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FINANCIAL REPORT: HISTORIC BRASS SOCIETY, INC.
FISCAL YEAR, JANUARY 1 TO DECEMBER 31, 2004

FINANCIAL REPORT

HISTORIC BRASS SOCIETY, INC.
Cash on-hand, January 1, 2004
FINANCIAL TRANSACTIONS
OPENING BALANCES

REVENUES (Earned)

Membership Dues, Library Subscriptions
Early Brass Festival, EBF Sales Items
Sales of Back Issues

Adpvertising Income

2003 Credit Adjustment

Other (Interest, Sales Items)

REVENUES (Unearned)
Donations

TOTAL REVENUES

OPERATING EXPENSES

Journal, Newsletter & Press Costs
Postage, Mailing, and Operations

Office Supplies, Photocopying, Computer
& Web Services

Phone

Bank & Credit Fees

Festival Operations

Legal Fees

Ad purchase

Miscellaneous

TOTAL OPERATING EXPENSES
NET FISCAL (LOSS)/GAIN
CLOSING BALANCES

Cash on hand, December 31, 2004

Cumulative Financial Status, Dec. 31, 2004

Respectfully submitted,
John Benoit, HBS Treasurer
April 4, 2005

$00.00 £00.00
Washington Mutual Account Barclay’s Account
$975.23 £1,166.02
$12,879.50 £1,277.17
$1,505.00 £85.00
$1,050.50 £94.00
$100.00 £20.00
$2,012.24
$145.00 £0.40
$535.00
$18,227.24 £1,476.97
$7,761.97
$4,531.93
$539.37
$1,457.51
$42.00
$1,383.53
$600.00
$407.00
$730.05
$17,453.36 £00.00
$773.88 £1,476.97
$1,749.11 £2,642.99
$00.00 £00.00
$1,749.11
+ $5.074.54 (£2,642.99 @ $1.92 on 31 Dec 2004)
$6,823.65

2| HISTORIC BRASS SOCIETY NEWSLETTER - WINTER 2005



PRESIDENT’S MESSAGE

Jeffrey Nussbaum, President
Historic Brass Society

When the Historic Brass Society was first established in 1988, email and the Internet
were in a state of infancy. The World Wide Web was not even thought of (well,
maybe it was thought of but definitely not in place). It’s a new world and indeed,
the HBS would not be nearly as effective were it not for the many advantages of the
information age. We are following the trend that many organizations have begun and

\ R o - the HBS Newsletter, from now on, will be published electronically. This issue will

— S be the last printed version. There will also be an electronic version of this issue on
the HBS website www.historicbrass.org. For those few who have no access to the internet we will print and mail
a hard copy for an extra charge. We expect this to be a very small number as most members at least have access to
the internet either at home, office or library. Our webmaster, Steve Lundahl has completely redesigned the HBS
website and news, announcements and other bits of information will be distributed to our membership in a much
more effective and timely fashion. This move will also result in a big savings in our annual budget and we already
have many ideas in which we might use the funds (aproximately $5K) which would have gone to the printing and
mailing of the Newsletter. I would be eager to hear more ideas from the membership.

I would like to thank the members of the varous HBS boards and committees for their hard work. Thanks must
go to our Newsletter editor Mike O’Connor and Journal editor, Stew Carter. A particular and enthusiastic note of
thanks must go to Benny Sluchin who, as always, was willing to jump in at the last minute and layout this issue of
the HBSNL. His dedication to the HBS is very much appreciated. Among Benny’s many actions of support has also
been his work in organizing another HBS conference to be held in Paris. This will be one of a number of exciting
events that are in the works. Final thanks go to our membership who make up our wonderful community of brass
musicians.

FROM THE EDITOR

Michael O’Connor
Historic Brass Society Newsletter Editor

As many of you know, this edition of the HBSNL will be the final print version of the
publication. The HBS board and editorial staff came to the conclusion that an online
version would not only save money, but also offer the ability to create interactive
elements and color in the Newsletter. In the end, the costs of printing and distributing
the Newsletter in the original format no longer seemed practical. The editorial staff
understands that this change may dislocate a few members of the Society who do not
have ready access to the Internet, but those members may request a printed copy of the Newsletter for a very small
fee. The editorial staff is hopeful that the new online format will offer members a chance to interact more with the
publication by sending timely news items, which will be regularly updated on the News section of the HBS website
http://www.historicbrass.org/, and offering their thoughts on the contents of the Newsletter and the HBS blogs.

