England and 
Europe. Beginning in 1939 and continuing 
for more than forty years, this band was 
a much-loved feature during the war 
and post-war jazz scene. The Centre for 
Life History and Life Writing Research is 
home to the work of Dr. Jenna Bailey, the 
Visiting Research Fellow for the Centre, 
hosting materials and events about Ivy 
and her band.

If you’d like to visit you will find the 
information at this link: http://www.
sussex.ac.uk/clhlwr/research/ivybenson, 
and while you are there, take a moment 
to visit their Digital Holocaust Memory 
Project. This project brings together 
archives related to the Holocaust to 
facilitate connections with scholars 
and educators. The goal is to provide a 
complete digital record of artifacts made 
available for education and research 
and to enable future generations to 
gain understanding. Another important 
resource in this area is the work of Dr. 
Kellie Brown, Chair of the Department of 
Music at Milligan University in Tennessee. 
Her book, The Sound of Hope: Music as 
Solace, Resistance and Salvation During the 
Holocaust and World (McFarland, 2020), 
outlines music-making by prisoners held 
in concentration camps and in detention 
centers in the Pacific Islands. This work 
reminds us that our goal as musicians, 
historians and human beings is to honor 
all of the stories—the painful ones most of all. 

Dr. Bailey is currently writing a book 
about Ivy Benson and her band, and 
if you cannot wait for that you’ll enjoy 
Janet Tennant’s biography, Sax Appeal, 
Ivy Benson and her All-Girl Band (Rowman 
and Littlefield, 2021). Many of Ivy’s band 
members enjoyed long careers after 
getting their start in her group, and several 
went on to found their own ensembles. 

Both the Navy B-1 Band and groups like 
Ivy Benson’s band were highly successful 
in changing the attitudes of the time 
concerning what band playing looked like 
and who got to do it, in uniform and in 
civilian clothes. Both groups were willing 
to work in difficult and often unfriendly 
conditions, and because of this, their 
work changed the musical scene forever. 
The turbulent times in which they lived 
and worked enabled them to upset the 
status quo, and the example of excellence 
that they set is one we continue to honor 
today. n

Joanna Ross Hersey
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T
he Hard Bop Era (1955–
1964) is the period in jazz 
that follows the Bebop 
(1940–1955), and the Cool 
(1948–1959) periods. The 
1955 closing year is done 

intentionally by scholars who close the 
Bebop era with the death of Charlie 
Parker. It is musically characterized by a 
return to the Afrocentric rhythmic roots 
of jazz music and a distancing from the 
more artisanal style that came about 
after Bebop. During the Hard Bop Era, 
emphasis was placed on Latin/jazz hybrid 
music and on jazz/R&B hybrid music. 
This meant a return to a style of playing 
that relied heavily on clichés, quotations 
and vocal inflections. Hard Bop is 
attributed to the music of bands such as 
Art Blakey and the Jazz Messengers, the 
Horace Silver Quintet, the Jazztet led by 
Art Farmer and Benny Golson as well 
as bands led by Miles Davis and John 
Coltrane which all came to the forefront 
during the Hard Bop Era. 

The trombonists most associated with 
this era are Curtis Fuller, Locksley “Slide” 
Hampton, Julian Priester and Grachan 
Moncur III. I have given this distinction 
because of their recordings on “Hard 
Bop” labels and because of their work 
with other Hard Bop associated artists. 
These artists worked with such Hard Bop 
luminaries as Art Blakey, Randy Weston, 
Benny Golson and John Coltrane. All had 
recordings either as a leader or sidemen 
on Blue Note, Riverside and Columbia. I 

will discuss here the two senior members, 
Fuller and Hampton, who both lived from 
1932 to 2021. 

The improvisational stylings of this era 
are really an extension of the work during 
the BeBop era by J.J. Johnson. His work 
acts as a through-line to that of these 
artists. Three features of J.J. Johnson’s 
playing style figures prominently in 
the musical styles of the Hard Bop 
trombonists:

1. A clean and clear tone
2. An improvisational style that avoids 
cliché 
3. Triplets and other cyclical material 

The Hard Bop Era was a return to the 
more fundamental stylings of gospel and 
blues. For trombone improvisational style, 
this means a return to the fundamental 
stylings without reliance on the over 
usage of glissandi and smears. This was 
a continuation of the separation that J.J. 
had already begun by moving away from 
many of the practitioners of the previous 
eras like Kid Ory, Jack Teagarden or even 
Vic Dickenson. Both Fuller and Hampton 
developed styles completely devoid of 
both glissandi and smears. 

Curtis Fuller could be described as 
the “virtuoso” of the group. Fuller, like 
Johnson, was known for his ability to 
construct bebop lines and play them at 
breakneck tempos. Consider his work on 
John Coltrane’s Blue Train. Specifically, 

the song “Moment’s Notice” where the 
unusual form and twisting harmonies 
seemingly have no end. One may also want 
to consider the 1963 recording Ugetsu, on 
which Fuller blows over “Ping-Pong” by 
Wayne Shorter and makes playing lines at 
over 270bpm seem natural. 

Locksley “Slide” Hampton could be 
described as the “thinker” of the group. 
Hampton spent a good bit of the era in a 
supporting role even when he was a leader, 
writing and arranging for artists like 
Maynard Ferguson, Randy Weston, Nat 
Adderley and J.J. Johnson. Hampton was 
really a work in progress as a trombonist. 
His fluidity is really on display midway 
through this era on his octet recording 
of “Confirmation.” Here he shows, much 
like Fuller, that he too has J.J.’s ability to 
play language at quick tempos and use 
cyclical material. In the same vein, his 
own composition “Possession” from his 
Cloister Suite (1961) is brief but equally 
as amazing, especially considering he is 
trading with the great tenor saxophonist 
George Coleman. 

When we put this all together, we 
see a master blueprint in the playing of 
Johnson. Then we see the style codified 
through the playing of Fuller and 
Hampton. Later, it continues through 
Julian Priester and Grachan Moncur III. 
This era continues to play heavily in the 
development of jazz trombonists today, 
providing much of the source material for 
us to study. F

J A Z Z

The Trombone in 
the Hard Bop Era:

AN EXPLORATION OF 
THE IMPROVISATIONAL 

STYLES OF CURTIS 
FULLER AND LOCKSELY 

“SLIDE” HAMPTON 
(1955-1964)

BY  EMMET C. GOODS, DMA
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I
n 1853/54 a “latten brass” trumpet 
“clamped and brazed throughout 
its length” was found in two 
pieces by a fisherman on the 
beach at New Romney, England. 
This straight trumpet, measuring 

1.71m (5ft, 7¼ inches) was bought by 
Henry Bean Mackeson of Hythe, a well-
known English beer manufacturer, 
famous for the Mackeson stout. On his 
death his musical instrument collection 
was left to his wife, but on her death, 
her will makes no mention of such a 
collection. The trumpet was decorated 
with what appears to be Spanish 
moresque designs and bore the arms of 
Leon and Castile, dating it to the 16th or 
17th centuries. At the time of the find, a 
local antiquarian by the name of Waller 
claimed he thought it to be of Flemish 
workmanship. Mackeson spoke to the 
fisherman who found the trumpet and 
was informed that there were the remains 
of timbers around the piece. It is well 
recorded that ships in the Middle Ages 
and beyond usually carried a trumpeter 
for signalling purposes. Therefore, the 
trumpet most likely originated from a 
shipwreck.

Sabine was directed to this find by 
Howard Weiner while researching a 
similar trumpet found on the Thames 
shore at Billingsgate, London (see Galpin 
Society Journal vol. 71, pp. 95–108). Louise 
became aware of the New Romney 
trumpet and Sabine’s enquiries into it 
while researching medieval Burghmote 
horns. 

Sadly, this beautiful and ornate 
trumpet is lost again!

Louise contacted museums in the 
county and consulted many collectors 
and colleagues in the field, but to no 
avail. It is tragic to think that such a 
trumpet may have been melted down 
for its metal. We are optimistic though 

that someone out there knows where it 
is! Could it be a decorative wall hanger 
in a pub in Kent? If you have seen 
something resembling this trumpet, 
please get in touch! We can be reached 
at louise.bacon@btopenworld.com and 
sabinekklaus@gmail.com

Refs: Smith, Charles Roach,1854. 
“Brass trumpet found at New Romney 
Kent.” Collectanea Antiqua Vol. 3, pp. 63–
66 and 270–71. n

Suggested Hard Bop Era 
Listening: 

Curtis Fuller 

Blakey, Art, and The Jazz Messengers. 
Caravan. LP. Riverside RLP 438. October 
23, 1962. 
____. Free for All. LP. Blue Note BST 84170. 
February 10, 1964. 
____, Indestructible. LP. Blue Note BST 
84193. April 24, 1964. 
____, Mosaic. LP. Blue Note BST 84090. 
October 2, 1961. 
____, Three Blind Mice, Vol. 1& 2. LP. 
United Artists Records. 1961. 
____. Ugetsu. LP. Riverside RLP-464. June 
16, 1963. 
Clark, Sonny. Dial “S” for Sonny. LP. Blue 
Note BLP 1570. July 21, 1957. 
____. Sonny’s Crib. LP. Blue Note BLP 1576. 
September 1, 1957. 
Coltrane, John. Blue Train. LP. Blue Note 
BLP 1577. September 15, 1957. 
Golson, Benny. Groovin’ with Golson. LP. 
New Jazz NJLP 8220. August 28, 1959. 
Golson, Benny, Art Farmer, and The 
Jazztet. Meet the Jazztet. LP. Argo LP 664. 
February 6, 1960. 
Morgan, Lee. Tom Cat. LP. Blue Note LT 
1058. August 11, 1964.

