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PRESIDENT'S MESSAGE

The 1991 HBS membership was over 500 individuals and libraries. This was 100 more than 1990 which was 100 more than
our first year in 1989. This has been great progress and judging from the positive responses I've received, the HBS should
continue to grow. The HBS Journal has also expanded and we've continued to publish articles of the highest level. It presents
a wide range of articles dealing with all aspects of early brass; the translation series of important treatises, methods, and
articles, ornamentation pieces, scientific articles related to early brass, and historical articles that deal with all early brass
instruments and music from Antiquity through the 19th century. The HBS Newsletter serves the more practical interests of
our community with interviews, less formal articles on early brass subjects, articles on instruments makers and making,
collections, reviews and an extensive News of the Field section, giving the readership a good view of the state of the early
brass field.

The HBS has made new ties and strengthened old ones with many other music organizations. We have begun planning and
started fund raising efforts to present a large International Historic Brass Symposium, tentatively scheduled to be held in
New York City in the Spring of 1994. We hope to present a four-day event that will involve lectures, workshops, concerts, and
master-classes. It is hoped that all the major performers, scholars, makers, and collectors will be invited. Plans for the Early
Brass Festival #8 at Amherst (August 7-9 1992) are going very well. Many of the leading musicians in the field will be there.
The EBF form in this newsletter will give you complete details. The $15 ($20 Europe) HBS dues have stayed the same since
our first year in 1989. Considering that the 1991 HBSNL was 50 pages and the HBSJ v.3 was 300 pages, this is an extremely
moderate fee for a professional organization. We hope to keep the fee the same. However, if you support the idea of the HBS,
please send in an extra donation. The HBS is a tax-exempt, not-for-profit corporation and all donations (anything over the
membership dues) are fully tax-deductible.

(Continued on page 2)
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Editor's Message

"The cornetto has arrived!” So proclaims Douglas Kirk in
a CD review in this Newsletter, and the recordings he
reviews appear to confirm his enthusiastic pronounce-
ment. Recent CD releases featuring other early brasses
reveal a similar trend: the quality of recordings has
improved dramatically over the last few years.

Paraphrasing Kirk, we might also proclaim, "The Historic
Brass Society has arrived!”" Our Journal and Newsletter
have quickly earned enviable reputations within the early
brass community, and circulation is growing steadily. But
my own sense of pride in our accomplishments was
seriously bruised during a recent conversation with a
prominent musicologist--a nineteenth-century scholar. He
asked if I had heard a new CD of 19th-century music for
trombone, and I replied that I indeed had, and that
furthermore a review of the recording would appear in the
next issue of the Historic Brass Society Newsletter. (See
William Richardson's review of Benny Sluchin, The
French Bel Canto Trombone, in this issue.) 1 was
dismayed when my friend professed ignorance, not only of
our Newsletter and Journal, but also of the HBS itself!
Just a few weeks later, I had a similar encounter with the
director of an important American music archive. He was
aware of neither our organization nor our publications,
even though an article in HBSJ 3 contains several
citations of source material from his own archive.

Perhaps 1 should not have been astonished to discover
that these two otherwise well-informed musicians were
unaware of our existence. After all, they are not brass
players. Yet our publications contain much that is of more
than parochial interest. We need to make these publica-
tions better known, and I encourage everyone to assist us
in this objective: first, by encouraging colleagues to join;
and second, by urging your library to subscribe. Library
budgets are in a terrible bind these days, but our
subscription rate is very modest, particularly when
compared to publications in other academic areas. A
larger pool of members, both individual and institutional,
will broaden our financial base and enable us to maintain
and even improve the quality of our publications, while
still keeping our membership fees modest.

Stewart Carter
Executive Editor

Field section and send in letters to the editor expressing
your views. The HBS is your Society. Become active. Best
wishes for a good year, and I hope to see many of you at
the Amherst Early Brass Festival.

Jeffrey Nussbaum
President, Historic Brass Society

Notice of Annual Meeting

The annual meeting of the Historic Brass Society will be
conducted at 4:00 p.m., Saturday, August 8, 1992, at
Amherst College, Amherst, Massachusetts. Plans for the
direction of the Historic Brass Society will be discussed.

—

——
—

HBS FINANCIAL REPORT, COVERING
ACTIVITIES OF THE FISCAL YEAR 1991
Jan. 1, 1991 -- Dec. 31, 1991

President's Message - Continued

Please do continue to support the HBS. Send word to your
students and colleagues and encourage them to join. Also,
ask your library to subscribe. We encourage you to send in
news of your early brass activities for the News of the

Opening balance $3,258.10
(cash on hand, 1/1/91)
Revenues
Earned
Membership dues 8,080.54
Advertising (Journal) 525.00
Library subscriptions 1,750.00
Back issues sales (Journal & Newsletter)  2278.00
Mailing list sales 23.80
Unearned
Contributions 1,125.00
Total revenues $13,782.34
Expenses
Printing & production costs
(Journal & Newsletter) $8,353.28
Mailing costs 4,352.73
Photocopying 1,484.44
Supplies 574.01
Telephone charges 396.70
HBS Scholarship to
Ambherst Early Music Workshop 100.00
Computer & fax charges 80.17
Legal & copyright fees 240.00
Early Music America membership 60.00
Total expenses $15,641.33
Closing balance $1,399.11

(funds on hand, 12/31/91)

---Stewart Carter, Treasurer, Historic Brass Society, Inc.



Letters to the Editor

To The Editor,

The reviews in the HBS Newsletter #3 are all of high
quality. Of course I was happy to be praised by reviewer
Barry Bauguess for my Silver Trumpets of Lisbon CD.
However, I think he is naive, or uninformed, or just wrote
faster than he was thinking, when he wrote: "These
[original 18th-century] trumpets also allow (or force) the
performers to alter their articulations.” Alter, my foot (or
tongue)! For years now, I have been coming on strong in
print and on recordings for unequal articulations, which
are the only ones proper for music from the 16th to early
18th centuries, and everybody who has ever studied natu-
ral trumpet or cornett at the Schola has been doing this
for 15 years. Playing copies or originals has no effect on
the articulations whatsoever, we have been playing this
way for years; there is nothing to be "altered". I suspect
Bauguess may have meant to say that players of the
modern piccolo trumpet should change their articulations,
but they should anyway. The musical style is as it is with-
out regard to the instrument used. Then, Robert Braham
uses a lot of space to praise (I think) Cassone and Frige's
recording of Fantini and Viviani sonatas for trumpet and
organ. I agree with him that Gabriele is a brilliant
performer; I also know his performances on modern trum-
pet. But he writes that Cassone "generally articulates the
gruppo [sic, it should be groppol] with pointed tongue" and
the trillo "with the chest and articulated with the throat,"
just as Fantini said to do.’ Does he really? My pupils were
actually quite shocked to hear Fantini's ¢rilli performed as
modern trills throughout. Have another listen, Bob. (I am
personally sensitive to this because I was not aware of the
correct rendition of the zrillo until my own 3rd volume of
recordings with George Kent, done around 1976. Nobody's
perfect. The problem is, almost nobody performs these
trilli correctly, even today.)

--- Edward H. Tarr

To The Editor,

In response to Bob Barclay's letter (1991 HBS Newsletter
#3) about "updating” historical brass instruments, I would
like to add some comments. The Faculty of Music at the
University of Toronto is in possession of a gorgeous alto
sackbut made by Mr. Barclay some years ago, accompa-
nied by a book he co-authored with Professor Timothy
McGee (Toronto) on how to construct your own sackbut.

Presuming Mr. Barclay got his measurements and based
his plans on historical instruments, I feel the need to
plead for instrument makers to first of all make instru-
ments that play well before looking historically accurate.
The instrument that Mr. Barclay made is based on loose
slide stays, no stockings, seamed tubing, and too tight
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tolerances which make this instrument totally unplayable.
The sackbut was sent to two different repairmen in
Toronto, both of whom sent the instrument back saying it
was impossible to fix.

Therefore I feel it is essential to have instruments on
hand which suit the needs of a "modern” instrument
performer, in order to make it easily adaptable for some-
one such as a university student or professional player. As
well as this point, let me raise the point about alto sack-
buts in F. I would suggest that we encourage instrument
makers to make alto sackbuts in the key of Eb. If a
university student is going to the trouble of learning to
play an alto instrument, it would seem more beneficial to
have an alto sackbut and modern alto trombone in the
same key. This would facilitate easier access to both types
of instruments, and open a wider range of repertoire for
the player. Anyone else agree?

---Frank Harmantas

Mr. Barclay responds

That little alto trombone which Frank Harmantas says I
made "some years ago” is, in fact, the first instrument I
ever made, way back in 1973! I knew nothing about early
instruments, metal, or techniques in those days. The
instrument followed no historical model - the shape was
totally out of my head (sketched on lined paper) the bell-
rim was wired, and the decorations were etched with
nitric acid! Mind you, 18 years ago it worked the way a
16th century instrument ought to work; I couldn't answer
for it now but I expect it needs my attention. It certainly
needs updating in view of all the things I have learned. [
will always be grateful to Tim McGee of the Faculty of

* Music for those experiments we made, and especially for

fostering my interest in early instruments. If I ever made
another trombone I would do it differently, but is there
any craftsman completely satisfied with his first try?

Let me deal in a little more detail with the subsequent,
and more interesting, paragraphs of Mr. Harmantas'
letter. "Looking historically accurate" is not the point at
all; the point is being historically accurate. Being histori-
cally accurate means using techniques, materials and
tools appropriate to the period. When I was studying art
history at the University of Toronto I did a course in
historical painting techniques. If the professor had told
me that it "would facilitate easier access" if I just used
store-bought paint brushes and tube acrylics, I would have
wondered what the hell I was going to university for.
Sure, the finished panel painting would have looked
"historically accurate,” but I think it might have missed
the point. Similarly, when we studied Anglo-Saxon litera-
ture the class used texts in the original language, not




modern translations. You don't get to the heart of The
Battle of Brunanburgh in present-day English, although
Tennyson's "translation” is a nice try. And the department
of history would never have condoned the falsification of
historical texts so as to make them more approachable.

So what is different about the study of musical instru-
ments in a university setting? Why offer students a
pretend 16th century alto trombone which has the same
pitch as the modern one, slides just as easily and can,
therefore, "open a wider range of repertoire for the
player"? In what way can this experience possibly contrib-
ute to their understanding of the limitations and virtues
of the instrument of four centuries ago? When I went to
university easy access was just what 1 didn’t want. Are we
in the business of teaching, or simply having fun? Perhaps
the question we should all be asking is: Alone among the
historical disciplines, why is it considered academically
acceptable to falsify when dealing with musical instru-
ments?

--- Bob Barclay

To the Editor,

In my article, The Cornettino in Italy? which appeared in
the July, 1988, issue of The Early Brass Journal, 1 asked
readers for further evidence of the cornettino in Italy. At
least one reader, Tim Collins, read the item and sent me
an excerpt from the New Grove Dictionary of Music and
Musicans article on Heinrich Schiitz. (Vol.17,p.8.):

On 29 June, 1629, new style, Schiitz reported
sending a consignment of music and instruments
back to Germany and having engaged the Mantuan

violinist Francesco Castelli for the electoral court.
A passage in the diaries of Phillip Hainhofer, a
political agent and art dealer from Augsburg who
visited Dresden the following autumn, indicates
that the purchase of instruments took Schiitz as far
as Lombardy -- probably to Cremona, where the
court had five violins on order...

Schiitz returned to Germany with Castelli and
Caspar Kittel, a former choirboy at Dresden whom
the elector had sent to Venice in 1624. On 26
October 1629 Hainhofer, arriving home from his
visit to Saxony, 'found before me the three
musicians who had come from Italy and had
already been waiting for me in Augsburg for eight
days.' After staying with Hainhofer another two
days, Schiitz and his party continued on their way,
proceeding first to Leipzig, where Schiitz received
the money advanced him by the elector, and then to
Dresden. A receipt signed by the instrumentalist
Wilhelm Guenther indicates that the musicians
reached court by 20 November 1629 and that
Schiitz, as he recalled in a letter of the following 30
April, brought three new cornetts and four
'cornettini' with him from Venice.

The above provides clear evidence that cornettini were
found in Italy, and probably made there. Thanks, Tim! We
have yet to find any which carry the characteristic decora-
tions of the Venetian cornetti, the Snakes, Trees and
Flames, which I discussed in my article on Venetian
cornett decoration (Historic Brass Society Journal vol.1).

--- John R. McCann

A Brief Note on Ghizzolo and Mortaro

By Bruce Dickey

In 1613, the industrious Milanese music publisher and
bookseller Filippo Lomazzo brought out a collection of
Messe, motetti, magnificat, canzoni francese, falsi
bordoni... by Giovanni Ghizzolo, chapel master at Correg-
gio, a small town midway between Parma and Bologna. In
the collection, preserved today at the library of the Museo
Civico in Bologna, are two eight-part canzonas in two
choirs, one bearing the title Canzon del Ghizzolo detta la
Mortara and the other, Canzone del Mortara detta la
Ghizzola--in other words, "Canzona called la Mortara by
Ghizzolo" and "Canzona called la Ghizzola by Mortaro.”

Though unknown today, Giovanni Ghizzolo and Antonio
Mortaro were far from obscure figures in northern Italy at
the beginning of the 17th century. Both Franciscan Friars
from Brescia, they were highly respected and widely

known composers whose works appeared in numerous
prints in both Milan and Venice as well as in prestigious
anthologies. Moreover, they were both composers who
stood squarely on the boundary between conservative and
progressive tendencies, working consistently in the old,
polychoral style while experimenting in the new monodic,
concertato fashion as well.

Ghizzolo had lived in both Novara and Milan before being
appointed in 1613 to the post of maestro di cappella at
Correggio, where he remained until 1615. The prefaces to
his prints tell us that he was working at the Cathedral in
Ravenna in 1618. In 1621 he was appointed to the prestig-
ious position of maestro di cappella at the Basilica of S.
Antonio (usually called il Santo) in Padua, though he



stayed there only one year before returning to Novara
where he died, probably in 1625.

One of Ghizzolo's prints of sacred music, the Messa, salmi,
lettani [...] concertati a cinque, 6 nove voci, servendosi dei
secondo choro & beneplacito [...], published in 1619,
contains a preface with instructions on how to adapt his
compositions to the availability of singers and instrumen-
talists. The second (four-part) choir in these pieces is
entirely optional and may be used by four additional sing-
ers or by instruments for playing sinfonie and ripieni.
Moreover, if two soprano singers are not available, the
second soprano of the first choir may be sung an octave
lower by a tenor, ignoring the parallel fifths and octaves
that will occur with the bass. The need to adapt music to a
scarcity of means, and particularly of sopranos, is given
special poignancy by a letter from Ghizzolo to his patrons
at Padua in 1623 complaining of the"suffering to which
the music is subjected by not having even one soprano out
of the four who should be available.” We can well imagine
that, in this case, the soprano parts were taken by cornet-
ti, available in abundance at Padua and in nearby Venice.
Ghizzolo's collection is a kind of "do-it-yourself liturgical
music kit" for supplying the needs of musical cappelle
both well and poorly endowed. Collections with such
provisions were fairly common; even more elaborate
instructions of this type are given by both Girolamo
Giacobbi (1609), maestro di cappella at S. Petronio in
Bologna, and Ignazio Donati (1623).