Finally, I would like to offer my apologies for the late issue of this Newsletter. It was our hope to have it available
in September, but personal and professional duties of an unusually large number prevented the completion of the
work. I would like to thank Benny Sluchin for taking on the layout duties for this issue in my absence. Thanks also
go to Steve Lundahl for preparing the new website, where future issues of the Newsletter will reside. I am looking
forward to the new format and to your input on the content.
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An Interview with Trumpeter and Embouchure Instructor
Robert (BAHB) Civiletti

by Jeffery Nussbaum

The following interview took place in New York City on March 15, 2005 with baroque trumpeter Robert Civiletti and Historic Brass Society
President, Jeffrey Nussbaum. Robert (Bahb) Civiletti has recently embarked on performing the most virtuosic high register trumpet repertoire
of the Baroque Period. BAHB is an artist for Stage I Trumpets and the New York Trumpet Company. He performs as a soloist in Europe and
throughout the USA as well as with his ensemble Buccina Cantorum. He is the co-author, with Jerome Callet; of the trumpet method “Trumpet
Secrets” (TCE) which outlines the tongue controlled embouchure system developed by Callet. BAHB will be releasing his New Book “ TCE
TRAINING MANUAL” in mid April 2005. BAHB Civiletti arrived at this point via a rather interesting and circuitous route both musically
and personally.

Jeffrey Nussbaum: BAHB, bright gold trumpet. I had
you have been engaged in never seen such a beauti-
some rather impressive ac- ful instrument in my life.
tivities lately including per- ﬁ" He wiggled the valves and
forming some of the most - E . asked what would I like to
difficult music in the baroque i* hear. Ever since I was little
trumpet repertoire and doing : -.l*." I remember my mother lis-

master classes on the tongue
controlled embouchure
(TCE). Having heard you at
many Historic Brass Society
conferences, I can safely
say I've not heard anyone
approach some of that litera-
ture. Tell me about yourself.

tening to the Metropolitan
Opera program on the ra-
dio so I knew a little of that
repertoire and I figured I"d
really stump him by asking
for the trumpet part from
Aida. He played the whole
thing perfectly and asked
what else would I like to
Robert (BAHB) Civiletti: T hear. I started throwing
grew up on the rough lower tunes at him left and right
east side of Manhattan. My and he knew every one of
family was very poor and my parents didn’t attain a high level of for-  them. All of a sudden I had the greatest respect for him. He told me
mal education. I had difficulties with certain members of my extended  to quit the music school where I was taking trumpet lessons and he
family and, to say the least, I did not receive much support as a child. = would give me trumpet lessons every day during lunch, for free! Now,
This established a pattern of “negative reinforcement” that has lasted I was a real street-wise kid and was totally confused because I wasn’t
all of my life. Basically put, if you tell me that I can’t do it, I'll work  very trustful of people and my father used to tell me “something for
doubly hard until I prove you wrong and achieve it! When I was 10 nothing was not worth having.” So, I asked him why he was giving
years old my father, who was a musician and played the drums, gave  me these free lessons and asked what was in it for him. So he replied
me a trumpet. I really had the feeling then, that this was the key. The  that he wanted me to come to the band room at 3 PM and start teaching

trumpet would help get me out of my situation. trumpet. “Teaching!!? What are you talking about? I'm a fifteen year
old kid!” At three o’clock some kids came in and I started to work with
JIN: Where did you go to school? them but one of them had a problem I didn’t anticipate. Every time he