Slide Hampton 

Adderley, Nat. Much Brass. LP. Riverside. 
March 23, 1959. 
Fuller, Curtis. Two Bones. LP. Blue Note 
GXF-3064. January 22, 1958. 
Hampton, Slide. Drum Suite. LP. Epic LA 
16030. April 5, 1962. 
____. Explosion! The Sound of Slide 
Hampton. LP. Atlantic LP 1396. July 26, 
1962. 
____. Jazz with A Twist. LP. Atlantic LP 
1379. November 11, 1961. 
____. Sister Salvation. LP. Atlantic LP 1339. 
February 11, 1960. 
____. Slide Hampton and His Horn of 
Plenty. LP. Strand SL/SLS-1006. 1959. 
____. Somethin’ Sanctified. LP. Atlantic LP 
1362. October 17, 1960. 
____. Two Sides of Slide. Podcast audio. 
Charlie Parker Records – PLP 803. 1961. 
____. Exodus. LP. Philips B 77 915L. 
November 14, 1962. n

L O S T  A G A I N :

The New Romney 
Trumpet

by Louise Bacon and 
Sabine Klaus
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STANLEY CURTIS 
INTERVIEWS 

WAYNE PEARCY
Wayne Pearcy is a New-England-area trumpeter and composer who has won numerous accolades, 

such as placing second globally as a soloist at the ITG College Jazz Competition in 2011. Besides jazz, 
Wayne has a strong interest in classical music and he constantly works to improve his technique as 

a soloist. Wayne’s passion for learning about the tradition of the trumpet has led him down the path 
of pursuing a career in historical performance. He has received recognition from some of the finest 

musicians in this field including Robinson Pyle, Wendy Rolfe, and John Thiessen. Wayne was accepted 
to the American Bach Soloists Academy, a program which gives young performers an opportunity 

to study early music in depth as well as a chance to share their talents with audiences in the San 
Francisco area.

 
A strong advocate for assistive technology, Wayne’s work as a student and staff member at Berklee 

College of Music has helped the renowned institution become a top destination for visually 
impaired music students from around the world.  Wayne served on the board of Friends in Art from 

2009 to 2016.  Friends in Art is an American Council of the Blind (ACB) affiliate group which offers 
students scholarships in the fine arts.  In 2015, Wayne became involved with Partners for Youth 
with Disabilities, a nonprofit organization that helps match students with mentors to help with 

transitioning into the college environment and the workforce.

 He can be found at www.waynepearcy.com

14HISTORIC BRASS TODAY



Stanley Curtis: Hi, Wayne! It’s so great 
to chat with you today about your new 
interest in baroque trumpet. I really 
appreciate you taking some time today to 
do this interview. 

Wayne Pearcy: Absolutely. It’s great to be 
here. 

SC: When did you first come across a 
natural trumpet?

WP:  My first encounter with the natural 
trumpet would have been in about January 
of 2016. My friend, who actually studied 
harpsichord, was also a trumpet player. 
He did trumpet at Ithaca College, and then 
he went to the Longy School of Music for 
harpsichord for his graduate work. 

He went to the Bob Barclay baroque 
natural trumpet workshop in Indiana, and 
he built a Hainlein instrument, and I got 
to go over to his house and try it. 

And I had been checking out baroque 
recordings for years. In 2008 I heard my 
first Baroque trumpet recording, and 
that was Tom Freas—his recording of the 
Brandenburg No. 2. I had heard Niklas 
Eklund. I’d come across Friedemann 
Immer. I didn’t know, back in those days, 
the difference between vented versus 
unvented. It was just amazing that I could 
hear the counterpoint so much more 
clearly. The trumpet had such a warmer 
sound to it, and it was just so much more 
inviting to hear than the piccolo trumpet 
in my mind. 

I knew the baroque trumpet was different 
than the piccolo trumpet, but I didn’t 
really know a lot else. So, I got to this guy’s 
house, and he handed me this instrument. 
He says, “I haven’t played this horn a lot, 
but I went to Bob Barclay’s workshop and 
made this with him, and you can try it.”

And it was an incredible, incredible 
experience to, one, hold the instrument 
and, two, to run my hands up and down 
the instrument, see how it feels. Looking 
at the cord and the block and all of that 
stuff. I’d never seen pictures of it because I 
don’t have sight. So, it was cool to get so up 
close and personal with this instrument.  
The sound was so different. It was like 
meeting the trumpet again for the very 
first time in a lot of ways. It was like my 
gravity had been removed. Like the valves 
had been gravity, and I’d just taken away 
all this gravity, and I was in outer space. 

So, I asked Zach, my friend who had this 
instrument, “Can I take this home? I want 

to borrow this.” After a couple of times of 
me asking, he let me borrow it, and then 
the rest is history. I just threw myself into 
the fire. 

When you take the holes out of it and 
you really start to hear the true timbre 
of what the instrument sounded like 
without any compromises. 

In 2016, I started learning about John- 
François Madeuf and the work that he 
was doing. The first recording of Madeuf 
that I heard was on YouTube, and, 
coincidentally, it was the Brandenburg 
No. 2. I think it was the third movement. 

SC: I wonder if we can step back for 
a second and talk about what were 
your general musical experiences as a 
younger person. How did you get started 
with trumpet in the first place? 

SC: That’s really hard to do!

WP:  I still think that’s the hardest audition 
I’ve done in my life!  But it was such an 
incredible experience.  I also made 
Louisiana All-State. I finished high school 
there, so I did all-state in both places. 
When I was a senior in high school, I 
was asked to start playing in a semi-
professional jazz ensemble in the North 
Louisiana area. It was called the Equinox 
Jazz Orchestra. One of those guys told me 
about the Berklee College of Music. After I 
graduated high school, we went on a tour 
of the school. And I kind of fell in love 
with it! It was also fun to go to Boston. 
And so, I applied to Berklee, and I started 
in the fall of 2007.

I did a recital my first semester. And then 
I got into the orchestra the next semester. 

SC:  So, if you were playing in this orchestra, 
on trumpet, how did you manage to play 
with everybody else on the cues?

WP: I just listened to everyone breathe. 

SC: Wow. That’s amazing!

WP: I’ve missed a few cutoffs–I’m not 
going to lie. But as long as you can hear 
everyone breathe around you, most of 
the time you’re going to know where the 
entrances are. If there was an entrance 
that was particularly tricky, what I might 
do is turn to one of my section mates and 
say, “Hey, can you give me three beats or 
a four- beat tap on the shoulder?” Once 
I got the feel for what the music was 
doing before my entrance, then I didn’t 
really need help after that. Mostly it’s just 
listening to the breath. 

SC: That’s so amazing! Who were you 
studying with? 

WP: When I was at Berklee, I studied with 
Charlie Lewis primarily. Charlie was one 
of the founding members of the Empire 
Brass Quintet along with Rolf Smedvig. 
And then I also did some work with Tiger 
Okoshi and Darren Barrett.  

SC: You were telling me that you went to 
an HBS symposium. Tell me about that. 

WP: One of the most incredible 
experiences that I’ve had, honestly. I had 
been studying baroque trumpet with 
Robinson Pyle a little over a year at that 
point. I started studying with him around 
March or April of 2016. It was Robin 
that heard my aptitude on the natural 
trumpet and really encouraged me to go 

“When you take the 
holes out of it and you 
really start to hear 
the true timbre of 
what the instrument 
sounded like without 
any compromises.”

WP: When I was a kid, I grew up in Texas 
and Louisiana. Both my parents were 
blind, and my dad played guitar. He 
played primarily Country and Bluegrass. I 
gravitated more towards Classical music, 
and my dad discovered that I had perfect 
pitch when I was about four. When I was 
in sixth grade all the kids started band, 
and I was tested to see which instrument 
I should play. They finally gave me a 
trumpet, and I could actually get a little 
bit of sound out of it. Then they gave me 
a cornet. It was one of those old Conn 
Director student cornets. And that was 
what I gravitated towards. My dad actually 
bought me my first trumpet about three 
months later. 

And then I found jazz. Improvisation 
wasn’t really something that worried me, 
whenever we were trying to play a blues 
or something like that in jazz band. I was 
in jazz all through school. I was in concert 
band. I did Solo and Ensemble stuff. I 
made Texas All-State Band when I was a 
sophomore in high school. F
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W
ith over 10,000 
downloads, the 
Early American 
Brass Band Podcast 
is helping to build a 
strong community 

of contemporary 19th-century ensembles 
by publishing discussions, album 
reviews, and lectures by notable figures 
in the field for free online. Hosted by 
Chris Troiano and Stephen Cannistraci, 
the EABB Podcast has featured Raymond 
Mase (American Brass Quintet), 
Norman Bolter and David Ohanian 
(Empire Brass), Jari Villanueva (Federal 
City Brass Band), Michael O’Connor 
(Newberry’s Victorian Cornet Band), and 
many more! Chris and Stephen hope the 
show inspires others to learn about the 
history of brass music in the United 
States and promotes the growth of early 
American brass bands in communities 
and schools. The Early American Brass 
Band Podcast can be listened to on any 
podcast streaming application including 
Apple, Spotify and Google. Additional 
videos and clips can be found on our 
YouTube channel (EABB Podcast) and 
resources can be found on our website 
www.eabbpodcast.com. To contact 
Chris and Stephen with questions or 
comments, you can email them at eabb.
podcast@gmail.com. n

to go the unvented route. He started talking 
to me about the differences between the 
vented and unvented school of playing. 
And Robin told me about HBS. He was 
like, I really think that you would be really 
interested in this. I got that Hainlein horn 
in 2016. So, I took it with me to New York 
to the 2017 HBS symposium, because 
I thought there might be some playing 
opportunities. I remember meeting Jeff 
Nussbaum. He gave me some help back 
from my hotel to the theater.

It was so fascinating learning and 
hearing so many presentations on so 
many topics. And I got to check out a lot 
of those instruments and touch them, 
which was really great. Robin was just so 
amazing, because he took me around and 
introduced me to people. That’s where I 
found my horn. I ended up going to the 
Egger booth and checking out all of their 
instruments. The first instrument that 
I played was their Reiche copy. It was 
amazing how flexible it was. I got to try a 
bunch of different instruments that they 
had there. They had trumpets in low F 
from the Romantic period. They had keyed 
trumpets there. That was nuts, because 
I could not make heads or tails of that 
at all. But I hope to learn keyed trumpet 
one day, so I can actually play Haydn and 
Hummel on those instruments. I tried a 
slide trumpet. They had demilunes. 

I also fell in love with a Haas trumpet. 
The Haas was a demo model. And I really 
did well on that instrument, so Robin 
suggested that it would be a really good fit 
for me.

And I said, “Robin, I really want the 
Reiche!” And he said, “Wayne, I know you 
want the Reiche, but here’s the thing. It’s 
really going to serve you better first to 
have a long, natural trumpet that you can 
use.  If you want to go back later and get 
the Reiche too then do it!”

