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ABSTRACT
Woods, Demarr Ray. A Study of Prominent African-American Orchestral Trumpet
Players from 1970 to 2018. Published Doctor of Arts dissertation, University of
Northern Colorado, 2018.
Classically-trained African-American musicians often experience the world of
professional music differently from their peers in American orchestras. This dissertation
explores the African-American experience through case studies based on interviews with
five prominent orchestral trumpet players, all performers at the peak of their careers
between 1970 and 2018. Subjects discussed not only the racial issues affecting their
education, employment, and professional lives, but also offered insights regarding music
preparation, stress management, and their place in a world where they are
overwhelmingly outnumbered. While the primary goal of this study is to shine a light on
racism within classical music, it also calls attention to performing organizations and
educators that effectively identify and address racial inequality and act upon it. The
ultimate goal, however, is to lay the groundwork for a better tomorrow, a world in which
young African-American musicians are not only inspired, but encouraged to pursue
careers in orchestral trumpet playing. The ultimate goal, however, is to lay the
groundwork for a better tomorrow, a world in which young African-American musicians
are not only inspired, but encouraged to pursue careers in orchestral trumpet playing. The
results of this study could act as a catalyst for other instrumentalists of color who desire
to affect social change. Interview subjects included Langston Fitzgerald III, Billy Hunter
Jr., Tage Larsen, Lyman Brodie, and Rodney Marsalis. 	
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CHAPTER I
INTRODUCTION

Classically-trained African-American musicians often experience the world of
professional music differently from their peers in American orchestras. This dissertation
will explore the African-American experience through case studies based on interviews
with prominent orchestral trumpet players, specifically performers at the peak of their
careers between 1970 and 2018. Interviews will consist of questions allowing each
candidate to speak at length about issues regarding race and diversity that affect their
day-to-day lives as musicians and as ordinary citizens, in order to discern patterns
relevant to African-American musicians. The interviews will also include questions
regarding their education, employment, and experiences on the job. The dissertation will
focus on the social aspects of being an African-American orchestral trumpet player;
subjects will be asked to express their individual perspective regarding how they
achieved success in a field where they are so overwhelmingly outnumbered. While the
primary goal of the dissertation is to identify elements of racism within American
classical music, I also hope to present performing organizations and educators with tools
that better identify and address prejudice and racial equality within their institutions. In
doing so, I hope to lay the groundwork for a better tomorrow, a world in which young
African-American musicians are not only inspired, but encouraged, to pursue careers in
orchestral trumpet playing.
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Methodology
African-American trumpet players have held very few full-time positions in
major U.S. orchestras since 1970; among this number are found Langston Fitzgerald III,
Billy Hunter Jr., Tage Larsen, Lyman Brodie, and Rodney Mack Marsalis, five AfricanAmerican men who, at various points over the past fifty years, have performed with the
Chicago, Baltimore, San Diego, Barcelona, and St. Louis symphonies, the Orlando
Philharmonic, and the Metropolitan Opera Orchestra. Each of these men willingly
participated in this research effort. Each was eager to do his part to collect and preserve
their observations of life as African-American classical musicians during this time of
transition, and each was equally interested in addressing a broad pallet of issues AfricanAmerican musicians typically encounter as they attempt to reach similar professional
heights. By sharing their personal experiences, all five musicians brought their own
unique perspective to this project. Their first-hand accounts offer compelling information
that transforms our understanding of social changes, racism, and diversity within the past
fifty years. The primary goal of this dissertation is to show how changes in American life
in general are experienced by African-American musicians in the course of their daily
professional lives. I could not have accomplished this task without their involvement.
Each of the five musicians listed above was contacted in order to determine his
interest in participating in this project. Subjects were given a list of questions; each
interview presented these questions in the same order. Interviews were scheduled in
February and March of 2018. Audio and video recordings were made at the time of each
interview; written transcripts were compiled within a few weeks.1 Each subject was given
an opportunity to review a transcript of his interview, and when necessary, provide
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Interviews were conducted by using Skype, Facetime, and the telephone.
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clarification or corrections to his statements. Once transcripts were approved by the
subject, conversations were condensed and edited for publication in this document. Each
transcript, as approved by the subject, can be found in the Appendix. Sample interview
questions, contact letters, and Institutional Review Board (IRB) forms can also be found
in the Appendix.
It was expected that interviews might touch upon painful experiences, potentially
career-damaging information, or even information with possible legal implications. Even
so, each participant willingly elected to make his identity known to the public, without
qualification. I am especially grateful my subjects chose to go on the record, as my
ultimate goal with this dissertation is to not only identify and shine a light on these
practices but also show how many of these practices still exist. I also want to suggest
reforms and alternative measures to improve employment options and working conditions
for not only African-American orchestral trumpet players, but for all musicians of color.
Overview of Principal Subjects
My subjects were chosen because of their distinguished backgrounds in orchestral
trumpet performance and prominent positions in American orchestras.
Langston Fitzgerald III performed with the Baltimore Symphony from 1970 to
2003. Prior to his appointment as second trumpet in Baltimore, he was a member of the
St. Louis Symphony, the Baltimore Opera Orchestra, and Baltimore Choral Arts Society
Orchestra. A longtime educator as well as a performer, he has served on the faculties of
Penn State University, Howard University, The Peabody Conservatory of Music, Morgan
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State University, Catholic University of America, University of Maryland Baltimore
County, University of the District of Columbia, and Towson University.2
Dr. Fitzgerald received his Bachelor of Music Degree from Howard University,
and Masters and Doctor of Musical Arts degree from the Catholic University of America.
Notable former students include Billy Ray Hunter Jr. (principal trumpet with the
Metropolitan Opera Orchestra), and Tage Larsen (fourth trumpet with the Chicago
Symphony Orchestra).3 In 2013, Fitzgerald’s achievements as an educator were
acknowledged when he was awarded the Kennedy Center/Stephen Sondheim
Inspirational Teacher Award.4
Billy Ray Hunter, Jr. is principal trumpet of the Metropolitan Opera. Prior to his
current appointment, Hunter served as principal of the Spoleto Festival Orchestra and the
New World Symphony. He has also performed with the New York Philharmonic, Dallas,
Boston, and Baltimore Symphonies. He won the prestigious Roger Voisin Trumpet
Award as a fellow at the Tanglewood Music Center and received first prize in the
Kingsville (Texas) International Solo Competition. A graduate of both the Juilliard
School and the University of Texas at Austin, his principal teachers include Langston
Fitzgerald III, Mark Gould (former principal of the Metropolitan Opera), and Raymond
Crisara (former trumpet with Metropolitan Opera and NBC Symphony).5
Tage Larsen is currently performing in the Chicago Symphony Orchestra, the first
African-American to earn permanent membership in that organization. Prior to his
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Langston Fitzgerald III, faculty biography, Pennsylvania State University,
http://music.psu.edu/faculty/langston-j-fitzgerald-iii, accessed 2 February 2017.
3
Ibid. Thomas Hooten, principal trumpet with the Los Angeles Philharmonic, also sought out
Fitzgerald for lessons, but on an occasional basis.
4
Ibid.
5
Billy Ray Hunter Jr., musician biography, Metropolitan Opera, www.metorchestramusicians.org/
billy-r-hunter-jr/, accessed 11 February 2017.
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appointment in 2002, he performed not only with the Saint Louis Symphony and the
Annapolis Symphony Orchestra, but with “The President’s Own,” the U.S. Marine Band,
where he held the position of solo cornet. His principal teachers include Langston
Fitzgerald III and Barbara Butler.6
Lyman Brodie is principal trumpet of the Orlando Philharmonic; he has served in
this position since the orchestra’s inception in 1993. Mr. Brodie has also performed as
principal trumpet in the Dallas Wind Symphony and the Black Music Repertory
Ensemble. In addition to his role as a performer, Brodie is also Associate Dean of the
College of Arts and Sciences and Humanities and Professor of Music at the University of
Central Florida in Orlando. He has served as a grant review panelist for the National
Endowment of the Arts, as a board member of the Chamber Music Directors of the
Orlando Philharmonic, and as an Advisory Board member of the Arts Presenters.7
Rodney Mack Marsalis has performed with the symphonies of Colorado, San
Diego, Richmond, and Barcelona, and the Chamber Orchestra of Philadelphia. At
nineteen he performed as a soloist with the Boston Pops and New Orleans Symphony.
He later made the world premiere recording of Sonata for Trumpet by renowned AfricanAmerican composer Adolphus Hailstork. Founder and principal trumpet of the Rodney
Marsalis Philadelphia Big Brass (Ensemble), he is a graduate of the Curtis Institute of
Music and a recipient of the Seiji Ozawa Award for Outstanding Musicianship at the
Tanglewood Music Center.8
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Tage Larsen, musician biography, Chicago Symphony Orchestra,
http://cso.org/about/performers/ chicago-symphony-orchestra/trumpet/tage-larsen/, accessed 11 February
2017.
7
Lyman Brodie, faculty biography, University of Central Florida,
https://music.cah.ucf.edu/staff.php? id=10, accessed 9 January 2018.
8
Rodney Mack Marsalis, musician biography, The Rodney Marsalis Philadelphia Big Brass,
www.rmpbb.com/artist.php?view=bio&bid=1475, accessed 9 January 2018.
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Project Relevance
Students invest years of study and practice at conservatories and music schools
across the nation in preparation for the opportunity to audition for a position in a major
orchestra. However, many African-American musicians have been harassed during
auditions. Verbal abuse, for example, has been reported by prominent musicians of color
including Robert Watt, former assistant principal horn with the Los Angeles
Philharmonic.9 Watt’s autobiography, The Black Horn, includes many examples of
prejudice encountered on the job including one story that relates how, during his audition
for the Los Angeles Philharmonic, he was asked by a panelist to play a different horn,
one issued by the LPO. Watt reports that he shrugged his arms and said “a horn is a
horn,” at which point the panelist replied “Don’t shrug your shoulders and don’t be too
confident, just play!”10 Situations such as this one, while unusual, are not uncommon
experiences among African-American musicians.
African-Americans continue to endure social injustice even in venues that present
music at the highest level. As recently as October 2017, for example, a hanging noose
was found in the men’s orchestra dressing room at the Metropolitan Opera. There are
only two African-American members of the orchestra – Billy Hunter Jr. and Weston
Sprott. While New York’s creative community expressed shock over the event within
hours, the city labelled it not as a hate crime, but as a possible hate crime.11