put the mouthpiece to his lips the mouthpiece fell completely into his
RC: First, I went to Catholic school but that didn’t work out too well. I  mouth because he had no teeth! When I went to Mr. Savits about this
needed glasses and couldn’t see and they took that to mean [ was stupid.  he just told me to figure it out, which I did by having the kid support
I wouldn’t sit in my chair and the nuns were not kind to me. I probably  the mouthpiece with his tongue. That was an early hint about the TCE.
wasn’t too kind to them either. When I transferred to public school Icontinued my studies with Savits and soon started going on club dates
at P.S. 11, where I went until the sixth grade, they realized I needed  with him and was on my way to becoming a professional.
glasses and things improved. When I went to junior high school, I met
Dr. Myer (Mike) Savits, a music teacher who proved to be the greatest  IJN: How did your musical development continue after those early
influence in my life. He was a great trumpeter and brilliant man who  days?
had degrees from Manhattan School of Music and a doctorate from
New York University. Mike was the new band teacher and he told me,  RC: First I studied at the New York College of Music for two years.
“I was listening to you. You really sound great for someone playing  Then I left New York when I received a full scholarship to attend the
a piece of junk trumpet like that.” I was very offended by that, even  Yankton Conservatory (Yankton, South Dakota) and secured a posi-
though it was a cheap banged-up old trumpet from a pawnshop. I really  tion with the Sioux City (South Dakota) Symphony. I studied at the
wanted to hit him but my father taught me to respect teachers and I ~ Conservatory with Fredrick Kaufman. Upon returning to New York, I
held my temper. He then opened his case and pulled out this beautiful ~ won a position with the National Orchestra Association of New York.
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I then went on to teach high school music and continued my studies
at Montclair State University where I majored in music therapy and
worked as a music therapist at Overbrook State Hospital. During
this period I also started my own music school, “Star Music.” I want
to emphasize how important Mike Savits was to me. Years later I
looked him up and we reunited when I took a trip to Florida where he
is now living. It was an extremely emotional event, and I’ve written
the whole experience in an online interview with Ole Utnes, it can
be found on my website www.tce-studio.com. I see him every year
and I’m so glad that I still have the opportunity to tell him how much
he’s done for me.

After my classical music training and education I went on as a free-
lance trumpeter, playing with such groups as Tito Puente, The O’Jays,
The Glenn Miller Orchestra and many other groups in the New York
area. I started my studies with Jerome Callet in 1973, and his tech-
niques then helped to develop a high lead trumpet range. While music
helped me attain a level in life that I never anticipated when I was
young, it became apparent that the ever-shrinking music field was not
going to support my then-growing family. Being a responsible family
man is extremely important to me. I took a 12-year hiatus from the
music industry to pursue other interests. First we had a very successful
catering business, and I started doing antique restoration as a hobby.
People began asking me to do this and that and soon I was making
more money doing a little piece of furniture than playing all weekend
long in New York.

JIN: What brought you back to playing music?

RC: It’s a funny story. My family conspired “against” me. When my
oldest daughter got married she wanted me to play trumpet during the
wedding. [hadn’t played trumpet in more then 12 years and really had
no interest in doing so. My life had changed and I was playing golf
all the time and enjoying myself. The trumpet was the furthest thing
from my mind. She hired the trumpeter Dave Sampson, and during
the wedding he was playing all this fantastic piccolo trumpet music
and memories just flooded back to me. This is music that I loved and
always dreamed of doing as a soloist. But after the wedding, I went
back to my golf.

Several weeks later I got out of bed and tripped over something. It
was my trumpet case! My wife said that she was cleaning out the
closet and she would take care of it. A few days later, as I got out of
bed I tripped over the case again. After two more days of stumbling
into the case, I finally realized that she was sending me a message.
So, I opened the Bach case and there were two horns in the case. |
wondered if I could still play. I played an arpeggio up to double high
C. I went downstairs and asked, “What are you doing?” My wife said,
“Why don’t you play the trumpet again? You don’t have to perform
for a living, just play the music you want to play.”

The next week I called Jerome Callet. I studied with him for
about 13 years and incorporated his method into the way I played.

JN: But at that time it wasn’t the TCE was it?

RC: At that time Jerry was working with putting the tongue forward
and between the teeth. The concept of the TCE was not developed until
we collaborated to write the book Trumpet Secrets. Many friends and
colleagues said that I would never be able to come back after 12 years
of not being involved with music. Of course this negative reinforce-
ment works for me and I said, “Watch me.” Jerry taught me everything
about the tongue forward method. I practiced religiously so by 1997
I was already playing much better than when I quit.

JIN: How did you discover your “chosen” instrument, the Baroque
trumpet?