Antonio Mortaro's career was based entirely within the
area of Milan and Brescia, yet was no less distinguished
than that of Ghizzolo. In 1598 Mortaro was organist at the
Franciscan monastery in Milan. He later held the post of
organist at the Cathedral in Novara, and returned after
1606 to Brescia. Mortaro wrote both polychoral music in
the Venetian style and few-voiced motets in concertato or
near-concertato style. His 1598 collection of three-part
motets is remarkable since it presents a scoring of two
equal voices and bass at a time when the basso continuo
style had yet to be launched.

Mortaro also published, in addition to the eight-part
canzona presented here, a collection of canzoni da sonare
4 4. These works form part of an important Lombard
canzona tradition including collections by Francesco
Rovigo and Ruggier Trofeo (1600), Gio. Domenico Rognoni
Taeggio (1605), Cesario Gussago (1608), Agostino Soderino
(1608), Francesco Rognoni Taeggio (1608), and Pietro
Lappi (1616). Francesco Rognoni Taeggio also included, in
his important division manual, Selva de varii passaggi...,
parte seconda, 1620, the canto part of one of the canzonas
(La Portia) from Mortaro's print in an extremely elabo-
rate, embellished version.

The two canzonas from Ghizzolo's print are presented
here in a transcription by Charles Toet. The original print
contains the parts in partbooks and, as was customary in
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Milanese prints, a partitura ("score”) for the organist
presenting, on two staves, a kind of synthesis of the piece:
sometimes the staves present the bass parts of the two
choirs, while elsewhere, when only one choir plays for an
extended period, they present the bass and the highest
part of that choir. Such partiture were meant to be a
practical guide to the organist, supplying, in addition to a
basso seguente, a rough reduction of the imitative part-
writing of the upper parts. They were not intended to
indicate (apart from the bass line, of course) what the
organist was to play. Giacobbi, in the print mentioned
above, describes the function of the organ partiture:

In the score (partitura) for the organ, then,
[above] the basso continuo with the usual acci-
dentals marked, is also placed the highest part,
not because the organist must play it continu-
ously, but so that, having it before his eyes, he
may both aid and discreetly accompany the
singer, especially when he sings alone, so that
[the singer] will be allowed, by virtue of this
discretion, to make accenti and, with passaggi
to his liking, give to the work that perfection
which he finds suitable.!

Ghizzolo's partitura, made superfluous by the printing of
the full score, has been omitted.

1. Con la partitura poi per I'Organo, appresso il Basso continuo,
con gli accidenti soliti segnati, si é posto anche la Parte piii acuta;
non perche I'Organista I'habbi & rappresentare continuatamente,
ma si bene & fine, che havendola innanzi & gli occhi possa, &
aiutare, & discretamente accompagnare il Cantante, massime
quando resta solo, accio gli sia lecito per mezzo di tal descretezza,
& accentare, & con passaggi di suo gusto, dar quella perfettione
che gli parera esser' conveniente a tal Concerto. (Girolamo
Giacobbi, "Salmi Concertati a due, e piu chori" [...], Venice,
1609.)

The Canzon del Ghizzolo detta la Mortara may be found on pages
6-10 and the Canzone del Mortara detta la Ghizzola on pages 11-
14. We thank Charles Toet for his transcriptions.

ERRATA

In Tom Crown's letter to the Editor on page 263 of the
1991 HBS Journal, Vol. 3, the German text quoted from a
letter by Leopold Mozart was improperly set. The English
translation was correct. The German entry should have
read, " ...Die Hauptsache kommt ja ohnehin nur auf die
Trompeten Sordinen, das ist was fremdes and neues. Die
Waldhornisten haben zu allen zeiten schon solche piano
gemach, und sich mit hineinstecken eines Schnupfduches
geholfen, da es leichter bey der piano vortheil..."
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bar 64: A1, first note b-flat
bar 69: 81, half note G
bar 103: A1, b-flat

Canzon del Mortara detta la Ghizzola
Org. clefs: Choro I: G2, C2, C3, C4, Choro ll: C1, C3, C4, F4
Org. timesign.: C - 3/2

ed. notes:

bar 14: T2, 3rd note d’

bar 25: B2, first note missing

bar 35: B2, 1st and 3rd note g natural

bar 75: A2, £ natural

bar 97: T1, 2nd note g natural

bar 98: B2, last note g natural

bar 99: B2, 2nd note ¢

bar 126: C2, last note half note
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The Cornett: A Maker's Perspective
by John R. McCann

This article generally follows the outline of my
presentation at the Amherst Early Brass Festival. I was
given the daunting task of after-lunch speaker before a
discriminating, learned audience. I did the best thing
possible under the circumstances, I fell asleep. What
follows is what I would have said had the circumstances
been reversed.

While living in Berlin and studying recorder in the late
1950's, I met Otto Steinkopf, the German musician and
instrument maker, and was inspired by his example to
make cornetts. I picked the cornett because it had been
the premier instrument of the Renaissance and had sunk
into oblivion. Not only could I solve this historical puzzle,
but I could also make them on the dining table with a
minimum investment in tools. Lots of practice, scrap
wood, and examination of instruments over the years have
brought me where I am today, a journeyman cornett
maker. | have made copies of museum specimens, adapted
instruments to modern pitch, and designed my own
models. Additionally, in collaboration with Professor
William Mathews of the University of California, Santa
Cruz, I am exploring computer-assisted design methods
for the instrument.

The purpose of this presentation is to discuss the cornett
from a maker's perspective. Basically, cornetts are
primitive, but their acoustics are complex.

The bore is the heart and soul of the cornett. Proper
design and meticulous execution are essential for correct,
consistent, and predictable results.

Several years ago, a fledgling cornett maker published an
article on cornett making wherein he described an
instrument with a conical bore. I knew that his design
would not work, for a bore based on a single truncated
cone produces a wide octave. I had been there and moved
on. To build a functioning cornett, the cornett, like
conical-bore reed instruments, must be built with at least
a biconical bore. The upper, approximately one-fourth of
the bore has a slightly narrower taper than the rest of the
bore. This brings the octaves into alignment. It is,
however, not a foolproof path to cornett-making stardom.
There are some problematic notes, and the bore has to be
further optimized. This is done by flaring the bore slightly
in a short section between the two cones. This improves
and facilitates notes in the instrument's "screech” range,
the highest four or five notes above a?.  (Saints
Monteverdi, Dalla Casa and Schiitz, please forgive me.)
Any changes or constrictions in the bore impact on the
tuning of the instrument.
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Not only must the design of the bore be correct, but it
must also be meticulously executed. I hand-carve and
finish a bore to a nominal 0.10 mm accuracy. I do this to
insure that the results are predictable and that I do not
add to the woodpile. I take about eight hours to make a
bore in the historical manner, and I do not like to waste
my time or that other precious commodity -- select,
seasoned hardwood -- because of sloppy work. (By way of
contrast, it takes approximately 12 hours to make an
entire quality hand-crafted alto recorder!) Others work in
a more idiosyncratic manner.

I think my instruments are very responsive. The two
factors that produce this quality are a very smooth bore,
and the mouthpiece. The smooth bore is produced by
hand-sanding it with fine sandpaper and wetting it down
afterward. The moistened grain stands up, and when dry
the bore is sanded again. This is repeated several times. It
is an old cabinet maker's trick. When the two halves are
glued together and oiled, the bore remains dimensionally
stable and smooth, facilitating movement of the air
column in the bore. A "hairy” bore, on the other hand,
produces a less responsive instrument, as the wood
feathers damp out resonances at higher frequencies. (This
factor, together with the built-in and soft nature of the
mute cornett's mouthpiece is what makes it "mute”.)

The bore halves are glued together with a high-grade
epoxy glue. The glue is not only waterproof, it is incredibly
strong, bonds woods with a high resin content (always
difficult to glue), and cleans up with alcohol, which does
not raise the grain. This translates into a smooth bore and
a great glue seam. Efforts by others at making curved
cornetts from one piece of steamed wood have thus far
been doomed to failure.

I like to place the largest fingerhole possible (ca. 8 mm) at
the optimum position. With a high-pitch treble cornett
(a=ca. 465 Hz), all the fingerholes lie nicely under the
hand. With a modern-pitch cornett, some finger stretching
needs to take place. I prefer to locate the fingerholes so
that a minimum of undercutting is needed. I feel that
fairly straight fingerhole sidewalls contribute to stability
of tone. It seems harder to center the tone of a sharply
undercut fingerhole. Fingerholes are drilled slightly
undersized so they can be sanded smooth and the hole
enlarged, if necessary to raise the pitch. In the unlikely
event that a fingerhole must be made smaller, epoxy glue
mixed with sandpaper dust from sanding the instrument
is carefully applied to the fingerhole wall. When dry and
sanded, it produces an indistinguishable "fix".



I mentioned oiling the bore. I have a scientific method for
doing this. After gluing the two halves together and
profiling the instrument (my term for making it look like
a cornett), I cork up the mouthpiece socket and pour my
secret elixir into the bore. It soaks into the wood and even
comes out the pores through the glue slurry mixture I put
on the outside of the instrument to keep that from
happening. The oil polymerizes in the cells of the wood,
making it more resonant, protecting the bore and
stabilizing it dimensionally, which in turn does the same
thing for pitch.

Mouthpiece design is an occult art. Otto Steinkopf, the
genius to whom we owe a great deal in the resurrection of
early instruments, believed that extant historical mouth-
pieces dated from the dying days of the cornett and were
not particularly good examples to copy, even if genuine.
Add to that Stibler's law of mouthpieces: "A good mouth-
piece walks away with the player.” Not only do they walk
away, they are small, separate and easily lost. According-
ly, our historical specimens may not be the best ones to

copy.

A survey of cornett mouthpiece iconography reveals two
kinds of mouthpieces. One is what the late Christopher
Monk termed the "acorn” mouthpiece because of its
external resemblance to an acorn. The other is the
trumpet-style mouthpiece. The former was played at or
near the corner of the mouth and the latter, probably used
by stadtpfeifer and the like who needed a cushioned rim
mouthpiece, was used with a center embouchure. I make
both but encourage persons who do not earn their living
with a trumpet to use the acorn style, even one with a
wider rim if they need it. The smaller acorn mouthpiece
was clearly more common in the heyday of the cornett,
and it seems to be more articulative than the trumpet
style.

In designing an acorn-style mouthpiece, I started with a
Roman-style cup, 14 mm inside diameter and 7 mm deep.
I made the backbore 3 mm in diameter. I left the shoulder
(grain) sharp and opened up the backbore with a tapered
reamer. I had observed that a completely cylindrical
backbore increased resistance too much and constricted
the tone. On the other hand, a portion of the backbore
needs to be cylindrical to help center the tone. The sharp
grain tended to produce audible turbulence (hiss), so I
rounded the grain and made the throat more venture-
shaped. The turbulence disappeared. There is a price. Bill
Mathews, an outstanding cornett player and my acoustics
mentor when he is not delving into black holes as a
Professor of Astronomy and Physics, has found that the
Roman cup is slightly more articulative than the venture-
shaped cup. We are now looking for the point where the
audible turbulence drops off and the articulation is
unaffected. The holy "grain"?
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The mouthpiece is part of the instrument. The popping
frequency of the mouthpiece must support the "regime of
oscillation” of the cornett. For my cornetts, a popping
frequency of c® seems to be the right one. (For my cornett
in a, I use the six-finger designator.) The issue becomes
critical in the range above the instrument's second octave.
This is why a trumpet-style mouthpiece, which has a
larger cup volume and lower popping frequency, does not
work as well in an instrument designed around an acorn-
style mouthpiece. The trumpet-style mouthpiece effective-
ly lengthens the bore and alters acoustical relationships.

Although one finds a few historical mouthpieces with
shallow cups (2-3 mm deep), these should not be
considered the standard acorn mouthpieces. The shallow
cup will facilitate the "screech” range, but it will not
support good tone in the a-a" range which should be
considered the instrument's normal working range. In
designing my acorn mouthpiece, I looked for a balanced
approach to the problem.

It might be worth mentioning mouthpiece material.
Historically, ivory, wood, metal and horn were used. I
have settled on Brasilhorn, which I get from Germany. It
is water buffalo horn imported from lands where these
beasts are domesticated and abound. It is tough, durable,
machines well and polishes up nicely. Appearance, at
least on the inside of the mouthpiece, is not just a matter
of aesthetics, for a highly polished cup and backbore
facilitate responsiveness of the instrument.

These are some of the things which I do to produce the
best possible cornetts for players. I am not satisfied that I
produce the perfect cornett. Given the parameters of what
a cornett is, we can only hope to optimize it. Bill Mathews
and I are pursuing this through a computer program,
toot.for, which computes the input impedance for wind
instruments of arbitrary bore variation having any num-
ber of open or closed tone-holes. Professor Mathews devel-
oped this program based on the method used by Plitnik
and Strong (JASA 65, 816) and Causse, Kergomard, and
Lurton (JASM 75, 241). The accuracy of the computed
frequencies for each fingering combination, although
encouraging, is not at present sufficient for reliable ab ini-
tio construction. However, the computations can be useful
in determining appropriate changes in the size and
placement of tone-holes or in the bore required to achieve
small differential frequency changes. The use of computer
assisted design (CAD) techniques for the cornett is excit-
ing for me. Who knows, perhaps a computer-aided manu-
facturing (CAM) routing machine is next on the list. This
would enable me to produce the perfect instrument in an
economical manner. This could even lead to earning a
decent living in a most enjoyable way!



An Interview with Cornetto Virtuoso Bruce Dickey
by Jeffrey Nussbaum

The following interview took place on November 12th, 1991
in New York City.

JN: Welcome, Bruce. I'd like to begin by asking you about
your early musical training.

BD: I played trumpet as a youngster but I was discour-
aged from becoming a professional musician by my trum-
pet teacher. This was not because I couldn't do it, but
because I was not given a very good picture of the life of a
professional musician. So, I went off to Michigan State
University and studied humanities and also studied
trumpet there. Then I transfered to Indiana University to
study trumpet and musicology. While I was there, going
through a rather long and elaborate embouchure change, I
became interested in early music and began playing the
recorder. I played in an early music group and it was
there that I was first introduced to the cornett. I never got
very far with it because I was afraid it would interfere
with my trumpet embouchure. I did my graduate jury,
which was a requirement for my musicology masters
degree, on trumpet. The day after the jury, I put my
trumpet in its case and have not touched it since, which
seems rather amazing to me since I had played trumpet
for about 16 years. At that point, I was very serious about
studying recorder. I studied in workshops with Michel
Piguet at the Oberlin Baroque Music Institute. I then
attended special master classes with Franz Briiggen at
Berkley, which was perhaps the single most important
musical event for me at that time. I was so struck by the
experience. There was a moment in that master class that
I remember very distinctly. I played a Frescobaldi canzona
on recorder. Briiggen told me that I should try to imagine
what that piece would sound like on a cornetto. He
commented that unfortunately there was nobody at the
time who could do that, but that I should try to image the
sound. Bruggen's comment just went by, and it was not
until several years later that the implication became
clear. What the experience did do for me then was make it
clear that I wanted to go to Europe and study recorder.
After completing my Masters Degree at Indiana in 1974, I
went to Basel to study recorder with Hans-Martin Linde. I
would have gone to study with Franz Bruggen, but I knew
that he was not teaching anymore, and I found the whole
circle of Bruggen followers a bit oppressive. I thought I
could be more independent at Basel, and I also knew that
Edward Tarr was there and thought perhaps I could also
take a few cornetto lessons. I should say that at Indiana, I
only played a Steinkopf cornettino with a metal mouth-
piece that was very hard to play. I figured if I'm going to
take lessons with Edward Tarr in Basel, I should get a
Monk cornetto. It came a month before I left for Basel,
and I found it very difficult to play, extremely tiring, and I
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couldn't figure out how to hold it. My early lessons were
not very successful. I remembering telling Ed that I could
not play an entire Frescobaldi canzona without getting
exhausted. I don't remember what he said to that, but I
certainly wasn't practicing very much. Then during a
game of touch football at about the third month of my first
semester, I fell and broke my right wrist. A cast was put
on my right arm and I thought, oh my God, I saved money
for three years to come to Basel to study recorder and now
I can't play at all! With the cast, I simply could not reach
the bottom hole of the recorder. I was terribly depressed. I
was in my room and I looked at the cornetto, and I
thought, I wonder if I can play that!? So, I rested my cast
on a table, put the instrument on my knee and discovered
that I could play the cornett, because it does not require
the little finger. I spent the next two months with my arm
in the cast, practicing the cornett. I made progress, but
nothing dramatic. When the cast came off, it was abso-
lutely amazing! It was simple to hold it because I now had
the full use of my right hand. I became very inspired and
started practicing a lot. During the two months after the
cast came off, I couldn't believe the progess I made. I had
never experienced that with any other instrument I had
played before. I had a good embouchure as a result of my
trumpet playing, had finger technique from my recorder
playing, and now that I figured out I could easily hold the
instrument, every day brought a new discovery. I quit the
recorder and changed my major instrument to cornetto.
The amazing thing for me was, now that I was making
such rapid progress, I had a vast repertoire to explore -- a
repertoire that virtually no one could play. Having been a
recorder player for a number of years, I had experienced
exactly the opposite situation in which an enormous
number of people were playing a very small repertoire.
But the cornetto repertoire was virtually untouched.