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
9

Erin Aubry Kaplan, “It’s a Horn of Plenty,” Los Angeles Times (20 January 2008), http://articles.
latimes.com/2008/jan/20/entertainment/ca-watt20 (2008), accessed 29 October 2017.
10
R.L. Watt, The Black Horn: The Story of Classical French Hornist Robert Lee Watt. New York
NY: Rowan and Littlefield, 2014, 103. This incident was one several occurrences that Watt expressed as
discriminatory abuse during his audition process.
11
Tina Moore, “Noose Found Inside Met Locker Room,” New York Post (23 October 2017),
http://nypost.com/2017/10/23/noose-found-inside-met-opera-locker-room/, accessed 24 October 2017.
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Racial inequity has not gone unnoticed among symphony managers, but few have
realistic plans on how to address it. As recently as April 2017, Brent Assink, former
executive director of the San Francisco Symphony, commented that the AfricanAmerican community has always been outside his orchestra’s reach. “We don’t have the
resources to slot ourselves into a logical relationship with the African-American
community, a relationship built on the kind of cultural tradition we have in other
communities. If you don’t have that connection, the effort feels forced; it feels artificial,
and then, I think, you’re worse off than if you didn’t do anything at all.”12
Aaron Dworkin, the president and founder of the not-for-profit Sphinx
Organization and former dean of University of Michigan’s School of Music, Theatre and
Dance, offered a stinging critique of the orchestra field during a speech at Carnegie Hall,
saying that symphonies aren’t doing nearly enough to diversify their ranks through
recruitment or fellowship programs.13 Indeed, he went so far as to say American
orchestras are in fact significantly failing in their efforts to hire musicians of color,
especially African-Americans.14
African-American musicians are routinely associated with vernacular music with
African-American origins such as jazz, funk, hip-hop, rap, gospel and other popular
forms. According to Aaron Flagg, Director of Educational Outreach at The Juilliard
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MacNamara, “Brent Assink.” During Assink’s eighteen-year tenure at the San Francisco
Symphony, he established relationships with every elementary school in the local school district through a
program called Adventures in Music. The goal was to not only reach out to students, but also to their
parents. Unfortunately, as music classes were cut from school curricula the already unbalanced relationship
between African-Americans and the orchestra was exacerbated and Adventures in Music was ultimately
abandoned.
13
Brian Wise, “Orchestras Must Recruit More Black and Latino Musicians, Says Sphinx
President,” Radio Interview, WQXR-New York (8 October 2013). www.wqxr.org/#!/story/orchestrasrecruit-black-and-latino-musicians-says-sphinx-president/, accessed 17 February 2014. Dworkin says
efforts to recruit women and Latino musicians are similarly failing.
14
Ibid.
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School, “Skilled instrumentalists of color are being aggressively recruited; however,
they’re being recruited to perform non-symphonic music – jazz, gospel, musical theatre,
or other popular forms – or they’re being recruited to teach.”15 Similarly, Robert Watt
reports that after playing through the required excerpts at his Chicago Symphony
audition, the CSO’s principal horn asked him to perform something in jazz. “I thought
being Negro that you played jazz.”16
Stereotypes regarding African-American musicians abound in classical music, a
situation that will need to change dramatically if hiring equality is to ever be achieved in
this nation. Fortunately, an increasing number of music industry leaders agree. Over the
past two decades a handful of orchestras including the Detroit and Baltimore symphonies,
have partnered with local school districts to create programs tailored to AfricanAmericans. The partnership includes students at all instruction levels from elementary,
middle school, and high school programs to college- and professional-level programs.
Greater diversity in the classroom, as well in district hiring practices, are other areas
experts have identified as potentially beneficial, not only in regard to increasing
community-wide interest in classical music but also in creating a new generation of
musicians and patrons who would put music ahead of the performer’s race or gender.17
Sadly, even when an African-American musician has met the musical
requirements set by the orchestra, there may still be other obstacles to overcome. The
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Aaron Flagg, “Extend an Invitation: Those who welcome and nurture minority talent will reap
the benefits.” Conference address, League of American Orchestras, (2003). www.americanorchestras.org/
knowledge-research-innovation.html?task=view&id=605, accessed 24 June 2017.
16
Watt, The Black Horn, 107.
17
In Classical Music, Racism, and Perceptions: A Reference Source for Recounting of AfricanAmerican Pioneers and Contemporaries (New York: African Tree Press, 2015), Otis Alexander expresses
the frustration of many in the African-American music community when he laments, “With all the
discrimination in classical music against African-Americans … (as far as the schools are concerned, we)
would just as well close [our] music books, crawl under a table, and sing Kum-ba-yah.” (160).
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failure of American schools to seriously promote classical music to African-American
students as a viable career option, for example, means that orchestras in the U.S. are often
not able to attract and hire qualified African-American musicians in numbers even
remotely proportional to those related to those of European or Asian descent.18 Indeed, a
1994–1995 study commissioned by the League of American Orchestras indicated that
African-American musicians made up only 1.31 percent of all musicians in American
orchestras.19 Twenty years later in a racial and ethnic study conducted in 2016, the
League reports that these figures have increased only modestly, to around 1.8%.20 There
are only a few major orchestras that actively pursue the recruitment of African-American
musicians, namely Pittsburgh, Detroit, and Baltimore. As a result, when AfricanAmerican musicians are considered at all, recruitment efforts begin only at the semiprofessional level.