So, Egger put in my order, and I got my 
own Haas trumpet. The one I got played 
even better than the demo model I had 
played at HBS.

SC: Tell me about mouthpiece stuff. 
Was it the same as the modern trumpet 
mouthpiece for you?

WP: No, no, no! When I was working 
with that Hainlein that mouthpiece was 
really little. It definitely was not suitable 
to bending all of those notes around, but 
I was just doing it anyway.  I think it was 
actually smaller than the mouthpiece that 

I used on my modern instruments! I had 
gotten an SI-6 OPT from Egger, and that 
definitely was an improvement. I had that 
mouthpiece by the time I got my Haas, 
so I had been working on that for quite a 
while.

Later on, I took some lessons from Julian 
Zimmermann. He said he could make me 
some mouthpieces, but he would rather 
that I ask Nikolai Mänttäri, who was living 
in Florida at the time. Nikolai made made 
me a Leichnamschneider mouthpiece 
copy. It’s 19.5 millimeters in diameter, so 
it was much bigger!

SC: I have some big baroque trumpet 
mouthpieces. Some of them I can play, 
and some of them I cannot play. I teach 
and play modern trumpet, as well as play 
baroque trumpet. So, I’m sympathetic to 
the challenge for other trumpet players 
of doubling on bigger mouthpieces and 
smaller ones. You talked about playing 
jazz. Do you still do that while you are on 
this baroque trumpet journey?

WP: I still want to write jazz tunes, and I 
don’t want to lose that side of my playing. 

SC: I’m fascinated by your multifarious 
career so far. It’s just fantastic!

WP: I appreciate that! 

SC: What are your dreams? What would 
you like to do in the near future? 

WP: I’d love to look into the possibility of 
doing a solo album! Even if I could just do 
an EP with baroque trumpet and organ. 
But I’ve got cornet projects that I want to 
do, too. I have a Courtois instrument from 
1900, and Chris Belluscio hooked me up 
with a Conn-Levy mouthpiece. During the 
pandemic, I did a cornet recital. I put it all 
together and uploaded it to YouTube, and 
it was all done on that historic cornet. 

SC: I’m so inspired about what you are 
doing, listening to you talk about your 
playing and your dreams. I hope everyone 
who reads this interview feels and catches 
that enthusiasm from you. Good luck, 
Wayne, with everything. We’ll all be 
following you.

WP: I appreciate that! n
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L
a tradición bandística en 
México está extendida por 
todo el país; sus variantes en 
dotación instrumental son 
tan ricas como sus repertorios 
y las distintas ocasiones 

musicales de las que forman parte. Esto 
mismo sucede con las formas en que se 
transmiten los conocimientos musicales. 
En este texto me referiré exclusivamente 
a las bandas filarmónicas de la región 
Mixe de Oaxaca, México, así como a 
la enseñanza musical en las escoletas. 
En concreto, trataré específicamente 
lo que he presenciado el municipio de 
Tamazulápam del Espíritu Santo Mixe 
y su agencia Tierra Blanca, donde he 
hecho trabajo de campo desde el 2015. 

Mercedes Payán

LA ENSEÑANZA MUSICAL EN 
LAS ESCOLETAS DE LAS BANDAS 
FILARMÓNICAS DE LA REGIÓN MIXE 
DE OAXACA, MÉXICO

Mi interés por estas agrupaciones y por 
visitar estos pueblos nació de reconocer 
la enorme presencia que tienen los 
músicos oaxaqueños en las agrupaciones 
orquestales y bandísticas más importantes 
del país, así como su circulación por 
las escuelas de formación superior de 
la Ciudad de México. Esta singularidad 
me llevó a indagar los modos en los que 
aprenden música en esos lugares.

Tamazulápam del Espíritu Santo Mixe y 
su agencia Tierra Blanca son dos poblados 
que forman parte del territorio Mixe o 
ayuuujk, ubicados en la región serrana de 
Oaxaca. Como pueblos indígenas que han 
luchado por su autonomía con respecto al 
Estado mexicano, han logrado preservar su 
lengua y un sistema de autogobierno que 

les ha permitido resistir a la dominación 
colonial. Esto ha incluido determinadas 
prácticas políticas, religiosas y sociales, 
dentro de las cuales se inserta la música 
y donde las bandas filarmónicas han sido 
adaptadas para desempeñar un papel 
preponderante que configura los espacios 
de celebración de la vida comunal y 
distintos rituales religiosos. 

Las bandas filarmónicas en esta región 
son ensambles en los que su dotación 
instrumental consiste en piccolos; flautas 
transversales; clarinetes en si bemol 
y requinto; saxofones alto, soprano y 
tenor; trompetas; trombones; barítonos; 
saxhores; tubas y percusiones como la 
tarola o redoblante, bombo, platillos, entre 
otras percusiones menores, como el güiro. 
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Esta dotación no es homogénea a lo largo 
y ancho de la región, sino que presenta 
variantes según los distintos pueblos, los 
repertorios y las posibilidades de compra 
que cada población tiene para conseguir 
los instrumentos, entre otros factores.

El repertorio que estos ensambles 
interpretan depende de las diversas 
ocasiones musicales a las que las 
bandas son convocadas y cada una 
es de gran relevancia social en sus 
pueblos. Se podría decir que algunas 
de las principales ocasiones en las que 
participan corresponden al ámbito de 
lo humano y de lo divino. Las primeras 
consisten en celebraciones de distintos 
eventos que convocan a todo el pueblo, 
como las calendas (desplazamientos a 
pie de un lugar a otro tocando), jaripeos 
(actividades que nos hablan de su 
producción ganadera), fuegos artificiales 
y toritos (momentos específicos en 
las fiestas), así como bailes sociales; 
normalmente, durante estas ocasiones 
musicales escucharemos sones y jarabes 
de la región. En las que corresponden 
a lo divino encontraremos misas, ritos 
funerarios y religiosos, y la música que 
se escucha normalmente en esos eventos 
son letanías, himnos, misas, vísperas, 
maitines, responsos y marchas fúnebres. 
Finalmente, hay un tipo de ocasión musical 
en la que participa la banda que está 
hecha exclusivamente para su lucimiento 
y tiene formato de audiciones, donde 
normalmente se presencian conciertos 
y competencias entre las bandas. Aquí el 
repertorio que se escucha es muy amplio 
y puede consistir en danzas, valses, 
boleros, marchas animadas, pasodobles, 
chotises, polcas, fantasías clásicas, 
oberturas, transcripciones y fragmentos 
de obras sinfónicas de distintos periodos 
de la tradición académica, así como 
piezas para big band de jazz y fox trot. 
En suma, el repertorio que estos niños y 
niñas interpretan es amplísimo, razón que 
acrecienta la curiosidad sobre cómo lo 
aprenden.

Para los distintos repertorios se 
emplean varias estrategias de aprendizaje 
que van desde los repertorios de tradición 
oral a los de tradición escrita, los cuales 
tienen diferencias y formas de diálogo 
especiales. Además, la educación musical 
no comienza solamente en la escoleta, 
el espacio físico destinado para la 
enseñanza, sino que comienza desde el 
vientre materno, pues desde su gestación 
los niños y niñas asisten a los espacios 

festivos donde hay alguna ocasión musical 
que cuenta con la banda y donde se tocan 
los repertorios tradicionales, populares y 
académicos. 

La escoleta es el edificio donde niños, 
niñas y jóvenes asisten a la formación 
musical en lectoescritura musical, en 
interpretación instrumental y en la 
integración del ensamble. Está construida 
con los esfuerzos de todo el pueblo, cuyos 
miembros cooperan para edificarla y 
dotarla de todos los artefactos y objetos 
que necesita para funcionar: instrumentos 
musicales, atriles, sillas, archivo musical, 
computadoras para la composición y 
digitalización del repertorio, entre otras 
cosas. 

En este punto cabe preguntarse, ¿por 
qué estas comunidades hacen un esfuerzo 
tan grande para mantener a la banda 
filarmónica y su espacio de aprendizaje 
musical? Esto puede responderse al 
observar el modo en que la música está 
valorada en sus relaciones sociales al 
interior y al exterior de su comunidad. 
Las ocasiones musicales son una parte 
fundamental de sus actividades anuales, 
desde las festividades religiosas, los 
espacios para convivir y reforzar sus lazos 
comunitarios y afectivos. 

Ahora, en términos de participación 
de la banda, podríamos preguntarnos 
¿cómo se da su invitación a los eventos 
y ocasiones musicales? Esto se explica 
dentro de la forma organizativa de 
estos pueblos, donde se encuentran 
determinadas dinámicas de intercambio 
y cooperación, y en la que se abarca toda 
forma de trabajo comunitario en el que las 
bandas están incluidas. De hecho, los y las 
integrantes de la banda son los miembros 
más jóvenes de estas comunidades en 
prestar su servicio musical para beneficio 
de los demás. Estos servicios consisten en 
asistir a toda presentación a la que la banda 

sea invitada, tanto al interior de su pueblo, 
primeramente, como al exterior, donde 
son parte de un circuito de intercambios 
con los pueblos vecinos. Cuando uno 
de ellos necesita a una banda para las 
fiestas de su pueblo, le pide “prestada” 
la banda al pueblo vecino para que los 
integrantes de su banda puedan disfrutar 
de sus celebraciones, y es en ese momento 
en el que adquieren el compromiso de 
corresponder con este “préstamo”. Por 
esta razón, este compromiso se nombra en 
español “correspondencia musical”.

Lo anterior tiene diversas implicaciones, 
pues no se trata sólo de un aprendizaje 
musical. A la vez que aprenden música (que 
es lo audible de estos procesos), también 
aprenden cuáles son las actividades en las 
que se deben involucrar y las formas en 
que deben prestar su servicio, en este caso 
musical. Así, pueden involucrarse con los 
diversos trabajos que realiza el resto de los 
integrantes de la comunidad para sostener 
sus lazos de trabajo y producción de la 
vida comunal, asegurando su existencia y 
autonomía respecto al Estado mexicano.

