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FOREWORD

There has never been one individual method book or one person’s
specific approach that has been accepted by teachers, performers or
students alike, as the universally accepted method for teaching trumpet,
French horn, euphonium, trombone or tuba. There is, and always will be,
voluminous method books and varied solutions to problems that beset the
brass players on all instruments. We find many concepts seemingly con-
tradictory. .

It is, in essence, this point which has prompted me to attempt to
devise an approach to the problems of brass players as close to being
authoritative as anything ever written on the subject.

One hundred of this country’s greatest teachers and brass performers
were sent questionnaires involving factors pertinent to the controversial
and important aspects of brass playing techniques. The response to the
questionnaires was much better than I had ever hoped. Many took the
time and trouble to send additional material to explain their theories,
ideas and concepts, much more fully. Still others were most kind in wish-
ing me success in this project and commenting on the worthwhile status
of this research. I have made every attempt to be impartial and objective
in reporting the findings of this project.

In this new research I have incorporated a phase of the approaches
to brass techniques by including some of this country’s greatest jazz brass
players, which I did not do when writing my “Brass Facts.” Such giants
of jazz as Maynard Ferguson, Eddie Kusby, Bob McCoy, Mike Vax, Eddie
Bert, Paul Tanner, Clark Terry, and others. To me, this is a most impor-
tant inclusion because these men perform on T.V., radio and recording
sessions.

To all of these outstanding brass authorities who took the time and
trouble to share their secrets of success with all of us, I thank you sin-
cerely from the bottom of my heart.

Joseph L. Bellamah
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THE AUTHOR

Joseph L. Bellamah was born in Utica, New York and at an early age
studied trumpet in New York City with the renowned Max Schlossberg,
considered to be the greatest trumpet teacher of his day. Upon the death
of Mr. Schlossberg, he continued his trumpet study with Schlossberg’s
son-in-law, Harry Freistadt, his most outstanding student at the time.
Mr. Freistadt played lst trumpet in the C.B.S. Symphony Orchestra as
well as the Andre Kostelanetz Orchestra for 25 years.

Bellamah’s professional career covered playing with radio station
W.G.Y. as a studio musician, Capitol Theatre Orchestra in Washington,
D.C., the Red Norvo Orchestra, San Antonio Symphony Orchestra and
many others.

Among his professional affiliations, Dr. Bellamah is a member of
Kappa Delta Pi, Kappa Kappa Psi, Phi Mu Alpha, Tau Beta Sigma,
Phi Beta Mu, College Band Directors National Association, Texas Music
Educators Association, Texas Bandmasters and National Association of
Jazz Educators. He also is a member of the prestigious American Band-
masters Association.

Dr. Bellamah is a brass clinician for the Selmer Company, a former
President of the Texas Chapter of College Band Directors National Asso-
ciation, and an author and composer. At the present time he is Vice-
President of the Southwestern Division of C.B.D.N.A. and listed in “Who's
Who In the South and Southwest,” “Dictionary of International Bio-
graphy,” “Band Encyclopedia,” and “International Who’s Who In Music.”

Dr. Bellamah is presently Associate Professor of Music and Director
of Bands at Texas A. and I. University.
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minutes late while a few students properly
“set the stage” for the efficient rehearsal.

2. Proper Lighting. This is extremely
important in an ensemble rehearsal. The
musicians should not compromise posture
and instrument position in order to see the
music better by leaning forward, squinting,
etc.

3. Eliminating Outside Distractions.
Personally, | like a room without windows,
one that is completely enclosed. With
windows uncovered, rehearsal efficiency can
be affected by good or bad weather, visual
activity on the other side, and of course noise.
Drapes or venetian blinds are a simple
solution to the problem and in some cases
can improve the acoustical properties of the
room as well. Placing the ensemble with their
backs to the distracting areais also possible,

4. Eliminate the Visable Clock. Ideally “time
should fly” in a rehearsal. Realistically this
probably won't happen for all performers, all
of the time. Keep track of the time personally
or have. the ‘concertmaster keep - the
conductor - informed. -Clock:~watching -in -
rehearsals does not help the musical product
- unless the clock is used as-a metronome.

5. Designate Areas for Storage of Books,
Coats, Instrument Cases, etc.” During
Rehearsals. This can be a problem.in many
physical plants - dependent, as it is, upon the
availability. of space. Do not permit material
other than that necessary for the rehearsal io -
be taken to the chair.in the rehearsal room, It
is messy, distracting, and provides the means
for. 'some  to concentrate -on. matters
unmusical. - Solving- this problem:in some
facilities may be perplexing but itis important
enough to insist.on a solution.