JN: What were your cornetto studies with Ed Tarr like?

BD: They were very useful. He had a lot of experience
with the repertoire and he was the one who got me going
on the project of cataloguing the entire extant repertoire
of the cornett, a project which I have been continuing for
years now, together with Michael Collver. It was impor-
tant to have someone to play for every week. I did that for
a year, and the next year I was appointed his assistant.
Ed was teaching Baroque trumpet and cornett, and I basi-
cally took over the cornett class.

JN: So, during that early period you were playing on a
Monk cornett. What sort of mouthpiece were you using?

BD: First, I had the standard Monk mouthpiece with the
wide rim. Then, this is really rather silly, I was fooling



around the courtyard playing a game of "mock baseball.”
The instrument was in one of those sheaths. I took a
swing, and shwishhh - the mouthpiece was hit and broke
in two. So I needed to get a new mouthpiece.

JN: It sounds like your whole history of playing is based
on sports.

BD: Yes, those two stories make me sound like a jock, but
it's really not true. I borrowed some mouthpieces from Ed.
I remember there were three of them made by Bruno Tilz.
One of them was extremely small, and Ed said, "Oh, you
won't be able to play on that. It's much too small." One
day I decided to see what it was like. I played on it for the
whole evening and thought that it was really amazing. 1
also thought that probably the next day it would go bad,
but that was not the case. I've been playing it ever since.

JN: That same mouthpiece?

BD: Yes. It has bounced across heating-grates in
churches, been lost underneath stages, and fallen off
organ lofts, but it's still the same mouthpiece.

JN: Have you taken the precaution of making a copy of it?

BD: I've tried but have never been really successful. I've
come up with similar things. It's interesting because this
mouthpiece is supposedly a copy of a mouthpiece in
Berlin, which in turn is a copy of a mouthpiece in Basel.
I've seen that mouthpiece, and it is quite similar to mine
but a lot larger. I don't know why or when the changes in
size were made, but the one in Germany has disappeared.

JN: How did your training as a musicologist affect your
direction?

BD: I don't know how much my formal training affected it.
Certainly my curiosity about the history and instruments
of this period continues. I think I learned more about
musicology after my studies than during them. But I had
an interest then, and still do, in trying to find out every-
thing I can about the instruments, the music written for
them, and particularly about the people who played them.
I find that the most fascinating.

JN: I think this ties in with the "A" word. In the interview
you did with Robert Ischer in Brass Bulletin (1989
No.67), it seemed that you were not as much concerned
with authenticity as you were with making your own
personal musical statement.

BD: What I would like to do, and this is probably impossi-
ble, is to imagine that I am part of that tradition of play-
ers: that the three hundred years in the middle could be
sort of wiped out. Obviously, that can't happen. But, by
trying to study the same music, read from the
manuscripts and prints, study the same treatises, and get
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to know the same music that they had to know, I try to
come as close as possible to identifying with their musical
world. But, if I had been born then, I would still have had
to try to absorb the cultural influences and then make my
own statement.

JN: So, studying the history, treatises and all the rest
does not preclude making your own musical statement?

BD: Absolutely not. That's the difference in temperament
and goal between the musicologist/scholar and the
performer. They study the same material, but at a certain
point, the musicologist's task is to make it clear what it is
that we can, with certainty, deduce from these facts. This
is what we know. This is what we don't know. The
performer has to take the same information and fill in
what we don't know with a creative musical hypothesis. It
may not be right, but we won't know that. The goals are
different.

JN: You've said before that in the effort to make that
statement or hypothesis, the horn itself is a big clue.
Might this be a reason that some performances of early
music on modern instruments miss the mark -- because
the performers are relating to their modern instruments
and not the music?

BD: Miss the mark, if in fact, the mark is the same. In
other words, the instrument gives you a lot of answers
without your having to search for them. The instrument
imposes certain flexible limits that change as you progress
as a player. But, you do get an idea of what makes musi-
cal sense. It gives you an idea of how loud, soft, or fast you
can play, or how you can articulate. Of course, you have to
be open minded about it. You can't judge too quickly based
on your own imperfect skill. I think we all have to be
humble about our skills when compared to the skills of
the players back then. So, I think we get a lot of informa-
tion from the instrument as well as from the music. Those
are the two principal sources of information - the
treatises and other sorts of documents are secondary.

JN: I assume that the period you have focused on and
have been discussing here is that of the late 16th- and
early to middle 17th-centuries.

BD: I would say my focus is from about 1560 to 1700.

JN: What about the earlier periods? Have the Middle Ages
or early Renaissance been areas of interest? What has
been your experience with that earlier music?

BD: It has not been very extensive. I have mainly concen-
trated on the later period that I mentioned. I do have
some curiosity about what went before, but I don't feel
that I'm really very expert in that area. It is quite myste-
rious -- what went on before.



JN: The role of the piffari and town bandsmen had a very
old tradition. I assume that the cornetto was part of it.

BD: At a certain point it became involved. What I find
particularly mysterous about that is how quickly the
cornett seems to have emerged and taken over in the
piffaro bands. This is something that I don't fully under-
stand -- why this instrument was in the background for so
long, being a folk instrument or near-folk instrument, and
suddenly emerged. Something happened. What we don't
know is to what extent it was involved in art music before
that happened. It was on the periphery at best. Then
within a period of 50 years it became the single most
important melodic instrument. Why that should have
happened fascinates me, but I've not devoted a lot of
energy to the problem, because there is just so much to do
with the music of the period I know more about. There are
other people, Michael Collver for instance, who do work in
the earlier periods.

JN: Lets talk a bit about equipment. After you played the
Monk instrument, what were the instrument changes you
went through?

BD: A French cornetto player, Philippe Matharel, made
five instruments in 1975, based loosely on the Monk plas-
tic cornett. I played one of those instruments for about
five years. Then during a tour in the States, I opened the
case and discovered that the instrument had broken so
violently that the leather had been neatly parted. Having
no other instrument with me and a radio broadcast to
perform that evening, I went to an oboe maker. He
wrapped it with thread and put a hose clamp around the
top, which is the way I finished the tour. Afterwards, I
took it back to Matharel,who began sawing it off like a
sausage, one slice after another, seeing how far we had to
go. He put a new top section on, and I played it for a while
before the same thing happened again. This went on for
several years, because I couldn't find another instrument
that I liked anywhere near as well. That cornett
deteriorated to such a terrible state that I was desperately
in need of a new instrument. Just before the first Concerto
Palatino recording, I went to Paolo Fanciullacci and asked
if he could make a copy of the Matharel instrument the
way it once had been. He was able to get the original
pattern from Matharel. So, this is the first one he made. I
got it one week before the recording. It is a copy by Paolo
Fanciullacci of a copy by Phillip Matharel of an instru-
ment made by Christopher Monk. Now the truth is out!!
Monk said it was a copy of an English instrument. It is
not very similar to the Italian instruments surviving in
museum collections. On the other hand, it is a 440
instrument, and that makes it different by its very nature.
This happens to be a particularly good 440 instrument.
My high pitch instruments by Fanciullacci are more simi-
lar to historical Italian instruments. Now that my
dependence on that Matharel instrument is a little bit out
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of the way, I'm interested in experimenting with more
Italian style historical 440 instruments.

JN: This topic of equipment leads to the question of
doubling. The piffari were famous for being able to play on
many instruments. Documents survive that give the
"entrance requirements’, and they are rather daunting.
What are your thoughts about doubling?

BD: That's true of the piffari in the early 16th-century in
Italy and true of the stadtpfeifer in Germany, but it seems
to have been less characteristic of the Italian players in
the late 16th- and early 17th-centuries -- the "Golden
Age," if you will. Even the names of certain Italian virtu-
osi, Ascanio del Cornetto or Il Cavaliere Luigi del
Cornetto, for instance, suggest how closely they were asso-
ciated with their instrument. Some of the Italian players
in this period were specialists not just on the cornett, but
even in a particular register, or rather on a particular size
of instrument. There are payment records, for instance, in
which we find a particular player listed as cornetto di
soprano and another as cornetto di contralto. Many play-
ers, though, must have played diferent sizes of instru-
ments. Since there was no standardization of pitch level,
playing in two different churches would often have meant
changing from one pitch instrument to another. The
difference between cities must in some cases have been
dramatic. Our need to play in 440 and in 465 seems
simple by comparison. In addition, judging from the
evidence of the music, alto and tenor cornetts were very
common. I suppose that in larger centers like Bologna,
players could specialize in a particular register, such as
contralto or tenor, but in smaller places where fewer play-
ers were available there must have been a lot of switching
around of parts and instruments. Then, of course, there
are the cornettino and the mute cornetto to consider. The
cornettino seems to have been an exclusively German vice.
I say "vice" with tongue in cheek, of course. It is really
essential to play the cornettino in order to perform a good
deal of the later German repertoire. This is something
that has been given too little emphasis. Unfortunately
good cornettini are not easy to come by (and not easy to
play). A more likely "double” for the Italian virtuosos (at
least the earlier ones) would have been the cornetto muto
or cornetto bianco as it was sometimes called. A mute
cornett with a well-turned mouthpiece is not a difficult
double (if we can even call it that) provided the mouth-
piece on the normal cornett is not too different in size.
This, by the way, is one of the very few clues I think we
have about the general size of mouthpieces used on curved
cornetts in the 16th- and early 17th-centuries. Surely
players would have tried to minimize the difference in size
between the two types of mouthpieces. Detachable
mouthpieces in museum collections are very often unreli-
able since their provenance is so seldom known with
certainty. Mute cornett mouthpieces, except in the rare
case of instruments that have obviously been altered,
come down to us in their original state.



JN: Have you yourself doubled and do you have a philoso-
phy as a teacher about doubling on instruments such as
alto and tenor cornett, natural trumpet, recorder and
other instruments?

BD: I used to double a lot more than I do now. There were
concerts in which I played cornett, shawms, recorders and
even trumpet. Now all I play is natural trumpet on the
second part of the fanfare from Orfeo.

JN: I like the 5th part myself!!

BD: I stopped doing the rest because I just could not play
my best on cornett after playing shawm, trumpet or
recorder. I think that playing on cornett and natural
trumpet is a particularly difficult double when you do it in
a non-compromising way. I don't know anyone who plays
them both equally well. I don't have any clear answers for
someone who asks, " Shall I play both instruments, and
how shall T do it?" I was faced with that situation myself
when Ed Tarr wanted me to play the natural trumpet in
his ensemble. I felt that it was too major a change in
terms of the mouthpiece. I did not want to play on a large
trumpet mouthpiece and certainly did not want to use a
small cornetto mouthpiece on it. But I certainly under-
stand that a professional trumpeter might want to play
the cornett and not give up the trumpet. They will have to
decide for themselves how to go about it. I wiil say that
there are certain kinds of compromises that are generally
not successful. Playing on a large trumpet-type mouth-
piece does not work. I do have to qualify that statement by
saying that I know one player, David Staff, who does
remarkably well. He plays on a trumpet rim. It looks
absurd, and with most people it would also sound absurd.
But he's able to do it well. I think, though, that it is a
dead-end route. The other kind of compromise is to play
on the type of Monk mouthpiece that Jean-Pierre Canihac
plays on. Another possiblity is to play on a "real" cornett
mouthpiece in the middle. It is not easy to play two differ-
ent sized mouthpieces in the same spot. This is because,
while the two embouchures are not totally different, there
are different patterns of muscular tension. Usually trum-
peters who play a cornetto mouthpiece in the center
develop an embouchure that is much too tense. Another
possiblity is to play on the side, of course.

JN: There is certainly a great deal of iconographic
evidence that the side embouchure was used. Do you
think this technique was restricted to a particular time
and place? Was it the norm, or was there a norm at all?

BD: I don't think there was a norm. I think the side
embouchure was used in many places over a long period. I
don't think it was the only technique. There are also quite
a few pictures of players with center embouchures. I
suppose, and this is purely conjectural, that most players
in Italy during the period we've discussed used a side
embouchure. Most of the illustrations from that time and
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place show side embouchures. The few descriptions which
exist mention the side embouchure first. I once had a
conversation with Michael Morrow. He was very inter-
ested in Persian shawm players and had the occasion to
ask one of these players, "How come some of you play with
a pirouette and some don't?” The shawm player
responded, "It's really very simple, those of us who have
teeth play without it and those without teeth play with
it." So teeth are very fundamental in the placement of a
mouthpiece.

JN: After your first year of cornetto study at the Schola
Cantorum, how did your professional career develop?

BD: The first group that I played with was Ricercare led
by Michel Piguet. I played a number of different instru-
ments in that group, and I was with them for a few years
from about 1976. It was through Michel Piguet that I met
Andrew Parrott. Parrott was directing a concert of the
Monteverdi Vespers in the Promenade Concerts in
London. Andrew has had a very important influence on
my career. About the same time I began to play with Jordi
Savall and Hesperion XX. He asked me to put together a
group of cornetts and sackbuts. I chose Jean-Pierre Cani-
hac on cornett and Charles Toet and several other sackbut
players. I played for about 10 years with that group.
Another important step was Concerto Castello, which was
made up of myself, Charles Toet, violinist Dana Maiben,
cellist Alice Robbins, and Frances Fitch on keyboards.
That group broke up after the Boston Early Music Festi-
val in 1985. We then formed Concerto Palatino a few years
later. A difference between the two groups was that
Concerto Castello was a group with a fixed membership
and a fixed instrumentation that was a compromise for
almost any repertoire that you wanted to perform.
Concerto Palatino has a core membership of two cornetts,
two trombones and continuo, around which we can build
up larger groups for different programs. Up to now, we've
had eight trombones, four cornetts, violins, and singers.

JN: You have recently come out with a solo cornett record-
ing that is really remarkable. (Quel lascivissimo cornetto
[Virtuoso Solo Music for Cornetto] Accent #9173) How do
you plan to continue this solo aspect of your career?