Este caso de educación nos permite 
reflexionar, primero, sobre la gran 
diversidad musical, de procedimientos, 
métodos y herramientas para la 
conformación de ensambles y repertorios 
en las bandas filarmónicas, así como sus 
procesos educativos. Sobre todo, nos da la 
oportunidad de reconocer el valor social 
y afectivo que tiene la música, para lo 
cual se requiere la participación de cada 
comunidad. Más allá de las fronteras de 
los programas masivos de la enseñanza 
musical sostenidos por el Estado-nación, 
el ejercicio de sostenimiento de estas 
bandas filarmónicas da cuenta de la forma 
en que cada lugar y pueblo se apropia 
de la música y su conocimiento, y les 
permite desarrollar sus propios modelos 
y sistemas, mismos que se corresponden 
plenamente con sus contextos. n

Figure. 2: Escoleta de la Banda Filarmónica de Tamazulápam del Espíritu Santo Mixe, Oaxaca en 
el verano de 2015. Fotografía: Mercedes Payán.

Figure 1 (p. 17): Banda conformada por las 
bandas filarmónicas de Tamazulápam y sus tres 
agencias: Tierra Blanca, Las Peñas y Linda Vista 
en el Primer Encuentro de Bandas durante la 
celebración de Santa Cecilia 2015. Tamazulápam 
del Espíritu Santo Mixe, Oaxaca. Fotografía: 

Mercedes Payán.
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UK Historical Trombonist Adrian France 
writes about his new adventures

The Concert Trombone Quartette (CTQ) 
were fortunate enough to perform two 
programmes in the summer and autumn 
of 2021. 

Saturday August 21, 2021, Purbeck Arts 
Week  (PAW) Festival 

This was a joint recital  modern trombone 
quartet, Studio 5, entitled The Evolution 
of the Trombone. It offered a rare chance 
to hear original repertoire for trombone 
covering four centuries, as well as 
arrangements of popular classical works, 
cataloguing the evolution not only of the 
instruments themselves, but also how the 
writing for the instrument evolved. In use 
were sackbuts, classical and romantic era 

Current and upcoming projects
Adrian France

but the last-minute added texts and voices 
by Seyfried and Grillparzer offer us a real 
insight into how these famed Equali might 
have sounded in context on that most 
sombre of days. A real eye opener for us 
all! F

Link to full Beethoven funeral review
https://www.midlandsmusicreviews.
co.uk/2021/10/ex-cathedtra-recreates-
beethovens.html

www.concerttrombonequartette.com
@ConcertTrombone

Sourcing unique, historical programmes, 
and devising new ways to present old 
repertoire is a constant journey of 
discovery. Unearthing new ways to expand 
upon the knowledge and contextual 
awareness of the trombone has become 
something of a raison d’être in my work as 
a historical trombonist.  

trombones, and English 19th century (pea-
shooter) trombones. 

Both ensembles came together for a rare 
collaboration in two octets: Elgar’s Nimrod 
(performed entirely on pea-shooters), and 
Saint-Saëns Dance Macabre, a mixture of 
modern and romantic trombones. We also 
performed Schütz, Mozart, Beethoven, 
English drawing room music, Wagner, 
Humperdinck, and Hoagy Camichael, so 
something for everyone’s taste.

Sunday October 17, 2021

Recreating the music to Beethoven’s 
funeral has been a labour of love for CTQ 
for some time now, and we were most 
thrilled to perform this in Symphony Hall, 
Birmingham, UK, alongside the renowned 
choir, Ex Cathedra, under the direction 
of Jeffrey Skidmore. The programme 
was structured with one main focus: to 
recreate, as closely as is possible, the 
music from Beethoven’s funeral service, 
combining this with elements from his 
later memorial services, including the 
original oration from the service itself. 
This demonstrated the historical use 
of the trombone in both a visual and 
musical perspective with the musicians 
forming a poignant procession. The 
use of Beethoven’s Equali is, of course, a 
mainstay for trombone quartet repertoire, 

Concert Trombone Quartette and Studio 5 at 
Purbeck Arts Week

“....the opening half bringing 
to life the German Psalms 
by Beethoven and others 
sonorously interleaved 
with the composer’s solemn 
Equali for Four Trombones 
(Adrian France presiding 
over the remarkable 
Concert Trombone 
Quartette). Ceremonial and 
musical links flowed with 
dignity….”—Christopher 
Morley, Midlands Classical 
Music Making, UK
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forward to working with these talented 
young people.

So, lots going on! Do head on over to our 
websites to find out more. Join our email 
mailing lists and follow us on social media 
to hear more news. And I hope to see you 
at a concert one day! n

Adrian France

Upcoming:  The  Vauxhall Band

I’m also delighted to share news of 
another new period instrument ensemble: 
The Vauxhall Band, which I’m co-directing 
with historical flutist, Laura Piras. 

The ensemble is a revival of the name by 
which the group of musicians who played 
at Vauxhall Gardens in London were 
referred to in the 18th and 19th centuries. 
Based on the findings of an ongoing 
research project, with a focus on music 
in London, our concert programmes are 
inspired by music that was performed 
in a variety of settings: from Pleasure 
Gardens such as Vauxhall, Ra  nelagh, and 
Marylebone, to the King’s Theatre, and 
concert rooms attended by royalty and 
nobility. 

Our launch concert and dinner is on 
May 14, 2022 at the atmospheric Tea 
House Theatre, which is on the corner 
of Vauxhall Pleasure Gardens in London. 
This cosy venue overlooks where the 
original Vauxhall Band used to perform, 
in an “orchestra” building, elevated 
above crowds of hundreds of listeners, 
who would experience the music among 
the trees, illuminated by lanterns and 
moonlight, accompanied by the heady 
scent of the flowers and shrubs.

The Vauxhall Band consists of pairs of 
flutes, oboes, clarinets (plus basset horns), 
bassoons, natural horns, trumpets, plus 
one serpent, trombone, and an array of 
Turkish percussion, such as the “Jingling 
Johnny.” We’re currently showcasing 
wind and brass repertoire, both original 
works from the period and arrangements 
of popular works by composers such as 
Mozart, Haydn and Beethoven made by 
their contemporaries, including works 
from the Royal Music Collection, housed 
in the Beinecke Library. 

This concert will include 18th Century 
arrangements by C.F. Eley of popular 
songs and dances performed in the 
Vauxhall Pleasure Gardens, Beethoven’s 
Sonate Pathétique, anonymous harmonie 
arrangement (1810), Haydn’s Symphony 
No.85 “La Reine”, arranged for wind 
and brass ensemble by Charles Bochsa 
(c.1800), and other delightful rarities.

We’ll also be putting on an associated 
education project with Graveney School 
in London. The music students will learn 
about our historical instruments, and 
compose music for them, which we’ll 
perform later this year. We’re looking 

Adrian France is Professor of 
Bass Sackbut at The Guildhall 
School of Music & Drama, 
London, director of The Concert 
Trombone Quartette, and co-
artistic director of The Vauxhall 
Band together with Laura 
Piras (www.laurapiras.com) 
www.thevauxhallband.com                         
@TheVauxhallBand
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The solo referenced in the title of this article is Rhapsody in Blue, and it can be heard on A 
Portrait in Brass, an album recorded by the New York Skyliners Drum and Bugle Corps in 
1962. It can also be heard here on YouTube.

I know that I am being pretty bold by calling it “the greatest bugle solo ever performed,” but 
through the years, I had heard statements that this solo was the pinnacle of bugle virtuosity 
and performance. Comments on various internet forums echoed the sentiment as well. 
While I remained skeptical, it made perfect sense because I knew the soloist. It was John 
Simpson, my old brass instructor and mentor when I performed as a 16-year-old baritone 
bugle player with the 1982 Sky Ryders Drum and Bugle Corps from Hutchinson, KS. 

It took me 40 years, but I finally listened to Simpson’s Rhapsody in Blue solo for the first 
time. I was astounded. It was played on a Getzen G/D one-valve bugle with a half-step slide—
an image of this instrument can be seen in the video referenced above. These instruments 
were standard in the 1950s and 1960s. They were notorious for being nearly impossible to 
play in tune, but when I heard Simpson’s solo, I heard perfection. It was a masterclass in 
intonation, technique and musicality.  It was a legendary, virtuosic performance in every 
possible way. F

D R U M  &  B U G L E  C O R P S

John Simpson and

THE GREATEST 
BUGLE SOLO EVER 
PERFORMED
by Richard Garcia
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“During his fifth-grade 
year, [Simpson] was 
riding his bicycle around 
Hutchinson, KS. He heard 
a fascinating sound ... 
being made by the chrome 
bugles, played by the Sky 
Ryders Drum and Bugle 
Corps. By 1953 he had 
joined the corps, playing 
until 1959. The distinctive 
sound that drew him that 
day defined the rest of his 
life.”

W
ho is John Simpson? 
He is one of the best 
teachers you will 
ever hear about. He 
has influenced at 
least 5,000 students 

directly through his prolific career. In 
drum and bugle corps circles, he is a 
legend. He is enshrined in the Drum Corps 
International Hall of Fame (2014), the 
World Drum Corps Hall of Fame (2000), 
and the Buglers Hall of Fame (2005). He was 
the brass instructor for many prestigious 
junior drum and bugle corps, including 
the Bridgemen (Bayonne, NJ), the Sky 
Ryders (Hutchinson, KS), the Troopers 
(Casper, WY), and the Star of Indiana 
(Bloomington, IN). He also performed with 
and/or instructed several senior drum and 
bugle corps such as the Skyliners (New 
York, NY) and the Caballeros (Hawthorne, 
NJ). He has partnered with Grammy 
Award nominee composer, arranger, and 
producer Larry Kerchner to produce some 
of the best brass lines in drum and bugle 
corps history.

Simpson was drawn to the drum corps 
activity in the early 1950s. During his 
fifth-grade year, he was riding his bicycle 
around Hutchinson, KS. He heard a 
fascinating sound in the distance and 
rode towards it. At first he thought it was 
a band, but he discovered that the sound 
was being made by the chrome bugles, 
pitched in the key of G, played by the Sky 
Ryders Drum and Bugle Corps. By 1953 he 
had joined the corps, playing until 1959. 
The distinctive sound that drew him that 
day defined the rest of his life.