RC: In 1997 Jerry took me to Sweden with him to an ITG (Interna-
tional Trumpet Guild) show to demonstrate his trumpets. That was my
first time meeting Ed Tarr, Niklas Eklund, Rainer Egger, and a number
of others. I was quite proficient as a piccolo trumpeter at that time.
While I was there I went to Friedemann Immer’s master class. I told
him I wanted to learn baroque performance style. My ambition was
to be a soloist. After Friedemann heard my piccolo playing he invited
me to study with him at a master class in Germany. During that class
he introduced me to the baroque trumpet. I was a bit hesitant, since I
did not know much about the instrument. Friedemann said, “You try
it, I think you will do well.” He handed me his horn and I played a
two-octave arpeggio up and down in the harmonic series of the horn
and Friedemann exclaimed, “You are a natural,” to which I replied,
“A natural, natural trumpeter?” We both had a good laugh. At the end
of the master class, Friedemann gave me a baroque trumpet to take
back to the States. He wanted to see if my interest would continue.
My wife commented at that time, that of all the people whom I played
for, Friedemann was the one who helped me make a difference in my
playing. I started studying with him in Germany and, as they say, the
rest is history. I was hooked.

JIN: What struck me about you was not only your obvious technical
mastery, but also your unbelievable enthusiasm. It was so clear that you
were bitten by this bug that really has carried you on to this moment.
Your enthusiasm embraces the whole gestalt. I find it really fascinating
when an individual develops beyond his or her own expectations. I've
seen it a few times where people have transformed themselves to a
whole new level. You have done that.

I'm very lucky because, as the head of the Historic Brass Society, |
have a great vantage point in viewing much of the activity in the brass
field and I can tell you that this is rare. You’'ve embraced a historically
informed stylistic approach and also have an intellectual curiosity.
You previously mentioned that you were never academically an A
student but yet you have gotten to the point intellectually where you
have the same kind of interest and curiosity and drive to understand
the music in a complete and full way, that is intellectually, cultur-
ally, and musically, in the same way that a life-long “A student”
naturally embraces the music. You have evened the scale and that is
really remarkable.

1 remember when we first met, and you were interested in the His-
toric Brass Society and told me of your great interest in the baroque
trumpet. We discussed the idea that if you really want to play the
natural trumpet you have to do more than just play it. You really have
to learn and understand cultural social settings and understand the
ins and outs of the theoretical approaches and articulations that are
discussed in difficult ways to understand and you really embraced
all of that. It’s made you a completely rounded artist. One cannot
be an artist by only being a great player. There are not many people
who have your technical ability but there are fewer people who have
the combination of your technical ability and your attitude. That has
made a great difference.

Why don'’t you tell us a bit about some of your recent activities and your
view of the early music scene as you’ve recently experienced it?

RC: As I became more serious and skilled on the instrument I be-
came interested in a segment of the natural trumpet repertoire that is
seldom, if ever, performed because of the extreme demands of the
high register. Composers such as Michael Haydn, Georg Reutter II,
Joseph Riepel, and others are a few of the baroque period composers
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whose music I am performing. The Reutter Concerto No.1 ascends up
to G above high C! When I first started learning about this repertoire
everyone said, “No one performs that.” Naturally, I set out to special-
ize in this music. At the risk of sounding immodest, if the greatest
players in the world don’t attempt this repertoire, it makes me feel
great that I'm doing it.

JIN: If the shoe fits!

RC: I'm traveling throughout Europe doing master classes, often as a
result of Trumpet Secrets, and playing these works. I’m also perform-
ing with my ensemble Buccina Cantorum in the States. I’ve made a
couple of CDs that have been very nicely reviewed in the Historic
Brass Society Newsletter. The most enthusiastic receptions I’ve been
getting are in Europe, particularly in Germany where it seems that
the public is much more responsive than in the States. It’s extremely
difficult performing this repertoire in America.

JIN: Tell me about Trumpet Secrets.

RC: 1t is a book in which Jerry Callet outlines the principles of his
tongue forward method. I gave it the subtitle “The Tongue Controlled
Embouchure” or TCE. I collaborated with him writing the section of
the book as it related to baroque trumpet. When I returned to playing
after that 12-year hiatus, I went to Jerry as I mentioned. I remember

vividly sitting next to him during my studies in the 1970s and looking
at his tongue as he set to play a double-E and asking him what is it
that you’re doing with your tongue. He couldn’t answer because at
that time he was just unaware of it. He ultimately came to understand
the important use of the tongue and that is how his method developed.
That method helped me enormously to perform the highest and most
difficult trumpet repertoire.