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
   	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
18

Mark MacNamara, “Brent Assink Maneuvered the San Francisco Symphony Through the Early
21 Century. Here is What He Learned,” San Francisco Classical Voice (4 April 2017),
www.sfcv.org/article/ brent-assink-maneuvered-the-sf-symphony-through-the-early-21st-century, accessed
24 June 2017.
19
Susan Elliot, “Breaking Through,” Symphony Magazine 61/4 (July-August 2010), 44–49. The
study includes data collected from 189 member orchestras.
issuu.com/Americanorchestras/docs/symphonyonline _jul_aug_2010, accessed 11 February 2017.
According to Elliot, 189 orchestras responded to the study. To put these numbers in perspective, U.S.
Census figures indicate that people identified solely as African- American constituted only 12.1% of the
national population in 1995; twenty years later this same group represented 12.6% of the national
population. The numbers could be muddled given changes in recording procedures. In the early twentieth
century anyone with a drop of African-American blood was considered Black. However, in the early
twenty-first century, Americans now have the option of selecting a single race, a combination of races, or a
combination of racial and ethnic identities when responding to census questions regarding race and
ethnicity. This change in recording procedure may play a role in the rise in Hispanics in the U.S. during this
same time period. In 1990, Hispanics accounted for 9.0% of the total population; in 2010, they accounted
for 16.3%. See “Historical and Ethnic Demographics of the United States,”
https://en.wikipedia.org/wiki/Historical_racial_and_ethnic_demographics_of_the_United_States, accessed
23 February 2018.
20
James Doeser, “Racial/Ethnic and Gender Diversity in the Orchestra Field: A Report by the
League of American Orchestras.” (New York: The League of American Orchestras, 2016), 3–4.
Commissioned by the League with research and data analysis by Dr. James Doeser, this pioneering study
reports on gender, ethnic, and racial diversity in American orchestras among musicians, conductors, staff,
executives, and board members since 1970.
st
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Currently only two African-American trumpet players are employed in the top ten
U.S. orchestras, (the Chicago Symphony and the Metropolitan Opera Orchestra) each of
them winning their positions since 2002.21 As noted earlier, only a few orchestras have
taken steps toward creating equal employment opportunities for African-Americans and
other people of color; the most notable being The Sphinx Symphony, The Black Pearl
Orchestra, and The American Studio Orchestra. These organizations are, for the most
part, comprised largely by people of color; men and women who have made guest
appearances in leading American orchestras including the New York Philharmonic,
Cleveland Orchestra, Los Angeles Philharmonic, Atlanta and Baltimore Symphonies. In
addition to performing careers, these musicians are also on faculty at some of the nation’s
top music schools, playing critical roles at institutions such as the New England
Conservatory, the Peabody Institute of the Johns Hopkins University, and the University
of Michigan.
With this dissertation, I hoped to demonstrate the difficulties African-American
orchestral trumpet players face – during their training, at auditions, and on the job. Data
collected in the course of my research should lead to a greater awareness of racial and
social prejudices faced by African-American musicians. By sharing the experiences of
five of today’s leading African-American orchestral trumpet players, I hoped to enlighten
educators, orchestra leaders, audition committees, and others charged with the training
and employment of African-American musicians to the role they play in the process (or
could play, in the future), with the overall goal of increasing the number of AfricanAmerican musicians employed in classical music. I also hoped to inspire young African	
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Beth Greenwood, “Salaries of Symphony Orchestra Musicians,” International Conference of
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American music students to pursue their interest in orchestral trumpet playing, to show
them that they are not alone, and that African-American musicians are already working in
some of the nation’s finest performing ensembles. Ultimately, I hoped to ease their way
into the field, to help them overcome the challenges they will surely meet, and where
possible, to lay the groundwork for more effective partnerships with conductors, audition
committees, symphony boards, and audiences, as we join together to establish true
equality in American classical music.

	
  

CHAPTER II
RACISM IN AMERICAN MUSIC

No refuge could save the hireling and slave
from the terror of flight or the gloom of the grave,
And the star-spangled banner in triumph doth wave,
o’er the land of the free and the home of the brave.1

Americans are today increasingly sensitive to the lyrics of the third verse of The
Star Spangled Banner, noting how it reveals the fledgling nation’s view of AfricanAmericans. Written in 1814 by Francis Scott Key to the tune of a well-known English
drinking song, Key was an attorney. Among his most famous cases to argue before the
Supreme Court was the case of U.S. v. Reuben Crandall, in which he defended the rights
of his fellow slaveholders against the emerging abolitionist movement. Revealing his
personal bias, he commented that Black people were “a distinct and inferior race, which
all experience proves to be the greatest evil that afflicts a community.”2 The StarSpangled Banner was not officially adopted as the national anthem until 1932, but for
those who are familiar with the lyrics of it third verse, the song can be a painful reminder
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that African-Americans were not initially included in the nation’s mandate to be a home
of freedom, justice, and liberty for all.
Throughout the nineteenth century, Americans from all walks of life enjoyed
minstrel shows. Performances were priced from a nickel a seat, low enough to allow
anyone entry. Through the use of raucous on-stage entertainments, vulgar humor, and
catchy songs, minstrel shows emerged as the first quintessentially American theatrical
form.3 Early minstrel shows, those dating from before 1830, lampooned most everyone
in American society, but as the abolitionist movement gained steam, African-Americans
soon became the focal point of most minstrel shows. White audiences, in particular,
enjoyed the racial stereotypes presented, be they Mammy, Bucks, Sambo, Topsy, Coons,
Jim Crow, or Zip Coon. By the 1840s, minstrelsy was the most popular form of
entertainment in America.4
In the beginning, White actors created these roles as stock characterizations of
African-Americans. Topsy and Sambo, for example, were lazy simpletons, content to
spend their days on the plantation working as slaves eager to return to the massa’s side
after the war. Mammy was a mother figure to both Black and White. Often fat and darkskinned, Mammy doled out homespun, practical advice derived from her experiences
working with families from both races.5 The Buck was sexually-charged, violent, and
frenzied as he lusted for white flesh. No greater sin hath any Black man.6 With the
exception of Stephen Foster’s songs and a handful of works from other composers, most
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of the music associated with minstrel shows do not have a permanent position in history.
Unfortunately, the same cannot be said of the stereotypes that were created on stage. The
imagery of African-Americans as lazy, insolent, uppity, and in desperate need of the
protections only White Americans could provide, continue to plague American society
even today, almost two centuries after minstrelsy first emerged.
Blackface, a distinct type of minstrelsy, emerged in the years leading up to the
Civil War. White performers applied burnt cork and bright red lip paint to their faces,
wore ratty clothing, and ethnic wigs. After the war, as Blacks entered theatrical life,
African-American performers continued the practice.7 Minstrelsy dehumanized AfricanAmericans and comforted White audiences through racial stereotypes that affirmed
existing social prejudices and underscored the Negro’s need for White leadership.
Blackface reduced the status of African-Americans still further through the creation of
stock characters such as Jim Crow and Zip Coon.
Thomas Dartmouth “Daddy” Rice first portrayed Jim Crow on November 12,
1832 when he premiered the song, “Jump, Jim Crow.”8 It was an overnight sensation and
Rice’s fame grew as the song spread across the nation, across towns one whistler at a
time, over land from one theatre to another, or by means of the nation’s growing network
of riverboats and barges. The melody was catchy and the words were simple to
remember, but most of all, the song inspired a series of buffooneries that ultimately led to
the development of vaudeville and musical theater:
Come listen all you galls and boys I's jist from Tuckyhoe,
I'm going to sing a little song, my name's Jim Crow,
Weel about and turn about and do jis so,
Eb'ry time I weel about and jump Jim Crow.
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Oh I'm a roarer on de fiddle, and down in old Virginny,
They say I play de skyentific like Massa Pagannini.
Weel about and turn about and do jis so,
Eb'ry time I weel about and jump Jim Crow.
I went down to de riber, I didn't mean to stay,
But dere I see so many galls, I couldn't get away.
Weel about and turn about and do jis so,
Eb'ry time I weel about and jump Jim Crow.
I git upon a flat boat, I cotch de uncle Sam,
But I went to see de place where de kill'd Packenham.
Weel about and turn about and do jis so,
Eb'ry time I weel about and jump Jim Crow.
And den I do to Orleans and feel so full of fight,
Dey put me in de Calaboose and keep me dare all night.
Weel about and turn about and do jis so,
Eb'ry time I weel about and jump Jim Crow.9
Created by Bob Farrell for New York minstrel show audiences in 1832, Zip Coon