It began when he answered an 
advertisement for auditions in The 
Instrumentalist magazine in 1960 while still 
in high school. He had been touring with 
the Wichita Youth Symphony as a tuba 
player. When the tour came to Washington 
D.C., he took time off to audition for the 
United States Air Force “Blue Eagles” 
Drum and Bugle Corps—he had brought 
along his Getzen baritone bugle with 
him on tour. He was accepted and 
Washington, D.C. became his new base. It 
was the people he met through the Eagles, 
however, that ultimately made this such a 
pivotal event in his life. John's colleagues 
such as Thomas Martin, Larry Kerchner, 

and Jack Meehan went on to become Hall-
of-Fame caliber drum and bugle corps 
figures. Through these colleagues, he met 
other legendary and influential drum and 
bugle corps figures such as Pepe Notaro, 
Joe Genero, Don Angelica, Frank Pissolo, 
Hy Dreitzer, Jack Stenlake, Henry "Lefty'' 
Mayer, Frank Dorritie, Jim Prime Sr., and 
Jim Prime Jr.  

From his base in Washington, D.C., 
John went home to Kansas only twice a 
year, during the summer and winter leave 
he received from the "Blue Eagles."  He 
was often invited to spend weekends with 
members of the corps at their homes all 
over the East coast. During such a visit 
to New Jersey, he accepted a temporary 
position instructing the Bayonne 
Bridgemen Junior Drum and Bugle Corps 
and a one-time guest instructor position 
with the Hawthorne Caballeros Senior 
Drum and Bugle Corps to offset the 
expenses of living so far away from home. 
He taught with future drum and bugle corps 
legends Frank Pissolo and Larry Kerchner. 
During the Caballeros rehearsal, he was 
introduced to George Tuthill, who taught 
percussion for the corps. George was a 
professional jazz drummer who played 
in Sonny Rollins's band and with singer 
Edie Adams. The two struck a professional 
and friendly relationship that would bring 
them together decades later as leaders of 
the Sky Ryders Drum and Bugle Corps. 

How the Solo Came to Be

Through his association with the "Blue 
Eagles," John was asked to be a guest 
performer with the New York Skyliners 
Senior Drum and Bugle Corps. It is here 
that he caught the attention of director 
Henry "Lefty" Mayer. One evening, 
after the A Portrait in Brass album was 
finished, Mayer requested that the solos of 
Rhapsody in Blue (John Simpson) and The 
Fox Hunt (Thomas  Martin) be included in 
the album. Although the recording of the 
corps was complete, he told Fleetwood 
Records founder Ray Samora not to press 
the album without the two solos.

Simpson had been busy performing 
"Blue Eagles" field shows and parades in 
New Haven, CT, earlier that day and wasn't 
available until around midnight. When he 
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returned to the Yale University gym where 
he stayed, he was sleepy. A fellow corps 
member grabbed him and said, "Hey, 
someone wants to record you playing." He 
wearily walked into a kitchen adjacent to 
the gym where microphones had been set 
up by recording engineer Richard "Dick" 
Blake. He had no time to prepare so he 
played one pedal tone as a warm-up and 
then started playing, recording the solo in 
one take. Satisfied with the result, he went 
back into the gym and went to sleep for 
the night. Little did he know that he had 
just recorded a piece of drum and bugle 
corps history that would be enjoyed by 
many generations of musicians well into 
the next century.

A Virtuosic Performance
 

As I listened to the Rhapsody in Blue solo 
on repeat, at a certain point halfway in, I 
completely forgot that this was a recording 
from 1962 and that it was performed on an 
old G/D single-valve baritone bugle. All I 
heard was an amazing interpretation of an 
iconic piece of American classical music 
on a low brass instrument. It could have 
been a Bb instrument as far as I knew.  
Only a true virtuoso can do this.

The pleasure I took while listening 
to this astounding interpretation on an 
obsolete instrument flooded me with 
memories of my time as a musician under 
John Simpson in 1981 and 1982. I felt 
compelled to call him. I was fortunate 
that he still remembered me. It had been 
40 years after all. After we reminisced, 
I told him what impressed me most was 
the level of musicianship with which he 
performed his solo piece. Interestingly, 
Simpson lamented that the majority of the 
feedback about his solo has been about 
his technique and not his musicianship. I 
shook my head in bewilderment.

How Simpson Achieved the 
Impossible

How virtuosic is this performance really?  
The technique and musicianship of 
the performance stands on its own. It's 
what you don't see that makes this truly 
noteworthy.  His good friend and Grammy-
Award nominee composer/arranger Larry 
Kerchner said this about the solo:

“(What is remarkable) is the fact 
that he achieved a professional level of 
technique and musicianship on a one-

valved instrument, pitched in the key 
of G. The one valve was played with the 
right thumb (yes, thumb), and extended 
the length of the horn's tubing to put in 
the key of D when depressed. This is the 
equivalent of a brass player playing on a 
three-valved instrument but utilizing only 
his first and third valves simultaneously. 
In other words, his valve choices would 
be limited to only no valves or the 1-3 
combination. That's it. No other options. 
This puts two remote harmonic series (G 
and D) in an odd alignment but allows 
for a complete diatonic scale in the most 
unorthodox (and out of tune) way. To 
complicate things further, John took the 
instrument's main tuning slide, which is 
designed to move slowly and snugly, and 
sanded it down (for lack of a better term), 
reducing its diameter so that it moved 
quickly and easily, much like a trombone 
slide. This allowed for enough tubing to be 
readily extended to pitch the instrument 
down an additional half-step by using the 
left thumb to manipulate the slide via an 
attached thumb ring. Now John could play 
chromatics (sharps and flats), but due to 
the natural deficiencies of the harmonic 
series and the distant keys of G and D, this 
created a tuning nightmare, which John 
overcame by tuning every note he played 
with his left thumb and that well-oiled 
“slip” slide. This may sound complicated 
to the non-musician, but that's because 
it is! That John was able to attain such 
a high level of excellence with such 
incredibly crude nomenclature makes his 
accomplishments that much more lofty 
and almost unbelievable.”

A Teacher First, Always

After his time in the Air Force, John 
earned a degree in music education from 
Wichita State University, followed by a 
master’s from Fort Hays State University. 
He was the band director of Hutchinson 
Middle School for several years, but what 
John told me he loved most was teaching 
drum and bugle corps, because the 
performers always listened and took his 
advice. He is grateful for this and knows 
his life would be different had he not 
followed the sound of the G-bugles on that 
fateful day. One can then see that despite 
the virtuosity of John Simpson's Rhapsody 
in Blue solo, the performance itself was a 
mere stepping stone to success in drum 
and bugle corps activity and the gratitude 
of the thousands of lives he impacted, 
especially my own.n

“As I listened to the 
Rhapsody in Blue on 
repeat ... I completely 
forgot that this was a 
recording from 1962.”
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S
amuel Graves, Jr., established 
a workshop in 1824 making 
woodwind instruments, 
locating it in Winchester, 
New Hampshire, about 
1830 in order to access 

waterpower from a dam. Graves started 
making brass instruments in 1837. In 
1850, his son, George M. Graves moved 
the shop to Boston due to a fire at the 
New Hampshire site. Samuel rejoined the 
company in 1856, and in 1869, Samuel 
and his sons, George M. and William, 
joined with E.G. Wright, Henry Esbach, 
and Louis Hartman to form the Boston 
Musical Instrument Manufactory.

The over-the-shoulder (OTS) 
configuration was initially devised by 
the Dodworth family during the 1840s 
(although constructed by German 
makers). This style of instrument is most 
often associated with the military bands 
during the American Civil War, during 
which the musicians marched in front 
of the troops who could then hear the 
music more clearly.  The popularity of 
this configuration quickly declined after 
the war, as they could not be used as 
effectively in a concert setting.

The instrument is dated August 13, 
1851, which is early for an American-
made instrument with rotary valves.  
Rotary valves started to appear regularly 
on American-made instruments around 
1850. The first two valves, accessed by the 

left hand, are ascending valves. The top 
valve raises the pitch by two semitones 
and the next valve raises the pitch by one 
semitone. These two valves could allow 
the instrument to be played in Ab, Bb, or 
C (A=458 Hz), or used in combination with 
other valves. The three main valves are 
descending valves, accessed by the right 
hand, with the first valve lowering the 
pitch by four semitones, the second valve 
lowering the pitch by one semitone, and 
the third valve lowering the pitch by five 
semitones!  

The case, which is in a unique figure-
eight shape, is divided into two separate 
sections for the instrument when the 
instrument is disassembled. There is a 
plate on the case with the inscription, 
“Presented to G.H. Hall By F.W. Mitchell 
P.B.B.”  Affixed to the case is a hand-written 
note that reads, “Parker says that the case 
that this instrument is in was presented to 
Father by one of the churches in Portland 
where Frannie’s and Georgie’s (sic) mother 
used to attend when Father was courting 
her, and he played in the church choir 
and they had the case made and gave it to 
him.”  The inscription on the instrument 
bell reads East Marshfield. This is assumed 
to be East Marshfield, Massachusetts, but 
could also be Marshfield, Maine.  The 
Portland referenced in the handwritten 
letter is assumed to be Portland, Maine, 
and the P.B.B. inscribed on the case may 
represent the church organization that 
presented him with the case.  n 

Chris Belluscio, Editor
Baritone Saxhorn in B-flat by 
Graves & Co, Boston, 1851. 

F E A T U R E D  I N S T R U M E N T

Baritone saxhorn in B-flat, over-the-shoulder 
(OTS) configuration, signed Graves & Co.  
Brass with German silver garland, valve 
levers, and accents.  Five string-operated 
rotary valves. Two-piece construction with 
screw-on bell. Inscription on the bell reads 
“Made by Graves & Co. for Geo. H. Hall East 
Marshfield  Aug. 13, 1851 No. 1.” From the 
collection of Steven Ward, Quinton, Virginia, 
U.S.A. Write-up submitted by Steven Ward.
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Instrument from Above Instrument in Case

Instrument from Below Bell Engraving

Case Engraved Plate
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For those of us who had prior experience 
being coached by members of ECSE, this 
event was already promising to be exciting 
enough, but add into the mix a superbly 
trained choir like the Chantry Singers 
and some exquisite Venetian choral 
repertoire, and the enjoyment quota was 
transferred to a whole new level. Since 
my participation was as a cornettist, 
this brief report is a reflection on the 
day’s proceedings from the instrumental 
aspect, rather than the choral.