BD: I don't find that repertoire to be the most interesting
musically. Doing a concert of that music is tremendously
difficult. You have to be in top form, playing very difficult
pieces, one after the other. I do programs with cornett and
historical organ. That is a very different sort of thing,
because half of the program is made of organ pieces. I
work a lot with Tragicomedia, not usually as a soloist but
as part of an ensemble. However, we have done solo
concerts also. I enjoy that and hope to do more of it, but I
don't think that solo cornetto recitals will ever be
common.



JN: You have been in Europe since 1974 and now live in
Bologna, Italy. What has it been like for you being an
expatriate? Also would you comment on the early music
"scene” in Europe as compared to the United States?

BD: I think the early music scene is healthier in Europe
because the cultural scene is generally healthier. Europe-
ans put a higher priority on culture and do it in a subsi-
dized way. They are able to support aspects of culture that
are not mass audience events. So there are more opportu-
nities for musical events that are on the periphery.
Another important difference is the role of broadcast.
Some of the most important supporters of concerts are
radio stations. Most important concerts in Europe are
recorded for broadcast.

JN: Are these generally state-owned radio stations?

BD: Yes. It is more true in Germany, Belgium, Holland
and France than it is in Italy and England. Those are the
important differences between the U.S. and Europe. The
question of being an expatriate is always difficult. It is
particularly difficult because at a certain point you start
to feel just as foreign here as you do over there. You tend
to lose contact with idiomatic sayings, and people at home
tell you your accent is strange. You can feel a little bit at
home everyplace, which is very nice, but you never really
feel at home in any one of them.

JN: On top of it, you play that "silly” instrument that no
one can relate to!

BD: Especially here. When I was home, I was desperately
trying to find a way that I could explain to one of my
uncles what it was that [ do, in a way that he could relate
to. I told him that I was playing in an opera. He asked
who it was by. When I told him Monteverdi, he said,
"Why, he's one of our favorites.” I was quite shocked, but
he continued to tell me that he came through Elkhart just
last year with his 101 Strings!

JN: It seems that in recent years the level of cornetto
playing has risen considerably. I think this is largely
because of your influence and that of some of your
students, including Michael Collver, Doron Sherwin and
Stephen Escher.

BD: I can't comment on my own influence, but it is
certainly true that when I first started, the best players
were the generation of trumpet players who doubled on
cornett. There is quite a step from that to playing only on
cornett.

JN: What about gains that have been made in research
and in better understanding the repertoire?
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BD: I think that has been a big factor in the technical
advances that have been made. The new generation of
cornetto players have been, for the most part, players of
instruments like the recorder and have had a musical
experience closer to that of the cornett than the trumpet.

JN: Where do you see your musical direction going at this
time?

BD: I think that Concerto Palatino will be doing more and
more large projects with voices and instruments. I am not
so interested anymore in doing strictly instrumental
programs -- programs that string together a lot of sonatas
which were originally intended to be interludes between
the real "main courses”. These programs are not the most
satisfying since the pieces lack connection, but they are
the most difficult to play. In the past year we have put
together a number of large projects including vespers of
Francesco Cavalli (together with the Hilliard Ensemble)
and Nicold Fontei, both of these with eight solo voices and
instruments. The Cavalli is very special because it
includes six sonatas for three to twelve parts, for which
we had eight trombones, two cornetts and two violins. We
also recorded the complete Symphoniae Sacrae I of Schiitz
for Accent Records and made a recording for EMI of music
for the Leipzig Stadtpfeifer. The Stadtpfeifer CD includes
a mass of Palestrina which is in a manuscript in Berlin,
partly in the hand of J.S. Bach, with an instrumentation
of two cornetts, four trombones, organ, harpsichord, and
violone. Both of these CD's should be coming out in the
spring of 1992. It's programs of this sort that I hope to
continue doing more of in the future.

JN: Bruce Dickey, thank you. I feel that your playing has
set an extraordinarily high standard that the rest of us try
to aim for. I'd also like to thank you for the help and
support that you've given to the Historic Brass Society.
Your active participation as a member of the Board of
Advisors has been invaluable. We've been very fortunate
to have the backing of the leaders in the field, such as
yourself. I know many musicians will be looking forward
to hearing your new recordings and also to your participa-
tion in the Early Brass Festival at Amherst (Aug. 7,8,9
1992) as well as to your teaching cornetto at the Amherst
Early Music Festival Workshop (August 9-16.)



On the Construction of Alphorns: a Maker's Experiences
By Philip A. Drinker

The alphorn, as found in Switzerland, is a natural horn
with conical bore, three to four meters in length, which is
carved from wood. It is the largest of the family of wooden
horns or trumpets, usually folk instruments, that have
been made in varied sizes, but with a common construc-
tion technique: a split tree limb or trunk hollowed out,
with the two pieces then rejoined and sealed. The origins
of wooden horns date at least to the 9th-century, based on
on a specimen found in a Viking ship. The alphorn, which
has been found in mountainous areas throughout much of
Scandinavia, northern and eastern Europe, was in use in
Switzerland by the 14th-centuryl2. While the use of the
alphorn today is primarily centered in Switzerland, it is
also still played in the Carpathian Mountains in the
Ukraine, where it is called the trembita3.

The original use of the alphorn, like the other wooden
horns, was for ritual and signalling -- to war or worship --
and it is not clear when its musical potential was realized.
It seems reasonable to assume, however, that as the
overblowing technique was learned and mouthpiece
designs improved, it would have been regarded as a
musical instrument quite early. Its length, which is the
same as the natural horn, affords an additional octave
with more closely spaced harmonics, permitting melodic
figures rather than the simple calls possible on shorter
instruments. In timbre it is not unlike the horn -- dark
and mellow. It is a musical sound, although it does have
astonishing carrying power and is effective for signalling.

In examining the construction of instruments, it is impor-
tant to distinguish between those used only for tradi-
tional purposes, whether ritual or signalling, and those
intended for musical performance in ensembles4. Montagu
has described the construction of the midwinterhoorn of
the Netherlands, a primitive smaller member of the
alphorn family, carved from a curved tree limb that has
been split lengthwise. The midwinterhoorn was, and is,
used only for ritual and signalling; it is never played as a
musical instrument and never in ensembles. In fact, pitch
and intonation are of little concern, and length varies
among different makers. Its basic construction is similar
to the alphorn's, but rather than being glued, it is sealed
with a split rush gasket placed along the longitudinal
seams, and the two wooden halves are bound together
with willow strips or other materials. As might be
expected, left unused, the wood and gasket dry out, and
the instrument will leak badly. Therefore, before the
hoorn is played, it must be soaked -- in a ditch or a tub --
to allow swelling to seal the leaks 5.

This is a fascinating example of tradition in instrument
making, and the construction method works perfectly well
for the midwinterhoorn, but it would hardly lend itself to
an instrument intended for concert performance, which is
what the alphorn in Switzerland became during the 19th-
century. The alphorns I have built are in this latter cate-
gory. Modern Swiss alphorn makers use every suitable
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tool and material available to them, as do I, to produce an
instrument that is musically useful and is pleasing to the
eye as well as the ear.

In 1984, I described the production of my first two
alphorns® -- an exhilarating experience for one who is an
engineer, craftsman, and devoted horn player. Looking
back over the years since then, it is clear that, as the
exhilaration and enjoyment have continued to grow, so
have my knowledge and understanding of the instrument
increased. Likewise my construction techniques have been
refined and generally improved. This article is offered as
an update, to review and present observations and experi-
ences, and in hopes that others may be stimulated to try
their hands at producing this most engaging instrument.

The construction of a modern alphorn, which overall takes
about 120 hours, requires many steps, some of which are
quite intricate. During the preparation of this paper --
which I tried to make as complete as possible, including
the tools, tricks and techniques I have developed and
learned -- I began to suspect that I might be telling more
about alphorn building than musicians who are not of the
woodworking persuasion would ever want to know. Our
editor most tactfully confirmed my suspicion. Submitted
in the following paragraphs, therefore, is a somewhat
abridged account of the construction process; should other
instrument makers wish to see the full text, I will be
delighted to provide copies at cost.

With my first two alphorns, it was quite evident that,
while both were adequate when played alone, together
they did not blend as well as one would hope, and I began
to direct my efforts at building a set of matched horns.
Unlike its brass cousins, the natural and valved horn,
which afford the player the ability to fine tune with both
embouchure and hand in the bell, the alphorn can only be
lip-tuned because the bell is twelve feet away. This tun-
ing problem is jarringly evident in hunting horn ensem-
bles (the hunting horn is played unstopped), and undoubt-
edly plagued players of the Baroque horn (also played
unstopped) and the natural trumpet.

If an unstopped instrument has seriously flawed intona-
tion on one or more notes (the 2nd, 3rd, and 5th partials
are common but variable problems in the alphorn) it may
be impossible to provide adequate correction to achieve a
blend, even though the instrument seems passable when
played solo. A related problem lies in the “centeredness”
of the notes. An alphorn with notes that are too narrowly
centered (like a bugle's) cannot be adequately corrected,
and even if the overall intonation is good, cannot blend
well with other instruments; conversely, one that is too
soft in its centering may blend well, but be mushy and
difficult to play.



My efforts to produce a matched set of alphorns
did prove quite successful, and also brought the
reward of ensemble playing (Figure 1). My
partners in the trio have primarily been horn
players from Belmont High School who share
my enthusiasm.

Bore configuration.
Figure 2 shows the conical bore profile for two

instruments I studied while on sabbatical in the
Acoustics Laboratory of John Bowsher at the
University of Surrey, using the method of
impulse-response measurement?. With this
technique, which has its origins in seismic
prospecting and studies of the human vocal
tract®®, an acoustic pulse is sent down the
length of the horn; the pulse is reflected by any
change in cross-sectional area. The arrival time
of each reflection is determined by its position
in the horn, allowing calculation of the area-
distance relationship, and therefore the bore
profile. The practical utility of such measure-
ments should be readily apparent to makers
and restorers of wind instruments. The
technique is rapid -- it is done on-line with a
personal computer in less than three minutes --
and, best of all, is completely non-invasive. This
system is used by Richard Smith Musical
Instruments, Ltd., London, for quality control in
the manufacture of trumpets, replacing the
traditional subjective evaluation of new instru-
ments by a visiting trumpeter.

The bore shown in the upper profile in Figure 2,
one of my horns, was derived from crude meas-
urements I had made of several Swiss instru-
ments (using disks of graded sizes, inserted into
the horn at the end of a long rod), and is, I
learned, quite typical for the modern alphorn --
a uniformly tapered cone, with a modest flare
over the last 50-100 cm. The second profile was
determined on an instrument from the Bate
Collection, University of Oxford, which was
most kindly loaned to me by the curator,
Jeremy Montagu. The maker of that alphorn,
Adolph Oberli, has been succeeded by his
nephew, Ernst, whom I had the opportunity to
visit at his shop in Gstaad. Herr Oberli said
that as far as he knew, they were the only ones
to have used that design, embodying two conic
sections with no real flare. In playing the Oberli
horns -- the Bate instrument, as well as several
in Gstaad -- I found them more full and dark
than my horn, with truly impressive dynamic
range. Upon my return to the United States, I
built an alphorn following Oberli's design, found
it as good as I had expected, and I now use that
profile exclusively.
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Figure 1. Alphorntrio Belmont In performance. From left: Andrew
Morse, the author, Emily Baillieul.
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Figure 2. Bore profiles of two alphorns. Measurement technique as
described in text. The upper horn, in F, has an actual length of
3.58 m; the computation algorithm becomes unstable and cuts off
where a steep flare occurs. The length of the Oberli horn, in F
sharp, is shown correctly, because the lack of flare in that
instrument allows measurement over the full length. The slip joint
on each horn was pulled out about 2 cm to serve as a landmark at
the midpoint of the profile. (By permission7)



Construction of an alphorn.
Traditionally, an alphorn is constructed from the trunk of

a young tree with curving base (the upturned bell), such
as may be found growing out of a ledge, on a steep hill-
side, or at the outer margin of a clump of joined trunks.
The choice of wood is not critical; softwoods such as white
pine (the Swiss use a relative, "sapin”) or white cedar
(thuya plicata), which I have been using, are preferable
from the standpoints of weight and ease of working and
seasoning. Hardwoods such as maple or birch require a
longer period of seasoning, and it is difficult to avoid
checking (drying cracks). I find that white cedar, also
called arbor vitae, is particularly nice because it can be
worked while green, and almost never checks if the bark
is peeled immediately after the tree is taken down. Addi-
tionally, its contrasting heart- and sap-woods produce a
most attractive finished appearance.

While I have enjoyed the traditional use of a curved tree, I
should point out that today in Switzerland this method is
rarely used, because, as several makers I met pointed out,
one soon runs out of proper curved trees (and friends with
such). The alternative is the use of milled lumber, which
is undoubtedly simpler because the horns can be made to
a single pattern. With that method the curved bell section
is simply sawn out of a wide piece of wood. The fact that
no two trees are alike in curvature and configuration is for
me, however, an enjoyable artistic and technical chal-
lenge, and I will be reluctant to change.

The production of an alphorn starts with sawing the tree
lengthwise, and hollowing out the two halves with gouges
and/or rotary carving tools. This is a tedious process, and
in my early horns I used an electric chain saw for much of
the work. Several years ago I devised a powered gouge,
using an air-hammer, with gouges brazed to the tangs of
bits provided with the tool, which has reduced carving
time by more than 60%. The outer surfaces are carved
with draw knife, spokeshave and hand plane. There are
two schools of thought about which surface to carve first --
inner or outer -- and I have not yet decided which I belong
to: it seems to depend on the shape of the tree, and my
frame of mind. The important issue is the best way to
achieve a uniform wall thickness of 6-8 mm.

After the bore has been carved out, it is sanded -- or filled,
where necessary -- to remove irregularities. Rotary drum-
and flap-sanders, used with a flexible shaft, are wonderful
time-savers. For the straight section, I clamp the two
carved halves together and use a long, tapered sanding
tool (made from a billiard cue) which is rotated by an elec-
tric drill. An important adjunct to its use is to connect a
vacuum cleaner to the far end of the section being
reworked; without it, the sanding surface quickly loads,
causing frustration, and waste of time and abrasive strips.
The bore should be regular and smooth -- 36 grit leaves a
perfectly adequate surface -- but need not be polished. In
fact, I suspect that a polished surface, which increases the
brassiness of the timbre, may also tend to narrow the
centering and thereby make the instrument more difficult
to tune to others.
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With my first two horns, the irreversible step of gluing
was an act of faith, as I had not yet learned how to correct
problems discovered after the glue had set. Then, how-
ever, it occurred to me that the horn could be tested, prior
to gluing, by sealing the seams with duct tape and holding
the halves together with a set of radiator hose clamps
(also used for the gluing). The top and bottom sections are
joined for the testing with duct tape and supported by a
sleeve rolled of sheet aluminum held by hose clamps. If
problems are detected in the top section (which is also
tested separately) the tapered sanding tool can again be
used, and the section opened for further inspection.

While the horn is sealed and set up for testing, it is also
tuned to the desired pitch. Prior to carving, when cutting
the two horn sections to length, I generally leave about 3
cm extra on the top one, which can be lopped off as needed
to tune the instrument. An electronic tuner is extremely
helpful, both for setting the basic pitch, and for testing the
placement of the harmonic series.

Once the alphorn is proven satisfactory in performance,
the longitudinal halves are bonded together using a
waterproof glue; I prefer an epoxy resin (G-2, LF.C,
Burnaby, B.C., Canada). In setting up the sections for
gluing, particularly the upper, it is important to keep the
alignment straight, or an unwanted curve can result. Two
rows of dowels set into my horn bench (a 6x6 timber) work
nicely.