JIN: How did you go from being a student to a collaborator?

RC: After many years of studying with him it became obvious that I
would be the one to write this book with him. I was one of his most
dedicated students. He asked me to help write the book and to include
my knowledge of baroque trumpet playing. During the 13 years of
study, he put me through many changes; I was sort of a “lab rat” for
the method. I did not mind this as I was learning the best trumpet
embouchure in the world. This intimate understanding of the TCE and
the ability to communicate those ideas has enabled me to become an
internationally recognized embouchure teacher and baroque trumpet
soloist.

I’ve had many full experiences in very different musical worlds as
well as in non-musical activities. That I am now playing this instru-
ment that I’ve fallen in love with, and playing its most demanding
repertoire, is a joy.

N

Music Away from Home: Wind Music and Cultural | dentity.
An International Conference

Lectures, Round-Table Discussion Sessions, Informal Playing, Social Events
Lecture Proposals Invited (see HBS or IGEB website for guidelines)

Vintage Band Festival
Concerts by many European and American period brass ensembles

July 27-31, 2006
St. Olaf College, Northfield Minnesota

Sponsored by
The Historic Brass Society, and The Internationale Gesellschaft zur Erforschung und Forderung der Blasmusik, Austria

Contact: www.vintagebandfestival.org www.historicbrass.org www.kug.ac.at/igeb/
Paul Niemisto, Local Arrangements Director, Tel. 507 646-3186
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21st Annual HBS Early Brass Festival at Bennington College

A Report by Jeffrey Nussbaum and Michael O’Connor

The 21 Annual HBS Early Brass Festival, under the direction of Michael O’Connor and Jeff Nussbaum, had a unified theme, which was a
first for the EBF. The brainchild of Michael O’Connor, the nineteenth-century theme brought a host of scholars and performers to Bennington
College in beautiful Bennington, Vermont to present papers on nineteenth-century brass topics and to give performances on nineteenth-century
period instruments. Two fine ensembles presented concerts of brass band music that covered the entire second half of the nineteenth century,
and there were lecture/performances on cornet, ophicleide, keyed bugle, and post horn throughout the weekend. While nineteenth-century
brass instruments dominated the informal playing sessions at this year’s EBF, there was still the familiar cornett, sackbut, serpent, natural

horn, and natural trumpet activities.

The meeting kicked off on Fri-
day with greetings from festival
coordinators Jeff Nussbaum and
Michael O’Connor. The unusual
nature of this year’s festival was
underlined when the first paper
presentation was delivered by a
clarinetist! Susan Kinne offered
an entertaining and highly infor-
mative account of the career of
Francis Harvey “Saxie” Pike, a
colorful and well-known drum
major of the Civil War era. The
next two papers dealt with bugle
topics, but in radically different
ways. Robert Eliason presented a
slide show and discussion of elab-
orate presentation E-flat keyed
bugles in American museum col-
lections and offered some insight
into the fame of the musicians
who played them. Jari Villanueva
appeared in full uniform to discuss bugle calls during the American
Civil War and the origin of the famous “taps” call. He performed a
number of the calls with such style that they seemed to transcend their
functional natures.

On Friday evening the participants were treated to the first of two brass
band concerts in the converted Carriage Barn. The Federal City Brass
Band, under the direction of Jari Villanueva appeared in full Civil War
union uniforms to offer a set of marches, quicksteps, and popular songs
from various period band books. While the uniforms were replicas,
the instruments were the real thing, many of which were from the
impressive collection of Mark Elrod. The group showed why they are
one of the top Civil War bands performing today, but the highlight
of the concert was the performance of Villanueva’s arrangement of
Joseph Kiiffner’s Polonaise for the Keyed Bugle (1823). Keyed-bugle
specialist Ralph Dudgeon left the audience with no doubt that the
instrument had truly virtuosic capabilities.

Saturday began with another round of paper presentations that featured
Ralph Dudgeon’s discussion of ways to identify unmarked keyed
bugles by utilizing the principles of sociologist E. G. Ravenstein’s
“laws of migration.” The presentation also featured a mini concert for
keyed bugle and piano. Licia Sirch, of the Giuseppe Verdi Conserva-
tory Library in Milan, spoke about the relatively unknown wind band
music of Amilcare Ponchielli.