The workshop was organised into 
morning and afternoon sessions, with 
carefully planned breaks. Keeping 
to Governmental advice on Covid 
precautions, all participants presented 
proof of negative tests prior to admittance. 
The morning session took place in the 
oak-panelled rooms of the splendidly 
atmospheric Guildford Royal Grammar 
School (built in the time of Edward VI), 
and after a lunch break the company 
moved up to the great Georgian Church 
of Holy Trinity, dominating the top of 
the High Street. After we had assembled, 
there were short introductory talks by 
the main musical directors for the day, 
Roy Rashbrook for the choir and Gawain 
Glenton for the instrumentalists, and a 
helpful “housekeeping” introduction by 
Diana Thornton. At this point the choir 
and instrumentalists went their separate 
ways into large, well-ventilated rooms 
to rehearse the day’s repertoire, which 
included the following:

triads. There was a demonstration of this 
(with Silas Woolston on the chamber 
organ) showing how the qualities of major 
and minor triads could alter drastically 
depending upon how far away one 
wandered away from the basic home keys. 
One intriguing piece of information that 
emerged was how the Maestro di Capella 
would typically concern himself with 
choral composition alone and leave the 
instrumental repertoire to musicians of 
less lofty status—Giovanni Gabrieli being 
perhaps the obvious exception.

The whole workshop—rehearsal 
and informal performance—was 
very satisfying. Importantly for the 
instrumental musicians, it was not 
over-subscribed; the forces necessary 
to perform these pieces were perfectly 
matched by the number of players present, 
with just the occasional part doubled: one 
violin and cello, three cornetti, two each 
of alto, tenor and bass sackbuts offering 
a clean and clear sonic backdrop to the 
collective choral sound, with a wonderful 
chamber organ support. And also—it must 
be said—for a fairly novice brass-wind 
player such as myself, the chance to play 
one-to-a-part in a large resonant space 
with a magnificent choir was something 
of a luxury and an inducement to project 
more in terms of volume. The day passed 
by rather too quickly. But, as we were 
all preparing to venture homewards, 
it was evident by the smiles, animated 
conversations, and various expressions of 
gratitude to the directors and organisers, 
that it had been a very enjoyable and well-
run event for singers and instrumentalists 
alike.

Michael Mullen
Photographs by Conor Hastings

Giaches de Wert: Cara la mia vita
Merulo: Kyrie from Missa Cara la mia vita
G.Croce: In Spiritu Humilitatis à 8
G.Gabrieli: O quam suavis à 8
G.Gabrieli: Maria virgo à 10 (instrumental)
Monteverdi: Adoramus te, Christi à 6
Monteverdi: Cantate Domino 
Monteverdi: Domine ne in furore tua arguas 
me à 6 voci

As the lunch hour drew near we all 
reassembled briefly to sing and play 
through Merulo’s Kyrie from the Missa 
Cara la vita mia. This was the first 
opportunity for the instruments to play 
alongside the Chantry Singers directed by 
their excellent coach Roy Rashbrook. The 
afternoon Church-based session was for 
the choir and instrumentalists to rehearse 
fully together before performing all of the 
pieces to a small ad hoc audience at 5:00 
pm.

The energy and input from the musical 
directors was hugely inspiring. Gawain’s 
conducting was very clear and precise 
in tempo. He took pains to explain the 
meaning of the Latin texts which aided not 
only the expression of the words with our 
instrumental sounds but also the overall 
contour of each phrase. Conor Hastings 
gave some good tuning advice for the 
cornettists with alternative fingerings for 
some notes, and joined in a number of 
pieces on the tenor cornetto (or Lysarden). 
Adrian France and Tom Lees were on hand 
to guide the sackbut players at all stages, 
and Adrian supplied his very sonorous 
bass sackbut timbres in a number of the 
larger works. It was also very helpful 
to have this early 17th century Venetian 
repertoire put into a clear historical 
perspective, with information about the 
make-up of the typical brass-wind group 
of this period and the predominance of 
mean-tone tuning with its emphasis on 
the flattening of major and sharpening 
minor 3rds to create pure-sounding 

The Music of Venice

Course Report

English Cornett and Sackbut 
Ensemble, Chantry Singers
Guildford, UK, January 15 2022.
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Rose City Brass Company CD: disQuiet
(Order the CD and some of the sheet 
music at https://app.gumroad.com/
rosecitybrasscompany.)

Logan Thane Brown, trumpet
Lars Campbell, trombone
JáTtik Clark, tuba
Joseph Klause, trumpet
Daniel Partridge, horn

While this Portland, Oregon, brass 
quintet does claim to play Renaissance 
to modern music on its website (https://
www.rosecitybrasscompany.com), this 
newly released CD, disQuiet, contains 
pieces composed from 1979 to 2021, 
played on modern instruments. Four of 
the 10 pieces were composed since the 
pandemic started, and the disc notes state 
that the project was conceived during 
the pandemic “to help us understand the 
world we now inhabited.” This political 
and social situation makes it relevant to 
brass players today and is the band’s way 
to speak to oppression and isolation and 
grapple with “this shared moment of 
disquiet.” And that they do with amazing 
virtuosity! This will be modern music to 
early brass ears but satisfying to those who 
like to hear brass in all its manifestations. 
It is ensemble playing at its best!

The opening piece, Spin (2021) by Dana 
Reason, is “a work about the indomitable 
human spirit,” so it strives to bring this 
disquiet to a peaceful resolution. In a 
wonderfully balanced trading of parts, 
it does indeed  spin, with a virtuosic 
trombone solo by Lars Campbell in the 
middle, that portends overcoming odds. 

Rose City Brass Company

The Myth of Venice

Gawain Glenton (cornetto) and Silas 
Wollston (keyboards). The Myth of 
Venice. Delphian Records Ltd. DCD34261. 
Format: CD or digital download

I have very much enjoyed this new 
recording of virtuoso music for cornetto 
and keyboards by Gawain Glenton 
and Silas Wollston. The premise for 
the programme, as explained in the 
excellent liner notes, is that the almost 
mythical status and reputation of 16th-
century Venice was built “in sound just 
as much as it was in marble,” and the 
selection of music runs the gamut of the 
city’s most distinguished musicians of 
the period including Adrian Willaert, 
Andrea Gabrieli, and Claudio Merulo. 
Also important are the wind players 
Silvestro Ganassi, Girolamo Dalla Casa, 
and Giovanni Bassano, and diminutions 
by these three are at the heart of this 
programme. The latter two are of course 
well-known to cornetto players through 
their surviving diminution treatises; 
examples of both these historical 
cornettists’ written-out and ornamented 
versions of pieces by Willaert, Andrea 

The supporting voices continue to spin 
until it concludes with the return of the 
opening theme and ends on a disquieting 
chord.

The next selections (2020) by Joey 
Sellers try to characterize the city of 
Portland by addressing each of its four 
sectors musically. In this rendition, 
the sectors have distinct personalities: 
pointillistic and angular (SW); flowing 
(NE); “backside funk” with a funky tuba 
bass line, by JáTtik Clark (SE); and finally, 
a complication of quarter tones from the 
trombone and horn, by Daniel Partridge, 
ending in an explosion of energy (NW).

Morning Music (1986) by David Sampson 
may be the most well-known piece. It 
reflects the murder of his brother by 
the Ku Klux Clan and American Nazis in 
1979 and the anguish, but also the hope 
and strength that emerge, perhaps from 
the fast-paced coda. The bucolic title is 
misleading, as the music is unsettling, 
coming from all five voices, evoking  
violence and fear and then despair. 
Finally, trumpets (Logan Thane Brown 
and Joseph Klause) pick us up and lead us 
into the coda.

The next two pieces by Joyce Solomon 
Moorman bring forth a fanfare (2021) and 
a twelve-tone row (1979), with chromatic 
figuration and then colors brought on by 
mutes, including the tubist’s plastic trash 
can lid. Be prepared for new sounds and 
an astounding gliss at the end of the row.

Buoyancy by Lars Campbell (2020), 
which reminds us how the world felt in 
2020, and Brass Quintet by Tomás Svoboda, 
which describes life in Czechoslovakia 
under the communist regime, round out 
the CD. These are no small undertakings. 
Campbell starts us off with melodic lines, 
then suddenly falls into pointed starts and 
stops that let us know that all is not well, 
until the group falls into a final chord. 
Svoboda lets us know early on that there is 
discord. He delivers five movements that 
describe the complications of political 
rule. OMG!

Although the inspiration of all these 
pieces is recent, the affronts to humanity 
are not ones unknown in earlier centuries. 
The presentation of brass voices is 
absolutely astounding in its versatility by 
both composers and players. It is not an 
easy listen as it is dripping with sentiment, 
yet it is pounding with the strength of a 
brass quintet that honors each voice and 
weaves together a whole. If you are a 
brass lover, you will thrill at the sounds 

C D  r e v i e w s

and incredible reach of the instruments’ 
abilities to work together. This is truly a 
quintet to listen to.

Susy Wilcox
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Gabrieli and Palestrina are featured on 
the disc, and provide a snapshot of how 
cornetto virtuosi in the second half of the 
sixteenth century might have decorated 
such pieces. Ganassi was a recorder and 
viola da gamba player, and his treatise on 
ornamentation, Opera intitulata fontegara, 
dating from the first half of the century, 
has page after page of ornamented 
intervals and cadences, which Glenton 
has used to reconstruct a Ganassi-style 
version of Willaert’s madrigal, A la 
fontaine. The remainder of the programme 
is imaginatively developed from music 
originally published for instrumental 
ensembles, keyboards and plucked 
strings, and it is fascinating to hear these 
re-imaginings of pieces on cornetto and 
keyboards. 

One of the challenges of this sort of 
programme is that of achieving tonal 
variety with just two performers, and this 
is accomplished here by the use of two 
organs, one voiced in metal, the other in 
wood, and a set of virginals, all at a bright-
sounding A=465 Hz and tuned in historical 
temperament. Glenton also switches 
between curved and mute cornetti 
and this, together with the selection of 
keyboards (including a few pieces where 
the keyboards are allowed to shine alone), 
helps to produce an impressively varied 
sound palette. 

Most of the pieces feature Gawain 
Glenton’s own diminutions, informed by 
the historical sources, and this, for me, is 
the most engaging aspect of the recording, 
with the ornamentation feeling a very 
natural part of the music-making. I loved 
Andrea Gabrieli’s bright-eyed Ricercar 
del duodecimo tuono, which opens the 
disc—wonderfully exuberant here—with 
some lovely Dalla Casa-inspired treplicate 
ornamentation in the closing section. I 
also particularly enjoyed the dance tunes 
including Claude Gervaise’s Venessienne 
pavane and the Todeschino settings by 
Giacomo Gorzanis (the latter recorded 
here for the first time); these have a 
very natural, spontaneous feel and the 
performers’ obvious delight in this music 
comes across strongly.