Figure 3. Technique of straightening and/or joining horn sections,
using splines and fiberglass. See text for details.

In the unhappy event that a curve should develop, all is
not lost. A surgical technique, known to orthopedists as a
wedge resection, rectifies the problem; a narrow wedge is
cut transversely out of the wood at the point of maximum
curvature to a depth of about 80% of the diameter. The
horn section is then bent into alignment, and the trans-
verse seam wrapped with polyester-impregnated fiber-
glass. For large repairs in the bottom section, splines set
into the wood add to the strength, and are helpful in
stabilizing the joint before applying the fiberglass (Figure
3). The repair is later concealed before finishing by a
rattan wrapping. As an incidental note, the fiberglass



technique is useful in improving on nature (not all curved
trees are curved in the right way), and even for splicing
two sections together. The tree, from which the horn
shown in Figures 4-6 was made, had a corkscrew configu-
ration which necessitated both straightening and rotation
of the lower curved section. That part was cut off, sawn
longitudinally in the plane of curvature, carved separately
and then rejoined to the now straightened piece. The
amount of rotation in this case was nearly 30°.

A slip-joint between the two horn sections serves two
purposes: portability and tuning. It is made in such a way
as to minimize any discontinuity in the conical bore. The
most common design is a pair of nested metal sleeves
(usually brass or aluminum), with the inner one fitted
over an 8-10 cm long segment at the end of the top section
which has been carved down to receive its inner diameter.
The outer sleeve is affixed in similar fashion to the bottom
section, but extends out from it for a length equal to that
of the inner sleeve.

The method I use is to mount the straight top section on
the lathe and turn it down on the end; the inner sleeve is
formed by wrapping the turned section with fiberglass.
This sleeve is then machined to the inner diameter of the
outer sleeve, and a recess cut to accept a cork band placed
with contact cement. An inside (expanding) collet!?, is
necessary to hold the horn section for turning. The outer
sleeve of phenolic tubing is butted to the end of the bottom
horn section and secured with three layers of fiberglass.

Additional construction steps include turning a ferrule for
the mouthpipe end, carving a foot to be mounted under
the curved section, and preparing a hoop for the bell end
(Figure 4). For these I use walnut, which provides a nice
contrast in wood tones against the cedar. For my early
horns, the hoop was laminated from strips of walnut
veneer, but recently I started turning the end-hoop, which
gives a more pleasing appearance.

Figure 4. The alphorn with foot and end-hoop mounted, and with
rattan wrapping concealing the fiberglassed areas.
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After the alphorn is assembled and fully sanded, the
fiberglassed areas are overwrapped with rattan, and the
exterior is finished. Originally I used a lacquer, but now
use a paste varnish with polyurethane (Bartley, Easton,
MD 21601), which seems at least as good, does not darken
the wood too much, and is far easier to apply than
lacquer, which requires much rubbing between coats. The
final step in finishing is to treat the bore with Thompson's
Water Seal (Thompson, Memphis, TN 38117). This
sealant, a clear liquid, effectively protects the wood
against moisture and has enough body to seal small air
leaks that can escape detection.

The Mouthpiece.

The mouthpiece is turned from wood, usually boxwood,
but I have found other woods, equally good, that do not
have boxwood's tendency to split. (The Swiss will accept
plastic or ivory mouthpieces, but metal is frowned upon,
and is prohibited in competition!l.) The common hard-
woods such as cherry, birch, or maple are not satisfactory
because the end-grain, when wet, rises unevenly, creating
roughness on the rim. Lignum vitae is excellent, with its
density and high wax content, but the mouthpiece must be
completed in one pass, because the wood has a tendency to
creep -- if it is left in the chuck overnight, the stem, more
often than not, will take on enough curvature to prevent
further turning. Ebony is very good, but requires frequent
oiling and polishing. Quite by accident, through an
unrelated carving project, I found that English yew is
ideal; it turns well, and after oiling (I also burnish the rim
slightly to harden it), the rim seems to improve with play-
ing to a durable, satiny finish.

Figure 5. X-ray of three mouthpieces. From left: one of Swiss
design, and two by the author. For purposes of scale in the
photograph, the center mouthpiece is 11.8 cm long, and has a 4.0
mm bore.

The mouthpiece design is shown in Figure 5. The mouth-
piece on the left, presented to me by Herr Oberli, is a
traditional Swiss design, made of plum wood, that is quite



similar to a trumpet mouthpiece. As a horn player, I have
trouble making a good sound with it, and also find the
transition back to horn mouthpiece difficult. The two
right-hand mouthpieces in Figure 5 were copied from my
horn mouthpiece, using its rim, cup taper (17°) and bore
(4.0 mm), and extending the back-bore to the diameter of
the mouthpipe section. I have received humorous
comments from Swiss players ("Oh, c'est trop petite!"), but
one, also a horn player, liked my design, and my trio
partners prefer it. To machine the mouthpieces, I use a
tapered reamer, ground from a square file, for the back-
bore, and cut the cup-taper at 17°. If a machine lathe were
not available, it would be a simple matter to grind a
reamer for the cup.

Postscript on Alphorn Musie.
Alphorn music is always dignified and stately -- some-

times almost mournful -- and it is never played fast. It
seems likely that it evolved in this style, with slowly
moving cadences, because of the instrument's use in the
mountains, with echos. When a melody with a rapidly
moving theme is played in the mountains -- e.g., a hunting
horn chasse -- the echos are lost. Johannes Brahms heard
the horn call he used in the fourth movement of his C
Minor Symphony while walking in Switzerland in 1868,12
that call, which he presented with a clear echo motif, is
still heard frequently in Switzerland. For me, playing to
echos in mountain settings, and recording the duets so
produced, has been rewarding, and I have found it quite
addictive.

The alphorn is an instrument of great charm and beauty.
The entire sequence of steps I have followed, from search-
ing out the tree in the woods, through the preparation and
making, to performance and recording in the mountains,
has been a source of both challenge and fulfillment.

Figure 6. The completed alphorn.

Philip Drinker is a biomedical engineer who retired in
1990 to set up a woodworking business and play more
horn. About 15 years ago, after making a natural horn in
brass (a bit cranky, but playable), he chanced upon an
article about an alphorn maker, Pierre Cochard, that also
described the instrument and how it is built. His first
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alphorn in 1982 led to a new career. He has studied horn
with Willem Valkonier and Jean Rife.

Correspondence may be sent to him at: 48 Cedar Road,
Belmont, Massachusetts 02178.
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Brahms Horn Trio, Op. 40: A Brief Account

by Vincente Zarzo

Perhaps my greatest experience on natural horn was
when I performed the Horn Trio Op. 40 by Johannes
Brahms, several years ago, at the Concertgebow of
Amsterdam. The other performers were Viktor Liberman,
concertmaster of the Concertgebow Orchestra, and the
talented Russian pianist, Sascha Warenberg. I had
performed this work many times and had even recorded
it, but from the very first rehearsal of this piece on natu-
ral horn, I realized that it was a completely different
work. Having played this work on natural horn, I now feel
that this was truly the sound that Brahms wanted.

Brahms finished writing the Trio in the Summer of 1865.
The death of his mother in February 1865 was perhaps an
important factor that induced him to write it. The choice
of instruments, violin, horn, and piano, are instruments
that he had studied in his early years. The Third move-
ment is an Adagio Mesto, which he wrote as an Elegie to
his mother. Even in 6/8, it still evokes an impression of a
funeral march. The musical characteristics of this move-
ment are similar to the second movement of the "German
Requiem,” another composition he wrote in the same
period that might also be a memorial to his mother. That
movement is a moderato in modo de marcia in 3/4.

In the middle of the Adagio section of the Trio is a
passage written in open fifths, played by the horn and
violin. This passage is based on In den Weiden steht ein
Haus, a German folksong that Brahms learned from his
mother in childhood. This melody is used as the first
thematic material in the fourth movement and also
functions as a cyclic link between both movements.

The first performance of the Trio was at a private concert
on December 7, 1865, in the hall of the Hoftheater in
Karlsruhe Germany. Brahms played the piano part with
two members of the Duke's Orchestra, Mr. Strauss on
violin and Mr. Segisser on horn. This was a favorite of his
works and Brahms performed it many times. Another
notable performance was on March 26, 1867, in Basel,
Switzerland, when Hans von Biilow played it with the
violinist Leopold Abel and hornist Hans Richter. Richter
became a well known conductor and premiered several
works by Brahms. Being an opera conductor in England,
Richter invited the excellent German horn player, Adolf
Borsdorf, to London. Borsdorf was the horn teacher of
Aubrey Brain (father of Dennis) and can be considered one
of the founders of the English school of horn playing.

Clara Schumann performed the Trio several times as well.
After her first performance in 1866, she wrote to Brahms,
"We have performed your Trio, which was enthusiastically
received. We also had for the occasion a very good horn
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player, for he did not make one single mistake, but we
could not persuade him to play it on the natural horn.”
Brahms intended his Trio to be performed on the natural
horn. It is interesting to note that by the time Brahms
was born, the valve horn was already established but he
only studied the natural horn. Perhaps he was influenced
by his father, who was a professional horn player. There is
an account of a performance in Vienna. Logically, the horn
part should have been played by the eminent solo hornist
of the Vienna Philharmonic Orchestra, Mr. Lewy. How-
ever, Brahms prefered the second hornist of the orchestra,
who was a good natural horn player. Lewy only played the
valve horn.

Frits Simrock first published the Trio in November 1866.
Simrock himself was a horn player and performed the
Trio together with Brahms in 1866. By Simrock's sugges-
tion, a cello part (to replace the horn, if necessary) was
added. Twenty years later, a viola part was also added.
Brahms detested these changes, saying they sounded
horrible. They were additions made strictly for commer-
cial reasons. Fortunately, this work is played by the
intended instrumentation. It is also fortunate that this
most important chamber work for horn is now being
performed appropriately on the natural horn.

Vicente Zarzo, professor of horn and natural horn at the
Amsterdam Conservatory and at the Royal Conservatory of
the Hague, is also solo hornist for the Hague Philharmonic
Orchestra.

Minor repairs: Cleaning a rotary
[Ed.: Who needs valves anyway?! Our sincere thanks again go out
to John Webb for allowing us to reprint his wonderful cartoons.]



Soli Deo Gloria: Sacred Music for Brass in the United States, 1850-1920
By Mark J. Anderson

Brass players are frequently called upon to play in church,
especially for festival occasions. The repertoire is fairly
predictable: Telemann, Purcell, Clarke, Greene, Stanley,
Krebs, Bach, Handel; then Vaughn Williams, Hovhaness
and a host of other 20th-century composers. For many
years I never thought much about the great yawning
chasm between the distant past and the present. After all,
there was the received wisdom which taught the decline of
the clarino art and the classicist's dissatisfaction with
brass as a serious voice -- particularly in a contemplative
mode. Added to that was the relegation of the newfangled
triumph of industrial art, the valved brasswinds, to the
bullpens populated by military and civic bands.

Recent events have caused us to take a much closer look
at the literature of the period, and some important facts
are beginning to emerge from a past that has been made
murky by our biases. It is unfortunate that in mid-20th
century many of us were taught an abhorrence for the
perceived decadence of the "Victorian Aesthetic of the
Gilded Age.” Perhaps more important has been the
increasingly strong current of secularism in the popular
culture of the United States. In a negative reaction to the
religious values of earlier generations we have foregone
several important spiritual and aesthetic advantages.
These include an ability to understand sacred music at an
intentional level and almost the entire loss of a fine and
sometimes transcendent body of music: sacred music writ-
ten and arranged for brasswinds in the United States
from the mid-nineteenth century through the first decades
of the twentieth century. A little of this music is well
known among specialists, but most of it has been
completely lost and forgotten. What follows is a summary
survey identifying the music and placing it within a
historical context.

Moravians

There is an unbroken line of wonderful Moravian musi-
cians, rooted in both the old stadtpfeifer and chorale-sing-
ing traditions, who began their musical life on American
shores in the eighteenth century. In addition to survival,
they were greatly dedicated to evangelism. Story has it
that the sound of their horns deflected an Indian raid and
that not long thereafter they were instructing the indige-
nous population in the fine art of chorale music for
trombone choir. Imagine if you will a full voiced posaun-
enchor manned by converted Amerinds.

The zeal of the Moravians extended far beyond the
Amerinds -- they even reached out to Methodists. It seems
that John and Charles Wesley were so impressed with the
music of Moravians who were on the ship with them
headed for America, that they continued their association
with the Moravians and with German chorales when they
returned to England.

On board the ship was a group of . . . Moravian
missionaries. . . . These Moravian brethren were
enthusiastic hymn singers, and their hymnody
made a deep impression upon the Wesleys. The
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English brothers remembered . . . when, during a
severe storm that terrified most of the passengers,
the Moravians calmly stood on the deck singing
hymns, entirely unperturbed by the raging storm
and the towering waves. John Wesley began at once
to study the hymnbooks of the Moravians, as
attested by an entry in his journal. . . . After his
return to England [he] frequented the meetings of
the Moravian brethren. . . . This association led to a
crucial experience in Wesley's religious develop-
ment, namely his . . . 'conversion." This occurred
during a reading of Luther's Preface to the Epistle
of the Romans, as described by Wesley in his
journal:

About a quarter before nine, while he was
describing the change which God works in
the heart through faith in Christ, I felt my
heart strangely warmed. I felt I did trust in
Christ, Christ alone for salvation; and an
assurance was given me that He had taken
away my sins, even mine and saved me from
the law of sin and death.

This might be called the basic text . . . for the whole
movement of evangelical and revivalist hymnody.
Note the emphasis on direct salvation through faith
in Christ, the conviction of salvation coming as an
emotional and heartwarming personal experience,
and the feeling of elation resulting from the taking
away of sin. This type of emotional reaction, this
attitude toward conversion and salvation, and this
basic imagery of sin and death, are the seeds out of
which grew American folk hymnody, including the
Negro spirituals.”!

We shall witness the appropriation of Wesleyan musical
taste later in another important stream of fervent musical
evangelism practiced by the Salvation Army. In the
meantime, the Moravians continued to maintain their new
world settlements and a rich musical life, even as they
carried on their missionary work. The Northern Province
of the Moravians was established in Pennsylvania in 1740.
In Bethlehem, Pennsylvania, they organized an instru-
mental society known as the Collegium Musicum in 1744.
The trombone choir of Central Moravian Church in Beth-
lehem remains a vital institution to this day.

The Southern Province of the Moravian Church is also of
inestimable importance; by 1765 trombones were being
used for festival occasions and for funerals in Salem
(Winston-Salem), North Carolina. The players read from
hand-copied chorale books sent from Europe. In 1783 a
cantata, A Psalm of Joy, was prepared for the first Inde-
pendence Day celebration by J.F. Peter. In Salem, the
brass choir evolved into an ensemble of mixed winds
during the course of the nineteenth century. By 1850 the
trombone choir had given way to a family of valved
brasswinds playing for civic as well as church functions.
These Moravians then became the nucleus for some of the
North Carolina regimental bands during the Civil War.



During the war the bands of both the blue and the gray
were called upon to provide music for church services
conducted in the field as well as for the more commonly
documented duties. We can be certain that the Moravians
of both the North and the South contributed a great deal
in their own bands and to other regimental bandsmen in
demonstrating the usefulness of a brass ensemble in the
playing of sacred music. "The bugle has sounded church
call and the band have commenced playing. . . . It would
seem strange to you to have a full brass band to play for a
service. But I assure you it is excellent and it is very
appropriate.”?