was another famous minstrel character. Unlike Jim Crow’s portrayal of four million
uneducated Southern slaves, Zip Coon lampooned a much smaller demographic –
400,000 free, urban, well-educated African-Americans residing in the North. The
character mocked free men of color by exaggerating their dress, speech, and cultural
interests; and like Jim Crow, Zip Coon had his own unique theme song, music that
heralded his arrival and prepared the audience for the comedy soon to follow. The
melody of “Zip Coon,” the character’s theme song, was based on “Turkey in the Straw,”
a tune familiar to most Americans when the character was introduced and a melody that
remains popular today. Painting all upwardly mobile African-American men as “uppity”
pretenders, the song encouraged audiences to laugh at educated Blacks. What’s more,
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because it was illegal for slaves to obtain an education,10 Zip Coon informed Southern
Blacks that it was useless to challenge the existing social order, that no matter how
educated or refined they might be (or someday become), they would always be
subservient to Whites since – in America – skin color was ultimately more important to
social advancement than education or class.
The character’s name is derived from the racial slur “coon,” a term frequently
applied to African-Americans, and which throughout the nineteenth century broadly
characterized all Black people as “no-account n*****s,” who were “unreliable, lazy,
subhuman creatures … good for nothing more than eating watermelons, stealing
chickens, shooting craps, or butchering the English language.”11
Whether minstrel songs lampooned the 400,000 free Blacks living in the North or
the four million people being held as slaves against their will in the South, minstrelsy reenforced the existing social pyramid: African-Americans were property and White slave
owners were doing “the right thing” by keeping a group of helpless, uneducated people
“gainfully employed.” The truth is Zip Coon was a mockery of African-Americans; his
character humiliated educated people of color by undermining the way they spoke,
dressed, and how they carried themselves in society. In a nation increasingly divided over
the issue of slavery, Zip Coon reassured nervous Whites that, through humiliation and
derision, even the most educated Blacks could be kept in their place.
Minstrel shows remained popular with the public throughout most of the
nineteenth century, with Reconstruction-era shows continuing to feature African	
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American characters and storylines, even after the Civil War and the abolishment of
slavery. Indeed, minstrelsy lent the era the name of its most famous character to describe
a series of laws intended to roll back the rights and privileges of African-Americans to
participate more fully in society after the Civil War. “Jim Crow” laws institutionalized
racial attitudes after the Civil War and their overturn soon became the focal point for
many leaders in the African-American community from the Reconstruction Era (18631877) through the Civil Rights Movement (1954-1968).12
Jim Crow legislation sought to limit the mobility of African-Americans by
passing The Louisiana Separate Car Act of 1890. This law demanded that people of color
be required to be separated in public transportation conveyances.13 This separation of
cultures had a tremendous effect on how Black and White societies interacted with each
other and also on how African-Americans treated each other. Indeed, the laws even
defined who was African-American and who was not.
In my home state of Louisiana, for example, French, Spanish, Creole, Native
American, and African-American communities have existed side by side for centuries.
Creoles and light-skinned African-Americans had frequently intermingled in White
society and in some cases, they “passed as White.” In general, their everyday life
experiences differed greatly in comparison to their darker-skinned counterparts. These
African-Americans were of mixed African, European and or Native American descent.14
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This phenomenon is not new to this era or to Louisiana. However what is unique is how
this occurrence affected music.
Persons of French and Spanish descent in New Orleans began referring to
themselves as Creoles after the Louisiana Purchase to set themselves apart from the
Whites who moved into the area.15 Creoles were French-speaking residents whose
heritage could be Black, White, or mixed raced, but generally speaking, they were placed
higher in society than Blacks and all English-speaking Americans. Creoles practiced the
religion of Catholicism, and this practice did not diminish the disdain that Creoles had for
African-Americans or their desire for separation in class and culture.
The Catholic Church did not wield much power in the slave society of New
Orleans, despite the fact that a majority of the population-------White, Colored, and Black;
free and slave-----were Catholic. Catholic slaves experienced brutality from their Catholic
masters just as Protestant slaves did from Protestant masters. Moreover, the Catholic
Church was the single largest slaveholding entity in the colony.
This status did not inhibit the will of some Spanish clerics to transmit liberal
social practices and radical French ideas of liberty to their racially integrated churches in
the city. Such efforts, however, had little effect on the White supremacist culture
following the Louisiana Purchase of 1803 and the influx of American migrants. Racism
was a part of every American system that held African slaves and did not disappear when
blacks and mulattoes became free citizens and economic and social competitors. The
Louisiana system of slavery was an organ of the American system, and thus a White
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supremacist society.16 Creoles demanded Creoles were leaders in business agriculture,
politics, and the arts, and some Creoles even owned slaves.17 Because of their place in
society, Creoles regarded African-Americans as crude and lower class.
This viewpoint seems disheartening because the Creole community was still a
race of people who had pigment in their skin and were descendants of African people.
When met with an opportunity to escape stark racism and to be accepted as an equal by
Whites, the Creoles took advantage of the social-class shift and began to create a culture
that could possibly benefit all Americans. During Reconstruction in Louisiana, Creoles
were allowed to attend public school along with Whites, as well as public venues
including the French Opera House. This social shift would ultimately be short-lived
because of changes in “Jim Crow” laws in America. In 1877, all United States federal
soldiers were withdrawn from the former Confederacy and White dominance was
violently reinforced.18
Creole musicians were classically trained performers who played in orchestras,
string quartets, and supplied the city with musicians for White and Creole functions,
including waltzes, polkas, schottisches, quadrilles, habaneras, and quadroon balls.19 The
quadroon balls were masked events where White men went to select a mistress of Creole
descent or those who were believed to be quad Black or “one-fourth” Black.20 AfricanAmericans were exclusively barred from these events. During this time the AfricanAmerican community also had its own music scene that consisted of brass bands that
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performed in parades for the Mardi Gras season, births, funerals, dances, picnics, and
worship. African-American also were a part of minstrel companies that performed
plantation ditties, operatic overtures, waltzes, and “coon songs.”21
Nationally, after the Civil War, brass bands became very popular and this was
particularly auspicious for the city of New Orleans because of its robust immigrant
population. This combination of immigrant migration and the brass band popularity
created a platform for bands of various descents to be formed including German, Irish,
Italian, and African-American bands.22
In 1890, after Reconstruction, the freedoms that the Creoles enjoyed were brutally
taken away by Southern Whites with new Jim Crow laws that defined the idea of separate
but equal. Homer Adolph Plessy, a New Orleans Creole, decided to test the new laws by
boarding a “Whites only” section of an excursion train. He attempted to explain that he
was indeed “seven-eighths” White but he was quickly met by the police and arrested and
convicted.23 This case would receive national attention and was eventually brought before
the Supreme Court of the United States as Plessy vs. Ferguson. The Supreme Court
upheld his conviction. This was a clear message to the Creoles and all other people of
color that separate but equally was constitutional.24
In addition to the separate but equal ruling, the Louisiana legislature re-wrote
voting laws to allow participants whose “grandfather was not a slave” to be allowed to
vote.25 These purely racial indignities that were written into law had a particularly
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positive affect on the music produced by African-Americans and Creoles moving
forward.
Now that Creoles and African-Americans were placed under the same racial,
class, and socio-economic umbrella, they began to collaborate musically. The music that
they created used elements of ragtime, blues, classical, and church music. This
collaboration created a new art form that was essentially based in improvisation and
relied on musical democracy.
One of the most famous Creole musicians to take part in this collaboration was
Freddie Keppard. Keppard was born in New Orleans, Louisiana in 1889. He was a
prominent cornetist and member of the Original Creole Orchestra.26 By 1915 the music
that had been incubating within the African-American and Creole community began to be
called jazz.27 Never being recorded, in 1915 The Victor Talking Machine Company
offered to record Keppard and his Original Creole Orchestra with the condition that they
audition without pay. Keppard refused. He was insulted to be asked to perform for free.
He also feared other musicians would copy his unique cornet style.28
Subsequently, the first recording of jazz was made on January 30, 1917 by an allWhite ensemble called the Original Dixieland Jazz Band (ODJB).29 Nick LaRocca, the
cornetist and bandleader of the ODJB called himself the Christopher Columbus of Music
and the creator of Jazz.30 Although jazz was performed all over New Orleans by Freddie
Keppard and the Original Creole Orchestra, LaRocca states, “that his and all jazz music
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was an exclusively White creation and that Black people had nothing to do with it. Many
writers have attributed this rhythm that we introduced as something coming from the
African jungles and crediting the Negro race with it, my contention is that the Negros
learned to play this rhythm and music from the Whites. The Negro did not play any kind
of music equal to White men at any time.”31
Keppard’s plight of not recording jazz first was an American tragedy, in that
African-Americans and Creoles of this time had no civil rights, musicians unions, or any
systems in place that would protect them. Keppard made a decision that seems natural of
the time in which he lived. Many African-American musicians of the time found the
name “jazz” distasteful as well as current prominent musicians within this idiom,
including New Orleans native and international jazz trumpet artist Nicolas Payton.
Payton viewed the term as derogatory as he states, “I am dissing the name, jazz. Just like
being called a N****r affected how Black people felt about themselves at one time, I
believe the term jazz affects the style of playing. I am not a N****r and I am not a jazz
musician. Jazz is an oppressive colonialist slave term and I want no part of it. Sick.”32
As early as 1926, the swing bandleader Paul Whiteman describes the term “jazz”
as a slang phrase of the underworld with a meaning unmentionable in polite society.33
The term is also thought be derived from New Orleans ------from the jasmine perfume
allegedly favored by the city’s prostitutes, or from jezebel, a common nineteenth-century
term for a prostitute, or as a synonym for sexual intercourse in Storyville, Louisiana
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where some brothels were said to have been called “jays’n houses.”34 Jazz, through its
controversial name, had evolved into an art form that was purely American.
A Place of Our Own
Jazz has been a provocative subject since its conception. However AfricanAmericans created an art form that mirrored the social requirements of being successful
as a person of color in America. Jazz has many components that speak to the racial
democratic predicament that African-Americans face daily. The essence of jazz is
improvisation. This concept is a skill that has sustained African-Americans for their
entire existence in America. This life-mirroring improvisatory art was needed to sustain
the many atrocities that African-Americans, faced including the resurgence of the Ku
Klux Klan, which claimed the lives of more than seventy African-American veterans
in 1919, many of whom were still wearing their World War I uniforms.35
During the Jazz Age of the 1920s, African-Americans still lived as second-class
citizens while Whites desired to challenge the Victorian Age of their parents. AfricanAmericans were determined to affect change in their own community and in their music.
A significant opportunity came in 1921 with the creation of Black Swan Records.36
Black Swan Records was the first major African-American owned record company in
America.37 The founder of Black Swan records was Harry Pace, an activist and
businessman who desired to elevate the African-American community through music.38
His goal was to create a platform for African-American musicians to record various
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genres of music including blues, ragtime, opera, spirituals, and classical music. Black
Swan Records was initially economically viable selling over 400,000 records in its
first year.39
Harry Pace desired to create a company that would be viewed as upstanding
and elite. Although BSR recorded many different genres, it distanced itself from the
African-Americans in the working class.40 Many famous musicians including blues
singer Bessie Smith were initially turned away by BSR because Harry Pace was only
interested in blues music that was acceptable only to the point that it did not threaten
middle-class respectability.41
BSR went on to hire Whites to record on the label but required that they use
African-American pen names.42 This concept was antithetical to its original goal of
promoting African-American artists. In the aftermath of the concept of creating a place
for African-Americans in the music business, other companies realized that there was a
very lucrative market in catering to the African-American community. As a result of this,
the concept of “race records” became popular.
The General Phonograph Company created the OKeh label that launched a series
called Original Race Records.43 These records were specifically marketed to the Black
community. Many great musicians including Louis Armstrong, Fletcher Henderson, Ethel
Waters, and Alberta Hunter were on the label.
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Although the country was still segregated, the music scene did not adhere to this