Overall, a well thought-out and 
impressively researched programme 
of music for cornetto and keyboards, 
persuasively played and well-recorded. 
Warmly recommended.

David Jarratt-Knock

C D  r e v i e w s

Australian Baroque Brass, John Foster, 
Artistic Director. Beauty and the Brass. 
Tubicum Records (2021). 

John Foster, baroque trumpet
Matthew Manchester, cornetto and 
baroque trumpet
David Drury, organ
Joshua Hill, baroque timpani
Roslyn Jorgensen, sackbut
Anna Sandstrom, soprano 

Established in 2003 by artistic director 
John Foster, Australian Baroque Brass 
(ABB)  is regarded as one of Australia’s 
most outstanding early music groups. 
Beauty and the Brass is a new recording 
by ABB that continues their tradition of 
expressive performances of early music 
in a manner that is faithful to the original 
instruments for which such music was 
written. Available as both a video and 
digital audio release, the album was 
recorded in 4K video and 24-bit sound. 
The venue for this lovely recording was 
the chapel of St. Paul’s College (c. 1840) at 
the University of Sydney.

The program opens with John Foster and 
Joshua Hill performing an arrangement 
by Foster of Gottfried Reiche’s familiar 
Abblasen fanfare. Foster executes the 
challenging flourish with polish and 
panache, adding a Bach Brandenburg 
quotation at the end for added flair. 
The next work on the program is Daniel 
Purcell’s Trumpet Song from Massaniello. 
This lovely work for trumpet, soprano 

Beauty and the Brass and organ features call-and-response-
type interplay, as the soprano initiates 
each phrase with the trumpet echoing in 
quick succession. Foster’s lyrical trumpet 
is a perfect match for Anna Sandstrom’s 
soaring soprano. In a bit of a surprise, 
Joshua Hill and David Drury interrupt this 
otherwise lyrical piece with a boisterous 
offstage fanfare in the middle of the work, 
to great effect. Foster and Sandstrom also 
collaborate on Handel’s Eternal Source of 
Light Divine. This aria from the secular 
cantata Ode for the Birthday of Queen Anne 
has become standard collaborative fare for 
singers and trumpeters over many years 
and ABB acquits itself well with an elegant 
delivery. Foster, Manchester and Drury 
then segue to a work for two trumpets 
and timpani, Duet No. 1 by an anonymous 
composer. The performers ably execute 
this work’s technical challenges with 
aplomb.

Sonata a 3, attributed to Johann 
Schmelzer, is written for baroque trumpet, 
cornetto, sackbut, and organ—a beautiful 
combination of instruments not often 
heard together in today’s concert halls. 
The three wind instruments gently weave 
lyrical lines in a delightfully diaphanous 
texture.

Each of the works on the album is 
somewhat short and the quick transitions 
from one piece to the next make for a 
fast-paced delivery of content that is most 
engaging to the listener. This reviewer 
watched the video version of this recording 
and especially enjoyed the high-quality 
video production values. The captured 
concert boasts high-resolution close-ups 
of the performers, which provided for an 
intimate concert experience.

The video is available online from the  ABB 
Concert Hall (https://abbconcerthall1.vhx.
tv) and www.baroquebrass.com. The audio 
recordings are available for download 
from most electronic retailers including 
Spotify, iTunes, and Amazon Music.

Jason Dovel
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The Wallace Collection.  Origin of 
the Species Revisited Vol. 1. The Bellon 
Complete Edition. Quintettes 1-12. TWC 
BS2021-004.  3 Discs.

Was für eine grossartige musikalische 
Reise in die Mitte des 19. Jahrhunderts! 
The Wallace Collection legt eine 
Gesamtaufnahme der zwölf Quintette 
von Jean-François Bellon vor, gespielt 
auf historischen Instrumenten. 
Kammermusik für die damals neuen, 
chromatischen Blechblasinstrumente mit 
Pistons und Klappen, daher der Slogan 
der CD-Reihe «Origin of the Species».

Diese zwölf Quintette sind wahrhafte 
Sinfonien, wie ein Hörer damals schrieb. 
Sie bestehen meist aus vier Sätzen und 
dauern je rund 15 Minuten. Jean-François 
Bellon (1795–1869) schrieb sie um 1848–
1850 für eine Pariser Konzertreihe für 
bekannte Bläser und liess sie drucken. 
Anthony George, Ophikleidenspieler 
der Wallace Collection, fand vor rund 
25 Jahren vier davon in London, die das 
Ensemble gleich einspielte. Raymond 
Lapie entdeckte dann die restlichen 
Quintette in Frankreich und edierte alle 
zwölf zusammen mit einem instruktiven 
Begleitheft beim Schweizer Verlag Editions 
Bim. 2020 nahm The Wallace Collection 
diese auf und bereitete die vorliegende 
Gesamtaufnahme vor. Als dann Eric Roefs 
in Chicago 2021 den bislang fehlenden 
letzten Satz von Nr. 12 entdeckte, wurde 
dieser gleich auch noch eingespielt (in der 
Ausgabe von Bim wird er hoffentlich noch 
ergänzt).  

Mit Bellons Quintetten besitzen Blech-
Ensembles romantische Kammermusik, 
die vergleichbar ist mit solcher für 
Streicher- oder Holzbläserensembles und 
die die Konzertprogramme bereichern 
wird: Virtuos und technisch anspruchsvoll 
aber keine Bravourstücke, alle fünf 
Instrumente gleich fordernd, melodisch 
phantasievoll, harmonisch reich mit viel 
Chromatik, was die Möglichkeiten der 
damals neuen Instrumente ausschöpft, 
und zudem voller Überraschungen in 
Rhythmus und Dynamik. Natürlich, 
Bellon ist kein Rossini oder Berlioz in 
Bezug auf melodische Einfälle oder auf 
die grosse dramatische Geste, aber er hat 
offensichtlich viel von diesen gelernt.

The Wallace Collection spielt auf 
Originalinstrumenten: Stimme 1 ist als 
«petit bugle mib» bezeichnet, also ein 
Flügelhorn bzw. Saxhorn soprano in 
Es, wie es damals als Sopraninstrument 
bekannt war. John Wallace spielt dies 
in der älteren Aufnahme auf einem 
Klappenflügelhorn, was mir an sich sehr 
gut gefällt, in der neueren Aufnahme 
mit einem Ventilinstrument in Es, was 
für die Zeit der Entstehung und den 
damaligen Bläser Edmond Dubois wohl 
naheliegender ist. John Miller spielt die 
zweite Stimme, die damals von einem 
Hornisten gespielt wurde, auf einem 
B-Cornet der Zeit. Die dritte Stimme 
für Horn wird in der 1999er Aufnahme 
von Paul Gardham und in der neueren 
Aufnahme von Fergus Kerr auf einem 
französischen Cor à Pistons gespielt. Die 
vierte Stimme spielen Simon Gunton bzw. 
Paul Stone auf historischer Zug-Posaune, 
denkbar wäre diese Stimme auch auf 
Ventilposaune, wie sie damals in Paris 
ebenfalls in Gebrauch war. Und Anthony 
George, der erste Wieder-Entdecker der 
Quintette, spielt die Ophikleide auf einem 
Pariser Instrument von 1845.

Und sie spielen grossartig, phantasievoll, 
inspiriert und technisch souverän! Sie 
sind bestrebt, den Geschmack der Zeit zu 
treffen, jeder Phrase, jeder melodischen, 
rhythmischen und harmonischen 
Wendung Bellons gerecht zu werden und 
dies auf drei Stunden Musik – das reinste 
Vergnügen! Das informative Booklet 
rundet diese wunderbare Einspielung 
perfekt ab.

Wie soll diese Musik nun auf moderne 
Instrumente adaptiert werden? Zentral 
ist, dass sich die Instrumente klanglich 
klar voneinander abheben, sich also nicht 
mischen, wie dies Blechbläserensembles 

heute gerne anstreben. Für die 
Ophikleidenstimme schlägt Raymond 
Lapie mit Recht ein kleines Instrument 
vor, Euphonium, Saxhorn oder, falls Tuba, 
eine solche in F. Meines Erachtens sollte 
die Posaune eng mensuriert sein und 
ein Horn mit französischen Pistons wäre 
wunderbar. Besonders wichtig scheint 
mir, dass Stimmen 1 und 2 von möglichst 
unterschiedlichen Instrumenten gespielt 
werden wie Es-Cornet oder Es-Flügelhorn 
für 1 (wünschbar in der Ausgabe von 
Bim wäre daher zusätzlich eine Stimme 
in Es) und B-Cornet für 2. Die beiden 
sollen sich auf der Bühne gegenüber 
sitzen, wie dies Bellon verlangt, mit 
Horn bzw. Posaune neben sich und der 
fünften Stimme in der Mitte. Zwei gleiche 
Trompeten für Stimmen 1 und 2 kämen 
hingegen weder dem französischen Klang 
noch der Idee Bellons von fünf klanglich 
unterschiedlichen und gleichberechtigten 
Instrumenten genügend nahe (auch 
wenn die Originalausgabe wohl aus 
kommerziellen Gründen eine B-Cornet 
Stimme für 1 anbietet).

Wer nicht historische Mundstücke 
spielt, sollte ein kleines wählen und 
alle Bläser/innen müssen sich eine 
französische Artikulation aneignen, die 
solche Musik erst zum Sprechen und zum 
Klingen bringt. 

Zuallererst müssen heutige Musiker/
innen in die ungewohnte Welt 
romantischer Kammermusik eintauchen, 
für viele wohl ein ungewohntes Genre. 
Jedes der zwölf Quintette eignet sich für 
Konzerte, es können auch nur einzelne 
Sätze daraus wie das «Menuetto del 
Diavalo» oder die Barcarolle mit einem 
Gewitter aus Nr. 7 zur Aufführung gebracht 
werden. Laut John Wallace werden sie von 
Nr. 1 bis 8 anspruchsvoller und komplexer 
und ab Nummer 9 knapper und konziser. 