After the war the surviving bandsmen returned home
carrying the burden of their service. In Salem, Daniel
Crouse, who had played baritone horn in the 26th North
Carolina Regimental Band, started up the Salem Cornet
Band. Many of their arrangements of hymns were
prepared by Edward Leinbach, brother of Julius, another
veteran of the 26th North Carolina Band. These
arrangements were used in hand-copied manuseript
editions for many years until printed books were prepared
from them in 1927. The printed materials were edited by
Bernard Pfohl, a remarkable man whose service in the
Salem band began in 1879 and continued until the 1950's.
He was tutored by both Daniel Crouse and Edward Lein-
bach. Mr. Pfohl wrote a book entitled: The Salem Band
(privately published, Winston-Salem, N.C., 1953), from
which most of this history of the Moravian tradition is
taken.3

The music Bernard Pfohl so carefully prepared and
published in 1927 is a collection entitled: Chorales and
Tunes Used by the Bands of the Moravian Church. It
consists of 82 arrangements of Moravian chorales,
Christmas hymns, and patriotic tunes. It is a magnificent
collection and has been the inspiration for several later
collections. Not included in the collection are the
arrangements Leinbach made of popular hymns outside
the Moravian tradition, although Pfohl has written that
such arrangements existed.

Popular hymnedy in the United States flowered under the
influence of Lowell Mason (1792-1872) of Boston, Thomas
Hastings (1784-1872) in New York City, and William
Bradbury (1816-1868) of Maine who, along with Mason,
Hastings and George Root, taught in the Normal Insti-
tutes -- "a scientifically improved version of the old
singing schools.”* Other popular although more regional
collections included William Walker's Southern Harmony
and Benjamin White's Sacred Harp. These collections both
filled a need and created a desire for more popular hymns.
After the Civil War the work was taken up by a younger
group of writers.

According to Pfohl, "The band played 'Hold the Fort for I
Am Coming,' 'Rescue the Perishing,’ 'Precious Name, etc.,
songs arranged by E.W. Leinbach."> All three of these
popular gospel hymns are to be found in a collection
compiled by Ira Sankey, entitled Gospel Hymns Combined
(Cincinnati, 1879). "Hold the Fort' was written by Philip
Bliss and first published in one of his own collections of
gospel hymns. The metaphor is based on an incident that
occurred during the Civil War. 'Rescue the Perishing' . . .
is sung not only in . . . church prayer meetings . . . but in
Salvation Army camps, in . . . Sons of Temperance Meet-

-29-

ings, and in the rallies of every . . . organization that
seeks the lost . . . "6 The tune was written in 1870 by W.H.
Doane, who also wrote the music for Precious Name.”

It is clear that Edward Leinbach and the Moravians were
fond of the same popular hymnody as were Americans of
other denominations. No wonder! The music was deriva-
tive of the musical traditions which had been central to
Moravian life for centuries. It is ironic to note that most of
the Moravians of the 19th century were probably unaware
of the direct connection between this popular hymnody
and theirs.

In reviewing the hymnbooks from those years, the names
most frequently encountered are Philip Bliss, Ira Sankey,
James McGranahan and George Stebbins. "The Moody
and Sankey hymns were used in Sunday schools and
revival services. Mr. E.'W. Leinbach . . . arranged quite a
collection of these hymns for the . . . band to play. . . . The
new band members made more copies and put them into
book form."8

Evangelists

The names Moody and Sankey still ring with familiarity
in the heartland consciousness of the United States. This
team of evangelists continued the tradition of camp and
revival meetings that had begun during the "Great Awak-
ening” of the late eighteenth century on into the post-Civil
War era. Dwight Moody (1837-1908) was the singer,
accompanist and hymn writer.

Religious revival meetings were a . . . favorite . . .
and no revival team compared in popularity to
Dwight L. Moody and Ira D. Sankey. Moody in
1875 was the "rising young tycoon of the revival
trade as Andrew Carnegie was of the steel trade or
John D. Rockefeller of oil." He was the revivalist
who coupled business-like methods with "the old
fashioned gospel,” and his success was enormous.
In this he was substantially aided by Ira D.
Sankey, who took charge of the music and contrib-
uted stirring solo renditions of popular gospel
hymns.?
Their publications of popular hymns for "gospel meetings
and other religious services” began in the 1870's with
Gospel Hymns and Sacred Songs and continued through
six volumes until 1892. The collections were entitled:
Gospel Hymns No. 2; Gospel Hymns No. 3, etc. Eventually
they began publishing them in combined volumes entitled:
Gospel Hymns Combined; Gospel Hymns Consolidated,
etc. The books were enormously popular, being sold at
revival and camp meetings all over the world as well as
during the evangelistic missions of Moody and Sankey
themselves. Lowell Mason's earlier hymn book, Carmina
Sacra of 1841, is said to have sold more than 400,000
copies.10 Sankey's collection entitled Sacred Songs and
Solos sold 50,000,000 copies!!! The authors, compilers and
editors of these collections included Philip Bliss, James
McGranahan and George Stebbins, as well as Ira Sankey.
Although it may seem incredible to those of us living a
century later, these popular hymns were the source of a
high percentage of the "top forty" of those days.



They carried the more emotional and less culti-
vated element of religious people off its feet, and
furnished for a time the familiar songs of vast
numbers hitherto unacquainted with hymns. . . .
The new melodies . . . were whistled by the man on
the street. . . . Easy, catchy, sentimental, swaying
with a soft or a martial rhythm and culminating in
a taking refrain; calling for no musical knowledge
to understand and no skill to render them; inevita-
bly popular, with the unfailing appeal of clear
melody.12

In 1887 the John Church Company, publishers of the
Sankey Gospel Hymns, brought out the collection: Gospel
Hymns Consolidated, arranged for the Cornet by S.C.
Hayslip. These were "For use in Sabbath Schools, Gospel
Meetings, and all Revival Services." In a publisher's note
the justification for the collection is made:

It is believed that the usefulness of Gospel Hymns
Consolidated, will be very much increased by this
arrangement of its melodies for Cornet. The Cornet
is a powerful leader, and in large assemblies it is
especially effective in keeping the Congregation up
to time and pitch. In arranging this work for the
Cornet, those Keys have been selected which admit
of the greatest ease and facility of execution. A
Pijano or Organ played from the regular Edition
will agree perfectly with the Cornet played from
this one.13

The collection includes tunes for 426 hymns. Cornet in BP
and cornet in A are used in an attempt to keep the
instrument in key signatures having the least intonation
problems for the standard 19th-century instruments.

Bandleader George Ives and his son Charles were acutely
aware of intonation "problems” for brass instruments and
also in congregational singing:

Exception has been taken . . . to my using . . .
suggestions of old hymns. . . . As one . . . professor
told me, 'Imagine, in a symphony . . . hearing
suggestions of a Moody and Sankey hymn! . . . His
opinion is based on something he'd . . . never heard

. . or experienced. . . . - and I had the chance of
hearing them big . . . I remember, when I was a boy
-- at the outdoor Camp Meeting services . . . all the
farmers, their families and field hands, for miles
around, would come afoot or in their farm wagons.
I remember how the great waves of sound used to
come through the trees -- when things like "Beulah
Land,” "Woodworth,” "Nearer My God to Thee,"
"The Shining Shore," "Nettleton," "In the Sweet
Bye and Bye" and the like were sung by thousands
of "let-out" souls. The music notes and words on
paper were about as much like what they "were"
(at those moments) as the monogram on a man's
necktie may be like his face. Father, who led the
singing, sometimes with his cornet or his voice, . . .
sometimes in the quieter hymns with a French
horn or violin, would always encourage people to
sing their own way. If they threw the poet or the
composer around a bit, so much the better for the
poetry and the music. . . . At an outdoor meeting . ..
with no instrumental accompaniment except a
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cornet . . . the fervor of the feeling would at times,
especially on reaching the Chorus of many of those
hymns, throw the key higher, sometimes a whole
tone up -- though Father used to say it {was] more
often about a quarter tone up -- and . . . Father had
a sliding cornet made so that he could rise with
them and not keep them down."14

The hymns from the Sankey collections used by George
Ives had been arranged for brass ensemble not only by
Moravian Edward Leinbach of the Salem Band, but by
others as well. T.H. Rollinson, cornet player, bandleader,
church organist, composer and arranger in Waltham,
Massachusetts, is best remembered for his march: Honor
the Brave (Cundy, 1886), dedicated to the Grand Army of
the Republic. However, he also arranged some of the
Moody and Sankey hymns into a Grand Religious Fanta-
sia for band published by the J.W. Pepper Company in
1901.1®> The J.W. Pepper Company also published a
collection of 70 sacred pieces for band or smaller brass
ensemble based on the popular Moody and Sankey hymns.
This collection came out in 1887, the same year the John
Church Company had published the cornet leader’s book.

70 SACRED PIECES. FOR FULL BAND

Suitable for Religious Celebrations, Camp Meet-
ings, Sunday School Excursions, Revival Meetings,
(whether held Outdoors or in a Hall)

Gospel Hymns Sacred Band Book

Playable as Quartette, Sextette, Quintette or
Octette with ad lib. parts for 20.

This Band Book contains a brilliant selection of
Popular Hymns and Sunday School Pieces taken
from Moody and Sankey's Popular Gospel Hymns --
a work known and used in every part of this hemi-
sphere. Our reasons for making the selection
entirely from this work are simple: its contents are
familiar to every churchgoer and scholar, and a
band engaged for a church celebration of any char-
acter can use this book with absolute confidence in
the reception of the work. An important feature of
the arrangement of each piece in this book, consists
in the fact that it is printed in a key to correspond
with the vocal arrangement, so that the whole band
is doing duty as a great church organ, the audience
can join in and sing, producing the most effective
combination that one could imagine. The harmony
is identical with that used in the vocal collection,
and when using this splendid work, there is noth-
ing to prevent a full Brass Band taking part in
every character of church gatherings.1®

There is no record of the number of these books sold, but
since the publication was issued in 1887 and the book still
warranted almost a half-page advertisement in the annual
catalog of 1907, we can guess that sales were brisk.



The Saints
"Jesus Lover of My Soul,” a song out of the Sankey
Hymnal, is changed by the Shouting Baptists of
Trinidad into an unmistakably African song. And . .
. in a great many parts of the West Indies, all the
Protestant pseudo-Christian religious songs are
called "sankeys."17

The spread of religious instruction among the
Negroes coincided with the rise of the camp-meet-
ing movement. As we know from . . . contemporary
sources, Negroes as well as whites took part in the
early camp meetings. . . . there is no doubt that the
same songs were sung by both races. . . . The
Southern evangelist Lucius Bellinger wrote of one
of his camp meetings: "The negroes are out in great
crowds, and sing with voices that make the woods
ring."18
In his fine book, Brass Bands and New Orleans Jazz
(Baton Rouge, 1977), William Schafer notes that country
bands were one of the sources feeding the New Orleans
black brass-band tradition, and that they served as an
outlet for black musicians following the Civil War. Schafer
quotes extensively from the research done by Frederick
Ramsey, Jr., in producing recordings for Folkways

(FP650):

The essential point to be noted, in connection with
all the Negro brass bands formed shortly after
Emancipation, is that they played without instruc-
tion, and picked up their tunes by ear: "Well, I tell
you how it was. It was just . . . you take a fellow,
he'll set down, if he hearin’ 'bout a sing, a hymn . . .
or hear anything like that. Well, after he got it
prompt in his mind, then he'll pick up his horn.
Then he'll try to play it, you see? That's the way it
was. They first start playing spirituals . . . got
them at the church. They go way back . . ." The
music played by members of these early plantation
brass bands was based on song -- they blew singing
horns. Their repertoire came, not from the white
man's stock of . . . sheet music, but from church
and secular songs. From the church side, they
played spirituals, jubilees, and possibly, some early
chants. They had probably sung them in their
churches and homes before blowing them through
their horns.

The practices of these rough plantation bands
indicate one musical influence that was as strong
in New Orleans as in the country -- the powerful
and exuberant vocal music of the black churches.
Just as country musicians "caught” by ear spiritu-
als and hymns, brass bands in new Orleans would
play "head" arrangements of simple hymn tunes
like "What a Friend We Have in Jesus" or "In the
Upper Garden", or they would read rudimentary
arrangements sketched from four-part vocal music
in church hymnals.!?

The music played by the black street bands in New
Orleans from about 1870 to 1890 has been called archaic
jazz by Gilbert Chase. He describes the scene with a band
marching in a funeral procession to the cemetery playing
slow dirges and adaptations of old hymns. On the return,
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the music would get "hot" in a tune like "Oh, Didn't He
Ramble™0 or "When the Saints Go Marchin' In."2!

Harmonists

A group of dissenting German Protestants that emigrated
to the United States during the 19th-century was the
communal Harmony Society founded by George Rapp.
They arrived in 1804 and remained a viable group for
about a century until the Society was dissolved in 1906.

The extent of contact made between the Moravians
and the Harmonists is not fully known, but there is
little doubt that some of the Harmonists knew
about and greatly admired the Moravians. . . .
Frederick Rapp [adopted son of George Rapp] "read
for more than an hour an account of the Moravians”

. in lieu of a Sunday sermon. The "General
Economy," the name given to the communitarian
system of the Moravians, may even have influenced
the selection of the name given to the Harmonists'
third community -- Economy.22

Although the music of the Harmony Society nowhere
approaches the quality and quantity of the Moravians, the
archives maintained at Old Economy Village are an
important source of extant examples of additional sacred
music for brass during this era. Perhaps as a result of
their "closed door" policies versus the evangelistic fervor
of some of the other traditions, the largest part of their
instrumental collection was devoted to secular music. The
most interesting sacred brass music surviving in the Old
Economy archive is that from the period when Jacob Rohr
was the bandmaster -- from the late 1870's to the early
'90's. Although he was a German immigrant, Rohr was
hired by the Harmonists and was not a member of the
commune. "There are few records which show that Rohr
purchased music for the . . . Band. He appears to have
arranged most of the repertoire himself."??> Most of the
extant sacred music manuscripts are for cornets, altos,
baritones and bass, although by 1889 they had added
piccolo, EP and BP clarinets.

The catalog of music in the Economy archive includes
brass arrangements of Lobe den Herrn, Jesus metner
Zuversicht, Jauchzet ihr Christ, and a perennial favorite
of brass bands during the era, "Pleyel's Hymn" (with vari-
ations for cornet), all in manuscript. Published music in
the collection includes a "Joy to the World" (Grand Sacred
Potpourri) from Barnhouse in 1894, "Providence” from
Fischer in 1899, Rossini's Stabat Mater in an arrangement
published as a special edition of C. Boose's Military Jour-
nal of 1869, as well as at least half-dozen additional
sacred works for mixed winds.

John Duss assumed control of the band in the 1890's and
most of the arrangements from then on were for the typi-
cal wind band as published by Fischer, Barnhouse, and
other commercial publishers, including a sprinkling of
works and arrangements, among which may be found
Gloria by the rather eccentric Duss.

Dignam

In 1862, when Connecticut Yankee George Ives began his
Civil War service as a 17-year-old bandleader, a 35-year-
old British immigrant named Walter Dignam also took up
the baton, but for a New Hampshire Regiment. Dignam
had settled in Manchester, New Hampshire, in the 1840's



and returned there after the war. In addition to being a
band leader, EP cornet virtuoso, composer and arranger,
he also had a 28-year career as organist and choir director
of the Roman Catholic Church in Manchester.