law. Musicians of different ethnicities including Benny Goodman, Teddy Wilson, Gene
Crupa, and Lionel Hampton began to challenge the status quo. These musicians formed
the Benny Goodman Quartet. Initially, promoters worried that integration would hurt
business.44 The ensemble was made up of extremely talented instrumentalists whose
musical ability was unmistakable regardless of race.
The question of whether White audiences would stand for seeing Blacks and
Whites playing together — at least when it came to the best-known band in the country —
seemed to have been answered by the success of the ensemble.45 This marketing venture
would continue as many Americans began to move their interest to listening to the radio
and buying records. The name “race records” would continue during the years after
World War II and into the movement of Rock and Roll and Rhythm and Blues.46
After World War II music formed much of the context for the beginning of racial
and social change in the United States. American culture was being re-shaped by the
interracial music scene of the 1950’s. However, the progress of change in America would
be slow and tedious. Many African-Americans sought ways to improve their everyday
lives and even more, their place in society. African-Americans used the music industry to
gain forward motion towards social and economic equality.
Although African-Americans including Jimmie Hendrix, Chuck Berry, and Little
Richard were creating a new genre of music and gaining the financial capital to draw
attention to mainstream America, but they were also being studied and copied by White
musicians. Elvis Presley, Janis Joplin, Mick Jagger, and the Beatles began to adopt a
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style that mimicked many of the popular aspects of the African-American sound. Presley
mimicked the African-American songwriter Otis Blackwell on recordings such as “All
Shook Up” and “Don’t Be Cruel.47 Presley continued this type of mimicking of other
African-American recording artist including Arthur Crudup, and his song “That’s All
Right, Mama.”48
The whitening of rock and roll music is a subject that has generally been
approached by casting the music’s re-racialization as just one more iteration of a broadly
trans-historical phenomenon of White-on Black-culture theft.49 In this telling, the
appropriation of Black musical styles by performers ranging from Elvis Presley to John
Lennon to Janis Joplin is held as conceptually and ethically contiguous with a singular
tradition of plunder most fundamentally exemplified in the practice of blackface
minstrelsy.50
This practice has been customary since the years of minstrelsy, as White
musicians would take plantation melodies that were derived from authentic Black songs
and spirituals, and turn them into formal compositions to be performed by Whites
“blacked up” as Blacks, and even more, Blacks “blacked up” as Whites playing Blacks.51
The appropriation of Black culture was not only found in the performance of
Black music, this phenomenon was also exacerbated by White deejays using cultural
terms, slang, and slogans that were associated with Black culture. Alan Freed, commonly
known as the “father of Rock and Roll” and a former deejay on the Black-oriented radio
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station WJW-Cleveland, copied the style of Black deejays by using the term “Rock and
Roll” to catalog the music that he played on the radio.52 During this time the term “Rock
and Roll” often appeared in Black music as a euphemism for sex.53 Even with the
appropriation of African-American music by Whites, African-Americans continued to
gain confidence in themselves as musicians and as a people.
Throughout the 1950’s, many African-American musicians contributed greatly to
the new and evolving genre, and they had enough of a presence to provoke the wellknown White backlash. But while they were gaining some financial traction and notoriety
from Rock and Roll, there were African-Americans who were also interested in
performing classical music. African-Americans wanted. This phenomenon was not new
to this generation, but the climate of social change for people of color was evolving with
the start of the Civil Rights movement of 1954-1968. Originally founded in 1933, the
New Negro Alliance, an African-American organization created to fight for Civil Rights
through organized picketing and protest, contributed to the rise in social class for
African-Americans.54 African-Americans began challenging the status quo on seemingly
every front. In addition to fighting for civil rights in America, African-American
musicians also demanded to be represented in every facet of American culture. This fight
for cultural representation would also take place within the classical and orchestral world.
While attempting to assimilate to life in the orchestral world, African-Americans
were met with opposition from both Whites and Blacks. If African-Americans did not fit
a prescribed stereotype, they were to be placed on a social island, where it was
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commonplace to be ostracized. African-Americans seemed shocked or amazed that other
African-Americans would choose to play Classical music. Robert Watt, former assistant
principal horn of the Los Angeles Philharmonic said, “To them, I was a Black man
operating in the “real White world,” and not the White world they superimposed on
themselves.”55
This world that was superimposed was one of oppression instituted by cultural
racism. While mingling in Los Angeles social circles, Watt mentions the AfricanAmerican social class called the “Black Bourgeoisie.”56 Watt described them as “being
totally into being in the second-class White citizenship.” This Black middle-class group
did not want to be accepted even as themselves, they wanted any self that the mainstream
dictated.57 This group of African-Americans did not identify with their own culture. Their
aim was to whiten black culture.58 This suggests that African-Americans within this
social scene prided themselves on all but abandoning the essence of Black culture.
African-Americans wanted only to be a part of the American dream and be afforded the
same constitutional rights, and access to the same social class as their White counterparts.
Conclusion
African-Americans have succeeded despite seemingly countless ploys created by
Whites to stop or stifle their progress in both music and life. This long and tedious
process of achievement through adversity is an accomplishment that should be celebrated
by all people. The areas of racism in American music explored in this chapter are only a
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sample of the innumerable atrocities endured by African-Americans. The chapter also
shows the progress of African-Americans through various genres of American music.
This progress continues to gain momentum across socio-economic, political, and musical
lines.
The musicians of the next generation were insulated with a long history of
perseverance and success. It is with this legacy that we as Americans have the courage
and fortitude to make music regardless of the social obstacles that are presented. In the
following chapter, the five musicians chosen for this study will reveal a number of unique
career paths in orchestral trumpet playing. The path that was presented in this chapter
helps to make the succeeding chapter in this dissertation possible.