Ich kann mich nur Raymond Lapies 
Wunsch anschliessen, dass «Blechbläser/
Innen des neuen Jahrtausends Jean Bellon 
eine neue Chance auf Anerkennung geben, 
indem sie seine reizvolle Musik, die so gut 
in seine Zeit passt und so angenehm zu 
hören ist, in ihre Programme aufnehmen» 
(Begleitheft zur Ausgabe, Editions Bim, 
2000, Seite 20). Den Musikern der Wallace 
Collection, dem Herausgeber und den 
Entdeckern sei Dank, dies ermöglicht zu 
haben!

Adrian v. Steiger

C D  r e v i e w s
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What a great musical journey to the 
mid-19th century! The Wallace Collection 
presents a complete recording of the 
twelve quintets by Jean-François Bellon, 
performed on period instruments. 
Chamber music for the then-new 
chromatic brass instruments with pistons 
and keys, hence the CD series’ title Origin 
of the Species Revisited.

These twelve quintets are veritable 
symphonies, as a contemporary listener 
wrote. They mostly consist of four 
movements and last about 15 minutes 
each. Jean-François Bellon (1795-1869) 
wrote them around 1848-1850 for a 
Paris concert series for well-known 
players and had them printed. Anthony 
George, ophicleide player of The Wallace 
Collection, discovered four of them 
in London about 25 years ago, and the 
ensemble recorded those immediately. 
Raymond Lapie then discovered the 
remaining quintets in France and edited 
all twelve, along with an instructive 
booklet, with the Swiss publisher Editions 
Bim. In 2020, The Wallace Collection 
recorded them and prepared the present 
complete release. Then, in 2021, Eric 
Roefs discovered in Chicago the hitherto 
missing last movement of No. 12, and they 
immediately recorded it as well (hopefully 
it will be added in the Bim edition).  

With Bellon’s quintets, brass ensembles 
possess romantic chamber music 
comparable to that for string or woodwind 
ensembles, which will enrich concert 
programs: virtuoso and technically 
demanding but not bravura pieces, equally 
demanding for all five instruments; 
melodically imaginative, harmonically 
rich with plenty of chromaticism, which 
exploits the possibilities of the then-new 
instruments and also full of surprises in 
rhythm and dynamics. Of course, Bellon is 
no Rossini or Berlioz in terms of melodic 
invention or grand dramatic gesture, but 
he obviously learned much from them.

The Wallace Collection plays on original 
instruments: part one is designated as a 
“petit bugle mib,” which is a flugelhorn 
or saxhorn soprano in E-flat, a soprano 
instrument known at the time. John 
Wallace plays this in the older recording 
on a keyed bugle, which I like very much 
as such; in the newer recording he plays 
it on a valved flugelhorn in E-flat, which 
is probably more appropriate for the time 
it was written and for the player of the 
period performances, Edmond Dubois. 
John Miller plays the second part, which 

was played originally by a horn player, on 
a period B-flat cornet. The third part for 
horn is played on a French cor à pistons in 
F, in the 1999 recording by Paul Gardham 
and in the more recent ones by Fergus 
Kerr. The fourth part is played by Simon 
Gunton and Paul Stone, respectively, on 
historic slide trombone; conceivably, 
this part could also be played on valve 
trombone, which was also in use in Paris 
at the time. Anthony George, the first 
rediscoverer of the quintets, plays the 
ophicleide on a Parisian instrument from 
1845.

And they play great, with fantasy, 
inspiration and technical mastery! They 
strive to meet the taste of the time, to fulfill 
every phrase, every melodic, rhythmic and 
harmonic turn of Bellon—and this in three 
hours of music—the purest pleasure! The 
informative booklet perfectly completes 
this wonderful recording.

So how should this music be adapted to 
modern instruments? The central point 
is that the instruments should be clearly 
distinguishable from each other in terms 
of sound, i.e. they should not blend in 
tone color, as brass ensembles often like 
to strive for today. For the ophicleide part, 
Raymond Lapie rightly suggests a small 
instrument, such as euphonium, saxhorn, 
or, if tuba, one in F. In my opinion, the 
trombone should be of narrow bore, and 
a horn with French pistons would be 
wonderful. It seems especially important 
to me that parts one and two be played 
by as different instruments as possible, 
such as E-flat cornet or E-flat flugelhorn 
for one (desirable in the edition of Bim 
would therefore be an additional part in 
E-flat) and B-flat cornet for two. The two 
players should sit opposite each other on 
the stage, as Bellon suggests, with horn or 

trombone next to them, respectively, and 
the fifth voice at the center. Two identical 
trumpets for voices 1 and 2, on the other 
hand, would not come close enough to 
the French sound nor to Bellon’s idea of 
five distinctly different and egalitarian 
instruments (even though the original 
edition offers a B-flat cornet voice for one, 
probably for commercial reasons).

Those who play non-historic 
mouthpieces should choose a small one, 
and all players must adopt a French 
articulation that makes such music speak 
and sound. 

First and foremost, today’s musicians 
must immerse themselves in the world 
of Romantic chamber music, probably 
an unfamiliar genre to many. Each of the 
twelve quintets is suitable for concerts, 
and only individual movements from 
them can be performed, such as the 
Menuetto del Diavalo or the Barcarolle with 
a thunderstorm from No. 7. According 
to John Wallace, they become more 
demanding and complex from Nos. 1 to 8, 
and more concise from No. 9 onwards. 

I can only echo Raymond Lapie’s wish 
that “brass musicians of the dawning 
millennium help Jean Bellon to renewed 
recognition by enriching their programs 
with his delightful music, so characteristic 
of his era and so enjoyable to listen to” 
(booklet accompanying the edition, 
Editions Bim, 2000, page 19-20). Thanks to 
the musicians of The Wallace Collection, 
the publisher, and the discoverers, for 
making this possible!

Adrian v. Steiger

The Wallace Collection in 1999 
and 2022
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Bryan Proksch’s collection of documents 
connected to the history of brass and 
wind bands in the U.S. is a much-needed 
addition to the published resources for 
wind band scholars, band directors, and 
teachers of courses on the history of 
these ensembles. The contents include 
a rich variety of newspaper articles, 
correspondence, official documents, and 
archival materials left by the people who 
are the subjects of the book, covering a 
century of music making. For the scholar, 
each entry presents an opportunity for 
expansion. For the teacher, this work 
provides source readings for courses on 
wind band history or for complimenting 
Strunk or Weiss-Taruskin in university 
music history courses. That said, these 
documents stand as an enriching and 
entertaining read in their own right for 
anyone interested in the subject. 

Proksch organizes the book 
chronologically into seven “eras” that 

generally correspond to wider historical 
events such as the American Civil War, 
World War I, or the proliferation of peace 
jubilees in the 1870s. The “Sousa Era” is 
parceled out into four chapters and, as 
Proksch explains in his Introduction, 
Sousa’s massive presence is tempered 
to allow for other voices to be heard—
the author reminds the reader that he 
has already published an ample source 
reader for Sousa by the same press. 
These other voices are indeed important 
ones. The entry for Helen May Butler’s 
band reminds us that bands comprised 
only of women were necessary due to 
the restrictions imposed by most bands 
that only men could be members. The 
inclusion of articles related to African 
American musicians (including the 
murder of James Reese Europe), band 
music in prisons, and the band of 
hearing-challenged student musicians 
in Louisiana provides valuable 
documentation for previously under-
researched areas. In a similar manner, 
Proksch acknowledges the wealth 
of sources that survive from Eastern 
cities such as Boston and New York, 
but chooses to provide a more evenly 
balanced collection geographically in 
hopes of prompting new research on 
important wind centers in Chicago, 
Iowa, or the Western and Southern 
states. His inclusion of sources focused 
on school bands is essential in bringing 
that discussion into any history of this 
topic in the U.S. Finally, the author 
does not shy away from providing 
documentation on bands that played 
in now-sensitive contexts. He offers 
two sources from a Confederate band 
and several about circus bands. These 
sources are important for the purpose 
of creating a more complete picture 
historical American music making.

Overall, the contents of this collection 
range from offering important historical 
information, to providing the thoughts 
of important band leaders, critics, and 
performers, to the purely comical like the 
thoughts of the 3rd Alto Horn player from 
1916 who was apparently also a union 
steward who had no reservations about 
employing that authority to preserve 
his preference for playing really loud. I 
highly recommend this book to scholars, 
directors, and band enthusiasts. There is 
something here for everyone. 

Michael B. O'Connor

Bryan Proksch. The Golden Age of American 
Wind Bands: A Document History (1835–
1935). Chicago: GIA Publications, 2022. 
326 pp.

The Golden Age of American 
Bands

If you are interested in the history, music, 
literature, and performance practice of 
brass music, then the Historic Brass Society 
is for you!  Do we have your information 
up to date in our system? It’s easy to log on 
and check by visiting https://historicbrass.
org, where you can also renew your 
membership and visit previous editions of 
our publications. Stay connected with us on 
social media by following us on Facebook, 
Twitter and Instagram @historicbrass, 
and subscribing to our Youtube Channel, 
where you’ll find videos of our members 
and content from our recent events.

 
 D Belong to a community of enthusiasts 

of diverse backgrounds from across the 
globe, including performers, historians, 
instrument makers, composers, archivists, 
hobby enthusiasts and more

 D Share your photos and video through 
Instagram, Facebook, Twitter and YouTube 
and reach others engaged in activities that 
match your interests

 D Learn about upcoming events and 
find connections with those in your area

 D Receive the Historic Brass Today 
(PDF) and the Historic Brass Society Journal 
(print) and stay connected

 D Find leadership opportunities 
by volunteering to serve on one of our 
committees which manage our membership, 
publications, events, competitions, 
scholarships and more

 D Gain publishing experience and 
share your ideas and interests by submitting 
to one of our publications through 
submissions@historicbrass.org

 
Membership: Students and Seniors can stay 
connected to the wonderful world of early 
brass for only $35 yearly, Regular Membership 
is only $42 for the year, or you can take 
advantage of the three-year special for 
$110! Membership runs January-December. 

HBS leadership roles are always needed, 
including positions on the following 
committees: Membership, Historic Brass 
Today, Advertising and Marketing, Events, 
and Technology. Positions on the Executive 
Board and Board of Directors rotate open 
each year and are open to those with active 
membership for a minimum of three of 
the previous five years, while committee 
membership is open to all members.

 
Contact HBS Secretary Joanna Hersey 

at membership@historicbrass.org with 
any questions regarding your membership.
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