After lunch another paper session commenced with Robert Civiletti’s

EBF participants gather outside a converted carriage barn that serves as one
of the performance halls at scenic Bennington College in Vermont

demonstration of historical evi-
dence for the tongue-controlled
embouchure that he has been
advocating throughout the world.
Following Civiletti’s impressive
high-range demonstration was
Don Johnson’s update on his re-
search into the history of the J.W.
Pepper Company, a nineteenth-
century importer and producer of
brass instruments.

The final paper session of the
day consisted of two lecture-
performances. The first, by Ken
Austin, dealt with the challenges
for modern musicians in playing
historic E-flat cornets. The per-
formance included the famous
Concertino for E-flat Cornet by
Sachse. Doug Hedwig took the
stage next with a discussion and
performance of the posthorn in eighteenth- and nineteenth-century
art-music compositions.

That evening, participants filed back into the carriage barn for a
concert by Newberry’s Victorian Cornet Band, a 13-piece brass band
that specializes in performing music from the transitional period after
the Civil War to the advent of the Sousa Band. The group also plays
period instruments from France, Austria, and the U.S., and sports
replica Victorian band uniforms. The band was led onstage by Flora
Newberry with help from guest conductor (in top hat and tails!) Henry
Meredith, of the University of Western Ontario. Dr. Meredith provided
a few unusual instruments for the band to play, but the real crowd
pleasing moment occurred when he offerred several period regimental
trumpets to volunteers from the audience to join the band in playing
Sousa’s Semper Fidelis March. The rest of the concert included an
operatic medley from Bizet’s Carmen and a rare performance of a
medley from Calixa Lavallée’s (of “O Canada” fame) comic opera
The Indian Question. The back-to-back performances of the Federal
City Band and the Newberry Band offered the participants a chance to
hear clearly the changes in brass band style that occurred in the span
of a couple of decades.

The traditional EBF Pizza Party was held in the cozy environes of
the college pub after the concert. After a few slices and a few beers,
several participants decided that they had not yet had enough brass
playing for the day and a gathering of Civil War music enthusiasts
joined the Federal City Band for a reading session that lasted until
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Sunday morning’s paper sessions began with Stewart Carter’s presenta-
tion of evidence that the cornetto continued to be taught and used to
some degree, as late as 1840 in the German territories. Sabine Klaus
followed with a paper on German immigrant brass manufacturers
in America during the nineteenth century. At the HBS Membership
meeting, HBS President Jeff Nussbaum discussed the work done by
Steve Lundahl on the new HBS website and then gave a PowerPoint
presentation that was prepared by Paul Niemisto, the site coordinator
for the 2006 EBF 22 that will be a joint meeting with the International
Society for the Promotion and Investigation of Wind Music (IGEB) in
Northfield, Minnesota. In conjunction with the event, there will also
be a Vintage Band Festival, featuring ensembles from Europe and the
U.S. Following the meeting, David Loucky offered a very impressive
lecture-performance on the ophicleide that centered on operatic aria
arrangements for the instrument.

The Sunday participants’ concert featured repeat performances by
the Federal City Band, Doug Hedwig, and David Loucky as well as a
cornet quartet and a baroque trumpet performance by Bahb Civiletti.
The concert’s grand finale was a first-time occurence at the EBF.
Most of the participants took to the stage and, under the direction of
Henry Meredith, gave a Victorian brass band performance of Sousa’s
Thunderer March and Camille de Nardis’s Universal Judgement. Dr.
Meredith brought a large number of nineteenth-century period cornets,
posthorns, signal trumpets, trombones, ophicleides, tubas, and other
instruments (from his personal collection of 3400 instruments!!) to
enable a period performance of these works.