CHAPTER III
CASE STUDIES
The five subjects chosen for this study were contacted in advance and were sent a
list of questions that were to be asked during their interview. Each candidate agreed to
answer all questions on the questionnaire. Interviews were held in February and March of
2018. Once edited, interviews created a platform for each musician’s story. Unedited
interviews can be found in the Appendix.
Case Study No. 1 — Langston Fitzgerald III
Langston Fitzgerald III, born 17 September 1944, performed with the Baltimore
Symphony from 1970 to 2003. Prior to his appointment as second trumpet in Baltimore,
Dr. Fitzgerald was a member of the St. Louis Symphony, the Baltimore Opera Orchestra,
and Baltimore Choral Arts Society Orchestra. A longtime educator as well as a
performer, he has served on the faculties of Penn State University, Howard University,
The Peabody Conservatory of Music, Morgan State University, Catholic University of
America, University of Maryland Baltimore County, University of the District of
Columbia, and Towson University.1 Fitzgerald received his Bachelor of Music Degree
from Howard University, and his Masters and Doctor of Musical Arts degrees from the
Catholic University of America.

1

Langston Fitzgerald III, faculty biography, Pennsylvania State University,
http://music.psu.edu/faculty/langston-j-fitzgerald-iii, accessed 2 February 2017.
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Notable former students include Billy Ray Hunter Jr. (principal trumpet with the
Metropolitan Opera Orchestra) and Tage Larsen (fourth trumpet with the Chicago
Symphony Orchestra).2 In 2013, Fitzgerald’s achievements as an educator were
acknowledged when he was awarded the Kennedy Center/Stephen Sondheim
Inspirational Teacher Award.3
Early Life
Fitzgerald grew up outside of Washington D.C. in Prince Georges County,
Maryland. During his interview, he spoke in detail about his early musical experiences,
siblings, parents, and his family life. He also discussed his first experiences with playing
the trumpet, his early teachers, and the barriers he encountered during segregation.
I grew up with a mom, a dad, and a sister who was not, in any way, a
musician. It’s funny when people ask how I got started … One day I
happened to be rummaging around in a closet in our house. There was a
black box and I didn’t know what it was, so I opened it up. It was my
father’s CG Conn 22 B trumpet. I never knew my father played the
trumpet. I mean, he was a postman! I got really excited. And of course, I
convinced my mom and dad to let me learn how to play it. But my mom
was clear, “You’ve got to have a keyboard background.” That is what she
told me—those exact words.
So I took piano lessons [with the lady who played for our church choir],
but that trumpet was tearing me up. I really wanted to play it. Then one
day, my piano teacher passed away. I convinced [my parents] it would be
easier to get me started on the trumpet than to find another piano teacher.
The first person to really [help] me on the trumpet was a gentleman by the
name of Isaac C. Cook; he was the band director at Fairmont Heights
Junior-Senior High School. Back in those days schools were segregated. I
did my first six years of schooling at Fairmont Heights Elementary
School. Grades seven through twelve were at Fairmont Heights JuniorSenior High School, which was located right behind my house.4