The fine collection®® of ¢. 1850's manuscript band books in
the Manchester Historical Association includes Dignam's
arrangements of "Rest Spirit, Rest,” "May Heaven's
Grace,” "Old Hundred," "St Martins,” and "Hamburg." It
is fascinating to note that the collection also includes the
Marcia De Sacra from Meyerbeer's Le Prophete. John
Dwight, never a particular friend of brass bands, reported
favorably on the performance of this march by a band of
1,000 under the direction of Patrick Gilmore at his Peace
Jubilee of 1869.25.26

Miscellaneous works in the collection include a Mass
(Messe On Second Ton) scored for Violins 1 & 2, C Clari-
net, 1 & 2 Cornets and Bass. The clarinet doubles the first
violin while the cornets double the lower voices with the
second violin.

Other Veterans

Moody and Sankey took their revival on a successful tour
to Great Britain in 1873 -- just about the time a man
named Fries started using his own little brass band to
evangelize in an unauthorized manner for the Salvation
Army of General William Booth. General Booth had been
a Methodist and well acquainted with the Protestant
hymnody handed down in the Lutheran-Moravian-Meth-
odist traditions. It did not take him long to authorize the
unauthorized. By the 1880's brass bands (especially in the
British model of all brass) became and still remain
indelibly connected with the Salvationists on both sides of
the Atlantic.

As with the Moravians, the principal concern of the Salva-
tion Army is evangelism. The intensity of this focus along
with a sense of insulation from secular society has tended
sometimes to work at cross purposes with the goals of
both groups. It has been a serious loss to the world that
the best music of these men and women has been so little
known for such a long time. The reputation of the
Moravians has been growing since about mid-twentieth
century, but mainly in conjunction with their relationship
to the European art music of the eighteenth and nine-
teenth centuries. The Salvationists have been less well
appreciated. There is a long history of tension between the
Salvation Army and other Christian denominations.

Prior to 1900, virtually all of the Salvation Army Band
music was written and published in England. There was a
brief appearance of an American Band Journal in 1898,
but there was no regular input from our side of the Atlan-
tic until 1928. In his fine tribute to the New York Staff
Band on their 100th anniversary in 1987, Ronald Holz
points out that during this period the repertoire of the
band was augmented by "unauthorized" works.?” None-
theless, the music played by most of the bands from the
1880s to the 1920s consisted mainly of arrangements that
would have sounded familiar to anyone in this country
who was not deaf: hymns and marches for brass band.
Indeed, the Salvation Army bandsmen in Danbury,
Connecticut, were trained by a Civil War veteran of the
Union Army, George Ives, prior to his death in 1894. Later
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Charles Ives bequeathed us a setting of Vachel Lindsay's
"General Booth Enters Into Heaven."28

From the period in question right to the present day,
Salvation Army composers and arrangers have developed
a tradition of sacred music that most of us never even
knew existed. The work is beautiful and worth seeking
out through the many excellent recordings of the Army.
The Salvation Army has also served as a training ground
for numerous outstanding brass players and teachers. If
you ask around, you will find many who will say: "Sure --
so and so was brought up in the Salvation Army and you
know what a great player (s)he is!"

One of the reasons for the obscurity of this fine music is
the tight control maintained in distribution. Little of the
music is available to anyone outside the Salvation Army.
The Salvation Army might pay attention to the earlier
lesson of the Moravian-Wesleyan connection and share
their good music with the rest of us. After all, it all comes
from the same place.2?

Popular Publications

In Chatfield, Minnesota at the lending library of the
Chatfield Band, one entire filing cabinet is devoted to
sacred music for band. Much of it is modern, but there are
many published works from the closing two decades of the
19th-century as well. While bandleaders such as Rohr,
Dignam and Leinbach were arranging and transcribing
sacred music for their own hometown bands, the
publishers were having similar material produced for
mass distribution by Laurendeau, Rollinson, Herbert
Clarke, Levy, Barnhouse, Prendiville, Winner, and most of
the other names familiar to those who have taken an
interest in 19th-century band music. The collection
includes solos, duets (with keyboard as well as band
accompaniment), and small ensemble music, as well as
music scored for full band. The publishers include all of
the major companies of the era: Schirmer, Ditson, Pepper,
Church, Barnhouse, etc.

The folks at Chatfield are friendly and helpful. They are
committed to doing a good job with the collection started
by Jim Perkins. You may write to them at PO Box 578,
Chatfield, MN 55923. It is best not to call because they do
not have a large staff. If you have any interest in preserv-
ing a large national treasure of band music, send a big
donation. The collection includes hundreds of thousands of
band arrangements, including many rare pieces.

At Home

Have you looked in the attic of the church where you've
been playing? Have you looked inside the old organ bench
in the storeroom? Much of this forgotten music is around
and we should bring it out. Some of it may deserve neglect
but some of it is good enough to restore and strengthen
your faith. We will discover some masterpieces, too.

Woodstock, N.Y. August, 1991
At present Mark Anderson is preparing a book on sacred
music for brass, as well as a performing edition of some of

the music mentioned here.

(Endnotes may be found on page 33.)
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Classified Ads

Wanted to Sell: McCann high pitch cornetto, in boxwood
with Venetian ornamentation. Bright and lively character.
Contact: Todd Caine, 1004 Grandview Ave. Duluth, MN.
55812 (218) 728-4546.

Wanted to Sell: Natural Trumpets. Contact: Barry
Bauguess. (919) 636-0476.

Wanted to Buy: Tenor Sackbut. Jo-Ann Christen, 2450 4th
Avenue West, Seattle, WA 98119.

Wanted to Buy: Keavey natural trumpet. Peter Ecklund,
130 W. 16th St., #55, New York, NY 10011, (212) 463-
0830.



News of the Field
Compiled by Jeffrey Nussbaum

If you have news of concerts, publications, recordings,
instrument collections, symposia, or workshops, please
send notices to: Historic Brass Society, 148 West 23rd
Street #2A, New York, NY 10011 USA Tel. (212) 627-
3820.

Streitwieser Trumpet Museum

The Philadelphia Baroque Brass, the resident natural
trumpet ensemble of the Streitwieser Trumpet Museum,
is an ensemble recently organized to perform the wide
range of trumpet ensemble literature. Their first two
performances were at the Charlestown, PA Colonial
America Festival on Sept.8, 1991 and at the Trumpet
Museum on Sept. 15th. At the Museum performance the
ensemble augmented a solo recital by the famed former
principal trumpeter of the Boston Symphony Orchestra,
Armando Ghitalla. The ensemble members are: Terry
Everson, Paul Bergmayer, Franz X. Streitwieser, Dwayne
Hollenbach, Robb Dinener, Robert Goodman, and Charles
Byler. A major part of the collection of instruments are
the beautiful and rare natural horns donated to the
Museum by the noted horn player, lecturer, and historian,
Louis Stout. Professor Stout has produced a video
entitled, "The Horn: From the Forest to the Concert Hall."
Using the scenic backdrop of the Museum and beautiful
adjoining grounds, Professor Stout performs and lectures
about his collection and history of the horn. Another
annual event at the Trumpet Museum, recently held on
June T7th, 1992, was their 19th-Century Victorian Ice
Cream Social and Concert in the Park. This event is a
recreation of a traditional turn-of-the-century musicale
complete with a brass band concert in a traditional gazebo
and a blazing cornet solo competition. The Friends of the
Streitwieser Foundation Trumpet Museum have recently
published Vol.1, No.1 of their Newsletter. The Trumpet
Museum, with its fantastic collection of over 800
instruments, is a wonderful site for listening to music or
spending the day browsing through the hundreds of
instruments. Contact: Streitwieser Trumpet Museum,
Fairway Farm, Vaughan Road, Pottstown, PA 19464 (215)
327-1351.

Museum Instrument Collection Catalogues

Two recent and very extensive instrument catalogues have
been published. The two publications are: Catalogue of the
Brass Musical Instruments in the Collections of Bradford
Art Galleries and Museums, by Arnold Myers and Angela
Cartledge (Published by the City of Bradford Metropolitan
Council, 1991. ISBN 0907734286. Cliffe Castle Museum,
Spring Gardens Lane, Keighley, West Yorkshire BD20
6LH England), and Catalogue of the European Wind and
Percussion Instruments in the Cyfarthfa Castle Museum
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Collection, by Arnold Myers and Trevor Herbert
(Published in 1990 by the Cyfarthfa Castle Museum and
Art Gallery, Cyfarthfa Park, Merthyr Tydfil, Mid
Glamorgan CF47 8RE England). The catalogues give in-
depth information on these collections of mostly 19th-
century brass instruinents. Included in the catalogues is
information concerning detailed measurements (including
mouthpiece dimensions), nominal pitch, technical
descriptions, dates and places of origin, makers, repair
history, design features, and record numbers. The
Bradford Art Galleries collection is representative of many
of the types of brass band instruments used in the North
of England during the 19th-century. The Cyfarthfa Castle
Museum Collection is of particular historical significance
because the bulk of the collection is associated with a
single brass band. The Cyfarthfa Band had a long
tradition which traced its origins to 1838. Not only do the
instruments from this band survive intact, but so does a
set of the manuscript part books which represents a major
part of their 19th-century repertoire. Contact: Arnold
Myers, 30 Morningside Park Edinburgh, EH10 5HB
Scotland.

19th-Century Instrument Catalogue

A special instruments catalogue issue of L’arigot, the
French-language Bulletin of the Association des Collec-
tionneurs d'Instruments & Vent, was published in Septem-
ber, 1991. The 125-page book (ISSN 1145-2048) lists over
200 instruments, gives detailed information including
measurements, mouthpiece sizes, fingering systems,
instrument descriptions and photos. Contact: Bruno
Kampmann 93 rue de la Chapelle apt. 166F, Paris 75018,
France. Tel.(1)42093908.

Dickey and Tarr Book on Articulations

Edward Tarr and Bruce Dickey have spent many years
studying arcane musical treatises in the attempt to fully
understand early wind articulations and other aspects of
period performance practice. The result of their labors is a
new book, Articulations on Wind Instruments: A Historical
Source Book, soon to be published by Musikverlag David

McNaughton. Contact: David McNaughtan, Rogener
Strasse 11, D-8630 Coburg Germany.

Bassano Book

Davia Lasocki's new book, The Bassanos: Venetian

Musicians and Instrument Makers in England, 1531-1665,
will be published by Scolar Press, Aldershot, England, and
is scheduled for release in 1993. The tale of the Bassano
family is one of the most intriguing in music history. This
family of Italian-Jewish musicians and instrument
makers were brought to England and became one of the



dominant musical forces in the Royal Tudor Court, during
a time when Jews were still officially barred from that
country. (See Lasocki's CD review of Venice Preserved-
Bassano, Gabrieli, Monteverdi).

Heritage Encyclopedia of Band Music

The efforts of the past twelve years of research by William
Rehrig has resulted in the publication of the two-volume
Heritage Encyclopedia of Band Music (ISBN 0-918048-08-
7). This work was written by Rehrig and edited by Paul
Bierley. The project was enormous, with plans to list
every composition written for band. The Encyclopedia lists
9,000 composers, 3,600 biographical sketches, 9 appendi-
ces outlining many aspects of band music including
publishers and foreign bands, and a daunting 55,000-item
title index. The project was sponsored by the Robert Hoe
Foundation. The Heritage Encyclopedia of Band Music
was published by Integrity Press in 1991. Contact: Inte-
grity Press, Paul Bierley, 61 Massey Drive, Wersterville,
OH 43081. Tel. (614) 794-1600.

Mandate of 1711

A translation, commentary, and facsimile edition of the
1711 Mandate Against the Unauthorized Playing of
Trumpets and Beating of Military Kettledrums was issued
as a special supplement in the International Trumpet
Guild Journal Vol.16, No.1, September, 1991. Edward H.
Tarr wrote a commentary and translated this important
document which outlines the rules governing who may or
may not play trumpet. The various restrictions were made
on behalf of the trumpet guilds which were by that time
losing control over their exclusive rights on trumpet play-
ing. This 15-page supplement was dedicated to the newly
formed Euro-ITA. Edward Tarr is the President of the
new organization which has already hosted a three-day
event called European Trumpet Days. Concerts, lectures
and round-table discussions were held.

Horn News

Johnny Pherigo, the editor of the International Horn Soci-
ety Newsletter, listed in Vol.22, No.1 of the 1991 issue of
that publication 10 interesting reasons for playing the
natural horn. Here are "Pherigo’'s Top Ten':

10.My valves have been stuck since May, 1989, anyway.

9. It's so cute!

8. Finding the right crook gives you something to do
during all those rests in Mozart operas.

7. Valves are for wimps.

6. People are so amazed that you can do it at all that they
don't notice if you can do it well.

5. You don't have to think about fingerings, giving you
more time to reflect on the intellectual profundity of
the article you just finished in People Magazine.

4. Convinced that you are a little bit strange and poten-
tially dangerous, non-hornists leave you alone.

3. There is no music written for natural horn and
trumpet.
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2. You can take the money you save on valve oil and buy
a Mazda Miata.
1. No one ever calls it the French Horn!

Horn Call

The Horn Call Annual, No.3, 1991 has two in-depth
articles on the horn. Clarino Horn, Hand Horn, and
Virtuosity in the Late-Eighteenth Century Horn Concerto,
by Andrew Kearns, and The Horn Quartet: An Historical
Perspective on the Evolution of the Genre and A Survey on
Works Composed Since 1950, by David M. McCullough.
This fine publication is a relatively new addition to the
IHS's publications. Contact: Paul Mansur, Editor, 2227
Gershwin Drive, P.O. Box 1724, Durant, OK 74702.

Deutsche Naturhornsoloisten and International
Natural Horn Festival

This fine group is preparing a new CD recording of natu-
ral horn ensemble music. They have had a busy season,
performing with the German Baroque orchestra La
Stagione. Members of the group have performed solos
with La Stagione, including the Concerto No.1 in EP by
Christoph Forster for corno da caccia and strings. During
a large radio broadcasting project in December 1991, they
performed a sinfonie by Johann Baptist Vanhal, a work
utilizing five horns in different keys. The members of
Deutsche Naturhornsoloisten are organizing a large Inter-
national Natural horn Festival in Essen, Germany on
September 7-12, 1993. La Stagione will be the orchestra in
residence for the Festival. Hermann Baumann will be the
artistic director and all the major natural horn players
will be invited to participate. Concerts, lectures, round-
table discussions and natural horn master-classes will be
held. Contact: Oliver Kersken, Heinrich-Lersch Strasse
16, 4000 Diisseldorf 13, Germany. Tel. 0211-709898.

Carlin Cor de Chasse

A rare 18th-century hunting horn by Carlin, in a private
collection in Italy, is being studied by Renato Meucci.
There are at least two more of these horns, one in Paris
and another one in Bruxelles. Meucci believes that this is
the only one in Italy. This particular horn is not in play-
able condition. It has an inscription on the bell which
reads, "Fait a Paris par Carlin ordinare du Roy rue voix
des petits chamys."” The mouthpiece is missing.

International Horn Workshop

The 24th International Horn Society Workshop will be
held on July 25-31, 1992 at the Royal Northern College of
Music in Manchester, England. Included in this event will
be Hermann Baumann, Michael Thompson, Froydis Ree
Wekre, Roland Horvath, and Herman Baumann's Folk-
wang Horn Ensemble. Contact: David Atherton, 28 Park
Drive, Bradford, West Yorkshire BD9 4DT, England. Tel.
44-(0) 274-5441717.