6..The Decorum of the Students Entering
the Rehearsal. Room. Musicians must be
made to realize that they are "“special people”
doing: a“special job" requiring "a “special
room.” Dignity ‘and seriousness of purpose
should . prevail in_a-rehearsal environment.
The . degree. to. which  this can’ be
accomplished:-is  probably.  .directly
proportionate to the pride of the participating
students and the aura of influence projected
by the conductor, It is important and can set
the tone for the work about to be undertaken.

Rehearsal atmosphere can be ignored and,
of course, a “product” will still be possible. In
some:cases it may even be a good one. If a
better one can be achieved with attention to -
rehearsal: room: atmosphere,  then - that
atmosphere must:be examined and properly
adjusted. Just as a church uses carpeting and
soft lighting to aid a quiet, prayerful entry into

the worship service - just as a factory uses k

background music to provoke efficiency - just
as a football team uses crowd, marching
band, and cheerleaders to motivate a
complete effort, so does the conductor use
the atmosphere of the rehearsal room to
benefit the efficient rehearsal.

(Part Il next month)

Joe Bellamah
Dr. Joseph Bellamah
is Prof. of Music at
Tex. A&l U. He has
studied under Max
Schiossberg, is Pres.
of S.W. Dlv. of Col.
Band Dir. Natl.
Assoc. and Is trum-
pet clinician for Sel-
mer Co.

TODAY'S TRUMPET PLAYERS SHOULD BE
ABLE TO PLAY SIX OCTAVES

The title of my article is not intended to be
provocative or intended to elicit the reader's
attention so that his curiosity arouses him
into reading the remainder of the article. This
opening statement was actually intended to
be an unequivocal and determinative fact that
| can assure you may be attained without
artifice or tricks of any kind.

| can remember way back when | first began
the serious study of the trumpet. When |
finally progressed to the point where | could
play the accepted natural range of the
instrument from low F#, three lines below the
treble clef, to high C, two lines above this
same clef, and could accomplish this feat with
ease and consistency, | felt | was ready for
anything. Some years later, it was necessary
for the trumpet player to have command of
the Eb above high C in order to play studio
work and play with “name bands.” In the
ensuing years the range began to increase
steadily and the demands of the professional,
playing radio and TV, as well as recordings,
required the player to play to a double high C
which is an octave above the high C of the
natural range of the instrument. And this is
precisely where we are today. However, this
leaves an additional two and one-half to be

. developed as the title of this article implies.

The remaining two and one-half octaves must
be developed in the pedal range of the horn.
This phase is absolutely necessary because
in developing the pedal tones lies the key to

Concert Confusion!

Famed violinist Jascha Heifetz gave a concert in Boston one winter. It was a
miserable snowy night and, as a result, the big concert hall, which normally seats
2500 people, had 12 in the audience. Heifetz came onstage and said, "I'm deeply
appreciative that you folks turned out, but under the circumstances, we're canceling
the show. Your money will be refunded at the box office.”

Everyone started to leave, but one man walked toward the stage and shouted, “Just
a minute, Mr. Heifetz. I'm a music lover. | put chains on my car and drove 20 miles
through this snow to see you. Won't you sing just ‘one’ song?”

—Contributed by Mary Lou Givens from Reader's Digest

developing the extreme high register.

At this point it is necessary to call attention
to the fact that the trumpet is the most difficult
of all brasses to produce the low pedal tones.
itis much more difficult to produce low tones
onthe trumpet than itis onits counterpart, the
cornet, because it is less conical.

Any notes played on the trumpet below the
lowest note of its natural range (F#), become
pedal tones for the instrument. So many
articles have been written by teachers and
authorities on the instrument that attack and
criticize players who spend practice time on
the pedal notes with statements to the effect
that little or nothing is gained by those who
practice the pedal tones on trumpet. |, on the
other hand, have set a strict regimen for my
students to the daily practice to pedal tones.
In my teaching, when working with students
who. lack range, my  approach and my
philosophy is that the road to the high register
is through the low register.

Practicing  pedal tones  utilizes the
strengthening and development of the facial
muscles that have heretofore had little if any,

- exercitation or stimulation; The longer and
. wider the pedal register becomes, the more

new:muscles are being affected, stimulated
and: activated. Through ‘practice and usage
these newly  developed muscles:: become

gradually stronger and eventually. aid and
~abet: the embouchure: both in increasing
- range and consistency .in the production of

the extreme high register. It is truly heart-
warming to hear students who previously had
extreme difficulty in playing. high' C, now:
capable of h:ttlng a double h|gh C with
amazing regularity.