2

Ibid. Thomas Hooten, principal trumpet with the Los Angeles Philharmonic, also sought out
Fitzgerald for lessons, but on an occasional basis.
3
Ibid.
4
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Fitzgerald’s family was a catalyst for personal, social, and musical growth. His
parents were musicians who saw the benefit of his participation in music. His exposure to
his mother’s keyboard practice and performance during his formative years helped foster
his appreciation for music and music education, shaping and developing his musical
personality. He lived within walking distance of his junior-senior high school, where he
took his first private trumpet lessons.
Fitzgerald quickly developed as a young trumpet student. He describes his first
lessons with his teacher, Isaac Cook, and he praises Mr. Cook’s fortitude in building and
sustaining a successful music program before the Civil Rights Era (1954-1968).
Due to the segregation of the time, my teacher Mr. Isaac Cook, did not
have a feeder program from White schools, so he created an elementary
school program to feed his program. I met him when I was about nine
years old, just entering the fourth grade. During those times I had a friend
named General James Gholsen who was the principal’s son and who also
was interested in band. In addition to school band, we would go over to
Catholic University and participate in their pre-college music theory and
sight-singing classes when were eight or nine.5
Fitzgerald stressed how his determination as a young musician began to pay off
and how students in his school were benefiting from the instruction Mr. Cook provided.
I worked like crazy, but by the end of the seventh grade, I was allowed to
play first trumpet in the band. Jimmy [Gholson] graduated from Fairmont
Heights as well; he went to Michigan State and I went to Howard
University. Jimmy ended up playing principal clarinet in the Memphis
Symphony.6
Fitzgerald developed an interest in orchestral music during tenth grade. He sought
out opportunities to perform with students who were older and more experienced,
reaching out to several organizations well outside his neighborhood.
5
6
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Catholic University opened the door to me while I was in high school. I
was fortunate enough to make contacts which led me to be able to play in
several orchestras in the Washington, D.C. area. One was at American
University, where I played first trumpet in the orchestra when I was in
tenth grade. At that time buses didn’t travel across district lines into
Maryland. [It went into] some of the white neighborhoods [near my
house], but not where I lived. I had to walk seven-tenths of a mile to get
on the bus.7
Fitzgerald spoke of his second trumpet teacher, John Stevens, and how meeting
Stevens affected his musical journey. He also discussed how playing in college orchestras
while still in high school exposed him to a great deal of literature long before he began
his undergraduate studies in trumpet.
One of my trumpet teachers in high school was John Stevens. He was a
composer and conductor. I studied with him through tenth, eleventh, and
twelfth grades, while I was playing in the American University Orchestra.
When George Steiner, our conductor at American University, left for a job
at George Washington University, Steiner asked me to play first trumpet
in his new orchestra. I did that while I was in high school and even after I
was an undergraduate student at Howard University. That is how I got my
orchestral experience. I played a lot of literature under his baton.8
In describing his first experiences as an undergraduate student at Howard
University, one of the nation’s historically Black universities, Fitzgerald commented on
his teachers, his experiences while studying, and how he was treated by the faculty.
My first trumpet teacher at Howard University was Lloyd Geisler, solo
trumpet and assistant conductor for the National Symphony. He taught me
one semester before connecting me with Donald McComas, his assistant
in the National Symphony. I worked with McComas the second semester
of my freshman year and my whole sophomore year until McComas won
the audition for assistant principal in the Philadelphia Orchestra and
subsequently left the area. During my junior year I studied with William J.
Penn, the horn teacher and band director at Howard. Penn and his brother
had attended University of Michigan. When they were students, they were
the only African-Americans in William Revelli’s band.
7
8
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When I was a student, Howard had strong academics and students came
from everywhere. The faculty was, of course, very strong. There was no
orchestral scene there at the time, but there were bands – I played in the
marching band, concert band, brass ensemble and brass quintet. I majored
in music education; I thought to become a teacher was a wise thing to do.
Howard has an extremely high percentage of African-Americans and other
people of color. Some of the other schools within Howard such as
Engineering or Science attracted Whites, Asians, and people of many
different heritages. [When I was there] the Music Department was about
ninety percent African-American.
I think I was treated quite well and that I was respected by the faculty.9
Fitzgerald next spoke about his experiences as a graduate student at Catholic
University of America, explaining the school’s audition process. As was the case at
Howard, he felt respected and well treated by the faculty; as a result, he remained on
campus for his doctoral work.
It was a challenging situation but, again, I was chosen to play principal
trumpet in the orchestra. I was actually principal trumpet the whole time I
was on campus. The audition committee wanted to hear solos and
excerpts. It was pretty straight ahead, pretty standard literature.
I was always respected by the faculty and by the conductor of the
orchestra. He really appreciated my playing. I did well at Catholic
University. I earned my Master’s degree in ’69, while still in the Navy.
My audition for the DMA program was a two-and-a-half-hour recital.
Some of what I played was chamber music that I performed on campus
and some of it was music for trumpet and organ that I performed across
the street in the Shrine of the Immaculate Conception.10
Military Bands: Barriers Against African-Americans
After completing his studies, Fitzgerald entered the profession. He shared his
experiences about his transition into full time playing, describing in depth the audition
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process, the racism he and others faced during auditions, and the treatment that he and
other African-American musicians faced on the job. Moreover, he spoke candidly about
his experiences auditioning for and performing in several of the nation’s top military
bands, including The President’s Own U.S. Marine Band and the Army and Navy bands.
When I was growing up it was a very cool thing to go and watch the
servicemen down near Watergate. The bands would come down there and
play. One band would play on Friday night and another one would play on
Wednesday. The bands would also play on the steps of the Capitol in D.C.
I knew that trying to get into a service band at that time would be
incredibly difficult. At this time, I was already playing in the George
Washington Orchestra and the Kensington Wheaton Symphony, which my
trumpet teacher, John Stevens, conducted. While I was playing in those
orchestras, several service band musicians played with us, in particular,
members of the United States Marine Band. [We knew that] if you were
fortunate enough to win a position in the Marine Band, you did not have to
attend boot camp. This made people really want to win a position in that
band.
But as Fitzgerald described it, the audition process for the Marine Band was
racially-biased. What’s more, his experience is one that other African-American
musicians also underwent.11
As a young high school musician, I went one Sunday afternoon to audition
for the Friday Morning Music Club. I played the Hindemith Trumpet
Sonata. I was accompanied by Yvonne Hobson from Howard University.
At that concert there was an officer named Colonel Dale Harpham one of
the conductors in the United States Marine Band. Now a lot of my “blueeyed” brothers and sisters who were in the service played in the orchestras
that I mentioned before. They said, “You should audition for the Marine
Band.” One night there were several of them, including a horn player by
named John Bourgeois, who later became the leader of the United States
Marine Band. Another was Thomas Knox, who was an arranger and a
former trumpet player of the Marine Band. These guys told me “You
should come and audition. You sound really, really, really good. You
should come and audition for the Marine Band.” When I called about
auditions for the Marine Band, I had to leave my name with Bill Arthur,
who I am sure remembers me playing the trumpet. This gentleman told me
11
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they hadn’t had any openings in the Marine Band for years. This was not
the truth; my “blue-eyed” brothers had told me that there were three or so
openings. The guy knew I could play, so that was a way to keep me out!
I also set up an audition with the “Pershing’s Own” Army Band. My
mother bought me a suit from a place called Raleigh Haberdasher in
Washington. This was a high level clothing store. I showed up to the
audition and waited forty-five minutes. [The leader of the trumpet section
did not show up.] I was about to leave when a guy shows up in a pair of
khakis, brown crewneck sweater and undershirt that you could see on the
other side, a pair of white socks and some brown shoes. Now let me tell
you—after being in the military, you do not meet the public in that way,
in that manner. You wear a uniform.
I knew exactly what I was going to have to play because this gentleman of
whom I spoke, Ambrose Jackson, who I told you was African-American
and studied with my teacher Lloyd [Geisler] at Catholic University. He
won a position in the Army Band. That stint of duty was for three years.
Every time the Army Band had an opening he would go in and audition.
He was a fine player [but] he wouldn’t hear anything [about auditions]. He
would ask people about the audition and they wouldn’t tell him anything.
Later he would see some younger “whippersnapper” who was a student of
one of one of the members in the band. He put up with that for three years.
… He told me “Look, you will have to play a solo.” And I remembered
what I played. I played Paul Vidal’s Concertino. And then they wanted to
hear three Charlier ètudes. I think I did number four or number six, and
then they wanted to hear the double-tonguing one, [number sixteen].
Afterwards, the committee wanted to hear me sight-read. This request
was from the leader of the trumpet section in the Army Band. I knew what
would happen next because my teacher and my friend Ambrose told me.
“After the sight-reading they will ask you to play Taps.” That is exactly
what they did. They asked me to play ‘Taps’ and then told me what
Ambrose Jackson had said. [He said that] “they didn’t have any openings
but, that I could be in the Army Ceremonial Band,” [I would be] just as he
was for three years. They [also] told me “in time, you can move up.” And
so when they told me to play “Taps,” I was like, “I got it. I know exactly
what is going on here!”12
Fitzgerald continued with the process of trying to gain entry into a premiere
Washington, D.C., military band. As he persevered with this process, he began to
encounter musicians he had known previously, who shared similar experiences.
12
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I played “Taps” and left. After being frustrated with the Marine Band and
Army situations, I decided I would take the Navy Band audition. Well, at
that time there was a bassoonist in the band who was African-American,
David Miller. Also there was Bill Brown, who was a tenor. Anyway, I
auditioned for the Navy Band and my buddy General James Gholson
auditioned for that band too. This is what happened to him. This is really
pertinent, too. Jimmy Gholson could play anything. He could play the
spots off a spot. He could play anything on the clarinet. I could tell you
clarinet literature from the Mozart to the Nielsen to the Weber to the
Brahms Quintet. All of these things he could play. As a young kid he
studied with Sydney Barr at Catholic University. He was able to play
everything the committee put in front of him. After the audition they asked
him if he played the saxophone, because [if] he is Black he has got to play
saxophone.
This is what was going on. All of these things I am telling you is what was
going on in Washington. There were lot of my blue-eyed brothers who
were trying to get me to sue the government. It was crazy.13 This is right
in Washington, D.C., the nation’s capital!14
Fitzgerald reported that his mother later received a letter notifying him that he
had been accepted into the Army Band. A chance meeting with Dave Sap, a fellow
member of the American University and George Washington Orchestra trumpet sections,
provided insight into why the Army might have contacted him. The conversation between
Sap and Fitzgerald illuminates not only the plight of African-Americans qualified to
perform in military bands during this era, it demonstrates the marginalization of AfricanAmericans solely on the basis of race. As Fitzgerald relates the story:
[In the United States Navy Band] I was active from 1966 to 1970; I got
out in ’70. I received a letter from my mother explaining that a letter had
arrived and, that it was from the Army Band. They wanted me to be in
their concert band. I figured they knew I was going to be in the Navy
Band. I’d already signed up for the Navy and was going to boot camp …
but this way they could cover their rear ends by offering me a spot in their
concert band so they didn’t show prejudice towards me.15