Abstracts and concert programs are provided below:

Susan Kinne, Woodsville, NH
“Francis Harvey ‘Saxie’ Pike”

Francis Harvey “Saxie” Pike (1824-1903) was recognized throughout
not only New Hampshire and the Northeast, but also in and around
Washington, D.C. and the Department of the South during the Civil
War, as a flamboyant and exuberant drum major. His life as a ma-
chinist, fifer, drum major, and a poor salesman sheds light on the life
of amateur musicians in the 19" century during war and peacetime.
Traveling from Montreal to Washington with the Manchester (NH)
Cornet Band before and after the Civil War and leading three Federal
bands during the war, Pike made a name for himself with his larger-
than-life ego, his long-legged swagger, brightly colored uniforms, tall
bearskin hat, and five-foot-long baton that he skillfully twirled and
tossed to the delight of presidents, senators, fire- and militiamen, and
crowds wherever he paraded.

Through newspaper articles, town histories, regimental histories, war
records, poems written about him and even music composed to him,
Pike’s exploits are gathered and recounted in a full biography of a
man now all but forgotten, but legendary during the heyday of brass
bands in America.

Robert Eliason, Past Curator of Musical Instruments, Henry Ford
Museum
“Presentation E-flat Keyed Bugles from the Nineteenth Century”

A number of finely made and highly decorated E-flat keyed bugles
were presented to the leaders and soloists of American brass bands
flourishing in the years between 1845 and 1860. These instruments
were of the latest design with 11 or 12 keys and were made of silver,
sometimes with gold trim, and even, as in one case, of solid gold. Their
mouthpipe ferrules, tone hole borders, bells, bell garlands, and other
areas were decorated with engraved plumes, foliage, banners, and a
variety of patriotic and symbolic figures of the time. Presentation keyed
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bugles and the soloists who played them represent the pinnacle of a
short period in American band history when the E-flat keyed bugle
was the solo instrument of the band, and E-flat keyed bugle players
the “matinee idols” or “rock stars” of that time. Examples can be
seen in many public museums and historical collections including
the Boston Fine Arts Museum, The Yale University Collection of
Musical Instruments, The New York Metropolitan Museum of Art,
The Smithsonian Institution, The National Music Museum at the Uni-
versity of South Dakota in Vermillion, and the Henry Ford Museum
in Dearborn, Michigan. This article will discuss the society in which
this phenomenon arose, the history of the instrument and its makers,
representative instruments, and the performers to whom these fine
instruments were presented.

Jari Villanueva, The University of Maryland, Baltimore County
“An Overview of the Military Bugle during the Civil War and the
Origin of the Call ‘Taps’”

Bugles and natural trumpets were used as an effective way to com-
municate over long distances and it was only natural that they were
adopted for military use. Historical records tell of great battles heralded
by trumpet blasts. During the time of the Napoleonic Wars, these sig-
nals or calls were written down in the infantry manuals of the day. As
the American military came into existence, French bugle calls were
borrowed for use in the infantry and cavalry. The importance of signal
instruments in the U.S. military was evidenced by the adoption of the
trumpet as a symbol for mounted rifles in the early nineteenth century,
and of the bugle as a symbol for infantry during the Civil War. The
field music of fifers, drummers and buglers was not only necessary for
telling the time of duties in camp but also guided the actions of troops
in battle. The bugle has been most associated with the cavalry and
artillery while the drum and fife were greatly used in the infantry.

The many accounts of moving to the “tap of the drum” and “falling in
at the long roll” are found in many diaries and certainly many pictures
show a drummer standing next to infantry companies. But as the war
progressed, it was demonstrated that drum beats and fife tunes were
hard to hear over musket and artillery fire. By the end of the war the
bugle had replaced the fife and drum as the primary signaling instru-
ment in the United States military. Jari Villanueva will demonstrate
many of the calls and explain their usage during the war. Villanueva,
considered the foremost authority on “Taps”, will discuss the origin
of the famous call, performance practices and the myths associated
with it.

The Federal City Brass Band
Jari Villanueva, Principal Musician

Jari Villanueva, Bb cornet/director
Jeff Stockham, Eb cornet

Don Johnson, Eb cornet

Doug Hedwig, Bb cornet

Jeb Hague, Bb cornet

Jeff Rogers, Eb alto

Steve Gasiorowski, Bb tenor
John Bieniarz, Eb bass

Mark Elrod, Eb bass

Garman Bowers, Jr, percussion
Ted Dietz, percussion

Heather Faust, band manager

Program

Claudio Grafulla
David Downing

Captain Shepherd’s Quickstep
Iron Clad QS



































































































































































