- Developing the pedal tones is analogous to:

-the training: of a person who aspires. to: -
_become a weight lifter. He starts out very

carefully in-the beginning to avoid‘any strain
by lifting with caution and: circumspection.
those ‘weights he is certain he can easily

-*handie without stress: Then, as his strength

increases, so too the gradual increase in
weights. So it is with the development of the
pedal notes. | must at this time warn you that’
developing the low tones requires patience
and ‘determination. Another very:important
factor is the problem of intonation on these
notes and you must concentrate seriously on
this phase.:Beware of “scooping’ the pitch.
Focus your sound because attaining control
wiil be a constant challenge. Do not expect
the sound in the pedal register to have the
quality: that comes- in the natural - playing -
range. However, there will ‘be  some
improvement in: this category. Returning to
the  control 'and: intonation  factors, the
harmonic series 'in the. pedal: register- are
incalculably.close together and you will soon
discover. that:your pitch tendencies will be
strongly directed toward playing onthe sharp
side of the pitch. | can reassure you however,
that with slow and methodic practice these
obstacles will disappear. As the pedal register
begins to develop and the notes begin to
respond, consistency will then assert itself.
Now it is time for the player to begin work on
increasing his high register. These should be
done-a half step at a time and slurred, not
tongued. Work at this slowly and deliberately.




Do not strain and be careful not to cut or in aforementioned F natural with the 1st valve

any way injure the lips. Practice in the upper instead of resorting to the 1st, 2nd and 3rd
register should be done only in short periods valve fingerings which can be lipped to
of time. DONOT OVERTAX THE LIPS. Aftera become F natural, because this fingering

short but arduous practice session in the high
register, go immediately to playing pedal
tones again. This procedure will relax and

promotes more resistance and forces the
player to begin his consciousness of minute
aural perception and the change in tone
quality.

refresh the lips, more so, than even resting. Trumpet - Pedal Tone Fingerings

Playing in the pedal register relaxes the lips

after the pressure of the extreme high register by Joseph L. Bellamah

and allows the blood which is the life-line of
the muscles to recirculate freely and
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uninhibitedly from any pressure, and in turn,
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allows the embouchure and facial muscles to
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return to normalcy. 'eo' S % 3 3 ° o ? "9'2 =

Now, | shall notate for you my fingering 2 123 3
chart for the iow or pedal registers. Start with —
low C, one line below the treble clef, progress 7).
down diatonically for three full octaves from — — — — —
this starting note. At F natural, three lines 4 5 3 = — .__':— '-_:—__" =
below the treble clef, | have changed to the 1 12 13 s & o B =

: 123 o -e )

bass cief and am fingering the 2 12 13 \
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MUSIC BUILDING RECENTLY NAMED FOR DR JOSEP BELLAMAH

at A&I music building

Music students at Texas
A&I University will enjoy
the completed renovations
and improvements to the
Texas A&I music building,
renamed this spring for Dr.
Joseph L. Bellamah, A&I
band director.

The University System of
South Texas honored Bel-
lamah and his 18 years of
service to A&I by designat-
ing the music building the
Joseph L. Bellamah Music
Building. The building was
built in 1959.
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quishing them two years
ago for health reasons. -

A major remodeling. of
the building was completed
during the 1979-80 sehool

year. It included new: air

conditioning for the entire
building and the installa-
tion of a dehumidifier, ad-
ditional lighting and acous-
tical materials in the reci-
tal hall.

Changes have also taken:

place in the music depart-
ment faculty, with Dr.
Robert Scott assuming the

served as chairman.
Courses in guitar and
mariachi will continue in
their second year during
1979-80. Mariachi, which is
offered as an- ensemble
course, has been quite suc-
cessful at Texas A&l

The Mariachi Javelina:
rapidly-

are becoming.
known over - Texas and
throughout Mexico as a re-;
sult of frequent. perfor-
mances during the 1978-79

school year, e
Sunderman . ‘is facuff?

R I S WY ¥ PO PNy S S

The mariachi band con-:
sists  of  trumpeters,
guitarists and violinists.
The guitarists also smg
with the group.

With emphasis on per~,
formance, the music de-
partment sponsors a vari-
ety of concerts each year.:

Participants in these
concerts include depart-
ment organizations, indi-
vidual concerts by junior,
senior or graduate stu-
dents, faculty members

and performmg guest ar-
tiafa
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