Derek Conrod

Natural hornist Derek Conrod reports that he has been
very active with Tafelmusik and the American Bach
Soloists. Recent activities with Tafelmusik have included
recordings of six Haydn symphonies and two Gluck
ballets, and performances of Bach's B minor Mass. He has
also performed many wind quintets by composers such as
Reicha, Danzi, and Cambini on period instruments. A
performance and recording is planned of the Bach B minor
Mass with the American Bach Soloists at the Berkeley
Early Music Festival in June, 1992.

Chestnut Brass Company

The Chestnut Brass Company has recently recorded a CD
of 19th-century American political music which is sched-
uled for a Fall 1992 release on the Newport Classic label.
Spanning a period from the 1820's to the nation's
Centennial in 1876, the recording features vocal and
period instrument performances of campaign songs for
every U.S. President from Andrew Jackson to Rutherford
B. Hayes and music dealing with pressing issues of the
century. The instrumental music includes selections for
keyed brasses with natural horns and trombones, and
music for saxhorn band. The vocal ensemble, directed by
noted baritone soloist John Ostendorf, is assisted by
fortepiano, guitar and dulcimer. Vocal solos and
ensembles include 'King Andrew,” "John Tyler's Lamen-
tation," "The Grave of the Slave” and "We are Coming
Father Abraham.” Instrumental works include "Hail,
Columbia,” "President Harrison's Funeral March,”
"General Taylor Storming Monterey" and the "American
National Waltz." Many important 19th century American
musicians are represented, including black Philadelphia
composers Francis Johnson, A.J.R. Conner and William
Appo; Simon Knaebnel, Stephen Foster, Henry Clay Work
and the Hutchinson Family Singers. A chronological
presentation displays an overview of fifty years of
American politics and the high ideals and low comedy of
our national past. Contact: Chestnut Brass Co. (215) 787-
6792.

Noah Greenberg Award

The Noah Greenberg Award was given this year to natu-
ral hornist Kristin Thelander for a recording of early 19th-
century music for natural horn and piano. This grant-in-
aid is intended to stimulate historically aware perform-
ances and the study of historical performing practices.

Metodo de Clarin 1830

A reprint of the 1830 edition of this trumpet method by
Jose de Juan Martinez has been edited by Beryle Kenyon
de Pascual (Madrid: Alpuerto, for Real Conservatorio de
Musica de Madrid, 1990.) This 72 page method includes
many exercises as well as duos and other natural trumpet
ensemble works. It is written in Spanish and contains an
English summary. ISBN 84-40483570. Price 1200 Pesetas.
Contact Real Conservatorio Superior de Musica de
Madrid, Camara de Comercio e Industria de Madrid.
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Horn Book

Jeremy Montagu, the curator of the Bate Collection in
Oxford, has recently come out with a new book, The
French Horn. It gives a brief account of the history of this
instrument and contains many photos of the horns in the
Bate Collection. ISBN 0 747800865 (Princes Risborough,
Bucks, England: Shire Publications, 1990.)

Trumpet Ensemble Book

Albert Hiller has published a German-language mono-
graph on trumpet ensemble music, Trompetenmusiken auf
drei Jahrhunderten (ca. 1600 bis nach 1900). Published by
Wolfgang Haas-Musickverlag, 1991 ISBN 392845301.
Price DM 32.

Hector McDonald Natural Horn

Hector McDonald, principal hornist with Nikolaus
Harnoncourt's Concentus Musicus Wien, reports that he
has been very active playing natural horn throughout
Europe. He recently performed Mozart's 4th Horn
Concerto with the Brandenburg Ensemble of Sydney,
Australia, as well as with the Wiener Akademie in Vienna.
McDonald is also solo hornist with the Vienna Symphony.
Contact: Hector McDonald, Dannebergpl. 9/10, A-1030
Wien, Austria.

Hampshire Consort

The Hampshire Consort, the resident Renaissance wind
band at the University of New Hampshire at Durham, has
had a busy season performing in the New England region
and has been invited to attend the Heinrich Isaac Confer-
ence in Innsbruck, Austria. The group members -- Robert
Stibler, Nicholas Orovich, Paul Merrill, and John Rogers --
play a wide range of wind instruments including cornetto,
sackbut, recorder, krumhorn, and shawm. Recent
programs have included "French and Italian music from
the mid-16th century” at the Johnson Theatre at UNH
and Colby College, and a program of the music of Hein-
rich Schiitz at the Bethany Church in Rye, NH. A recent
program, Music From the Courts of Maximillian 1,
presented on April 14th 1992 at St. Joseph's Church in
Dover, NH., was dedicated to the memory of Christopher
Monk. A mute cornetto made by Monk was featured in the
final selection of the concert, Heinrich Isaac's tender
work, Innsbruck, ich muss dich lassen. Contact: Robert
Stibler, Dept. of Music, PCAC, UNH, Durham, NH, 03824
tel. (603) 862-2404.

Musica Fiata

Roland Wilson, the director of the ensemble Musica Fiata
of Cologne, reports that this outstanding group has been
involved with many recent concert and recording activi-
ties. (See review in this issue.) This group was formed in
1976 and is dedicated to the study of performance practice
techniques, including the use of authentic playing equip-
ment. They often perform at Chorton pitch (a'= 466) and
use mean-tone temperament. In addition to nine other
string, wind, and continuo performers, Musica Fiata is
comprised of cornettists Roland Wilson, Hans-Peter



Westermann, Friedemann Immer, and trombonists Yuji
Fujimoto, Detlef Reimers, Peter Sommer, Richard Lister,
and Robin Schwerdtfeger. On June 26, 1992, Musica Fiata
performed in the reconstruction of the 1608 San Rocco
feast. This concert involved ten sackbuts, six cornetts,
seven organs, five strings, and about twenty singers. Also
performed was Roland Wilson's reconstruction of the 33-
part Magnificat by Giovanni Gabrieli. Upcoming recording
projects will include; Psalmen, Konzerte, und Motetten by
Heinrich Schiitz, Musik fiir das Biirgertum - instrumental
music during Schiitz's lifetime (both on Deutsche
Harmonia Mundi) and Psalmen Davids by Schiitz on Sony
Classics. Contact: Roland Wilson, Clemens-August-Str.42
D-5040 Briihl Germany Tel.# 02232-46416.

Concerto Palatino

This cornett and sackbut group extraordinaire has
recently released a new CD entitled Bach-Palestrina. It is
on the EMI (Germany) label. (see review in this issue)

The Whole Noyse

The Whole Noyse is made up of Stephen Escher and Brian
Howard, cornetts; Richard Van Hessel and Ernest
Rideout, sackbuts; and Herbert Myers, curtal. Recent
concert activity included a concert in January, 1992 of the
music of Schiitz, Praetorius, Scheidt, and Schein. In
February they joined the vocal group Chanticleer and the
Magnificat Baroque Orchestra for performances of
Monteverdi's 1610 Vespers. The group performed in the
Santa Cruz Baroque Festival in March and will be
performing in the Berkeley Early Music Festival in June.
Later in 1992, The Whole Noyse will be travelling to
Vancouver, BC for concerts and a recording with the
Vancouver Cantata Singers. The Whole Noyse will
participate in the April Historical Brass Workshop, partly
sponsored by the San Francisco Early Music Society, in
Belvedere, CA. Contact: Stephen Escher 270 Troon Way,
Half Moon Bay, CA 94019 (415) 726-0872.

Calliope: A Renaissance Band

Calliope's 1991-1992 season has been highlighted by trips
to the South, West Coast, and Midwest. Calliope consists
of Lucy Bardo (viols and vielle), Lawrence Benz (sackbut),
Allan Dean (cornetto and recorders), and Ben Harms
(percussion and Renaissance winds). The ensemble has
continued its long-standing relationship with composer
Peter Schickele. In September, 1991, Schickele's new
recording, WI'WP, was released with Calliope performing
the first and last cuts: the Pachelbel Canon (orchestrated
for bass krummhorn, cornetto, rebec, and straw-fiddle). In
November, Schickele and Calliope did a five-concert tour
in the Northeast, with Schickele narrating his theater
piece, Bestiary, which Calliope commissioned in 1983.
Other Schickele compositions were performed. In March,
Calliope performed four children's concerts with the
Springfield (MO) Symphony, doing some solo pieces and
the 12-minute Terpsichore Suite by Praetorius, which
ensemble members had orchestrated. 1992-1993 appear-
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ances will include the South (April), Southwest/California
(May), Midwest (March), New York State (November), as
well as Massachusetts, Delaware, West Virginia, and
Connecticut. Another recording is also planned. Contact:
Ben Harms, 817 West End Avenue, New York, NY 10025
(212) 865-5351.

L'Harmonie Universelle Ancienne

Dr. Henry Meredith, the director of L’Harmonie
Universelle Ancienne, has sent a report on the recent
activities of that organization. The King’s Heralds and
The Forest City Forest Horn Society (Die Gesellschaft der
Waldstadter Waldhérner) are only two of many groups
that make up L'Harmonie Universelle Ancienne, authentic
early music ensembles based in London, Ontario and
directed by Henry Meredith. Using original and replica
instruments largely from Meredith's personal collection of
some 1450 instruments, several different ensembles
perform a series of concerts in London, and tour regionally
in Ontario and in the northeastern United States, with
certain groups performing even more widely. What makes
the series unique is the inclusion of early brass music on
every single concert (unlike the occasional, and usually
begrudging, hiring of trumpeters only once a year for an
annual Messiah or some other big work). Founded in 1987,
L’Harmonie Universelle Ancienne began its fourth season
in September and October of 1990 with several perform-
ances by the above-mentioned "valveless” ensembles,
made up of players from Michigan, New York, Pennsylva-
nia, and Ontario. The next program featured the baroque
orchestra L'Orchestre de L'Harmonie Universelle and the
chamber choir Con Voci Festive in a performance of
Boyce's Symphony No.5, and Handel's Coronation
Anthems. The Victoriana Ensemble, a small group includ-
ing singers, instrumentalists, and an actor, performed "A
Victorian Family Christmas,” and they have performed
different Christmas concerts and numerous other parlor
concerts over their 15-year existence. Two separate
Mozart concerts were presented in many venues during
February and April 1991, one featuring chamber music
including the Posthorn Serenade, the Horn Quintet, and
the Musical Joke (Henry Meredith playing on valveless
trumpet, posthorn, and hand horn), and the other present-
ing his first Symphony and his Requiem (with Meredith
and Len Hanna playing both hand horns and natural
trumpets, and Meredith even playing soprano trombone in
the Requiem). The season closed, as it always has, with
their annual "Victorian Echoes” weekend in May, featur-
ing the Queen’s Quadrille & Quickstep Society Orchestra
and the Pleasant Moments Vintage Dancers for an 1890's
ball, and turn-of-the-century "Ragtime Rendezvous and
Tango Tea." In previous seasons, the Vintage Brass
Ensemble, a variable-sized group of over-the-shoulder
saxhorn players, has played for mid-19th century era balls
and concerts. In May, 1991, they made a special appear-
ance at the historic Upper Canada Village for parades and
concerts celebrating the "Queen's Birthday" (Victoria
Day). Highlights of previous seasons include Purcell's and



Handel's Odes for St. Cecilia’s Day, Purcell's Come Ye
Sons of Art, Te Deum Laudamus and Jubilate Deo,
Handel's Alexander’s Feast and Messiah, Bach's Easter
Oratorio, Cantata 207a, Cantata 50, and Brandenburg
Concerto No. 1, Buxtehude's Easter Cantata, Haydn's
Missa in tempore belli, and special programs dedicated to
the brass and orchestral music of Vejvanovsky, Schmelzer,
and Biber. Their upcoming 5th season opens with a
concert of arias and cantatas including Melani's Rimbom-
ba mia tromba, Telemann's Jauchzet dem Herrn, and
Bach's Cantata 105. In 1992 an all-Vivaldi program will
feature his Concerto for Two Trumpets and Gloria and
the season culminates with Bach's B-Minor Mass. Addi-
tional groups involved in L'Harmonie Universelle include:
the trumpet and voice duo of Henry and Victoria Meredith
called Clarino e Canto (founded 1972), which performs
with organ or strings the repertoire by Scarlatti, Melani,
Bach, Purcell, Handel, and others; Sonare (founded 1980),
a brass and percussion sextet playing music of the renais-
sance, baroque, 19th century, and modern times on
appropriate period instruments; and Duo Royal, featuring
Henry Meredith on both natural trumpets and horns with
organist Richard Birney-Smith. A recital program given
by Duo Royal August 14, 1991 in London, and similar to
an earlier program they performed at the Festival de
Musique Ancienne de Sillery (Quebec), included works for
trumpet and organ by Fantini, Viviani, Handel, Goodwin,
and Clarke, and works for horn and organ by Duvernoy
and Krebs. Contact: Henry Meredith 600 Medway Road,
R.R.#1 Arva, Ontario, Canada NOM 1CO tel. (519) 659-
3600.

Mostly Brass Band

HBS member Merle Sheffer reports that his group Mostly
Brass, a 20-piece brass band, has been active in the Sene-
ca, PA area playing for local nursing homes, clubs, schools
and parades. Last summer the band members, mostly
retired musicians, designed and constructed an old-time
Band Wagon made from a mobile home frame. The mem-
bers have weekly rehersals and all in the area are invited
to join. Contact: Merle Sheffer RD2 Box 6B, Seneca, PA
16346 814 676-8397

Hazen Collection of Band Photographs & Ephemera
A new book, the Register of the Hazen Collection of Band
Photographs and Ephemera by Margaret Hindle Hazen, is
available free of charge from the Archives Center of the
National Museum of American History Smithsonian Insti-
tution. The 140 page publication describes the 2000 piece
collection of brass band photographs and ephemera such
as concert programs, music, and advertising notices. This
massive collection is categorized and thoroughly indexed.

"When Johnny Comes Marching Home": Old Beth-
page Village Brass Band

The Old Bethpage Village Brass Band, directed by Dr.
Kirby Jolly, toured and performed in several major cities
in Ireland including Dublin, Wicklow, Waterford, Tippe-
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rary, and Galway, during March, 1992. Band members
performed on authentic, antique rotary and piston valve
instruments (dated well over 100 years old) and were
dressed in Civil War attire. The Irish Brigade Association,
an organization made up of members who devote their
time to studying the history and culture of the Irish-
American military during the Civil War, was instrumental
in sponsoring the Civil War Brass Band on this tour, and
also helped commemorate soldiers who died during the
war. Adding to this event were not only civilian reenactors
in period dress but also military reenactors portraying the
Union and Confederate troops. The most outstanding
highlight of the tour was the entire ensemble marching in
the Dublin St. Patrick's Day Parade for over 100,000
people. What a sight to see the Blue and the Gray, North
and South, together as one, flags waving high, marching
to the beat of the Village Brass Band directly behind
them! Later that evening, after performing a recital for a
formal ball in honor of the Lord Mayor of Dublin, the
Village Brass Band was presented the first place trophy
for best adult brass band in the St. Patrick's Day Parade
held earlier that day. The Ireland Tour personnel,
consisting of professional freelance musicians from the
New York area, included: Dr. Kirby Jolly (1st EP cornet),
Rodger Lee (2nd EP cornet), Howard Birnbaum (1st B®
cornet), Edward Stone (2nd B® cornet), Alan Dickerson
(1st EP alto horn), Frank Pedulla (2nd EP horn), Rex
Enderlin (1st baritone horn), J. David Abt (2nd baritone
horn), Jeff Furman (tuba), Barry Griffiths (field drum),
Chris McCaslin (bass d