13
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The way I persevered through that I will never know. When I got to
Washington there were a lot of people [who] were dying in Vietnam, so
they needed buglers. They asked me and said, “We need buglers, can you
come in and play ‘Taps’ at Arlington Cemetery and we will give you some
extra time off?” I said, “Yeah I will do that.” I did. I went out there and
got out of my car. I didn’t want to travel on those busses with those young
whippersnappers. [They were] crazy kids in the Honor Guard, so I got to
the location and I got out of my car to go set up to play “Taps.” And I hear
someone say “Fitz! Fitz!” I thought it is someone waking up from the dead
calling me! It was Dave Sapp, a trumpet player who had performed with
me in the American University Orchestra and then later in the George
Washington Orchestra. He had won a position in the Army Band. He told
me “I am glad you didn’t join the Army.” I said, “Why is that?” He said,
“The same thing that happened to Ambrose would have happened to you.”
I never did tell him about the invite to be in the concert band, but he told
me that the guy who auditioned me was Bob Ferguson. He used to be the
leader of the trumpet and cornet section in the Army band. Sapp said, “I
am glad you didn’t come in because I personally have heard Bob Ferguson
say he would never have any “N*****s” in his band in the trumpet
section.” I am talking about the N-word. I am talking about the N-word!16
It is incredible when you think about it, but that is the kind of stuff I had to
endure. It is really a heck of a thing. A tremendous roadblock. A series of
roadblocks. But I always kept going.17
Further Roadblocks to a Professional Career
Fitzgerald’s first audition for a major symphony orchestra shows that
discriminatory practices were not restricted to the military. Blind auditions, supposedly
introduced to guarantee anonymity and protect applicants from bias, were not part of
Fitzgerald’s Toronto audition.
I took my first audition with the Toronto Symphony. I think there were
about one hundred people auditioning for the principal trumpet spot I was
having a really good day. A percussionist friend of mine who had been in
the Baltimore Symphony was principal percussionist in Toronto and he
came to the audition. He heard me play and he could not believe I did not
make the next round. I told him, I said, “Well, I happened to see
somebody peek around the curtain!”
16
17
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Fitzgerald had been well prepared for the audition, focused, and able to easily
perform the audition list. He describes how he observed the other trumpet players who
were auditioning, and how they went about warming up for the audition. At this point the
trumpet pedagogue emerges from his account, and he begins to discuss nerves, and what
he feels should be done in order to manage them.
I can’t really say that the panel made that decision because of that, but
I sure was sounding good. My friend from the Baltimore Symphony, the
percussionist, he just could not believe it. He said “Man, you sounded
incredible.” I remember how I prepared. You go to auditions and people
are playing all through the excerpts, and I was just playing fragments of
things and excerpts that might trip you up in certain places. I will never
forget how smart and how in control I was at the same time; you have
got to have some nerves.
We all get nervous. I tell my students right now that I still get nervous.
I tell you what, I think it is a good thing if you can get a little bit nervous,
but you have got to able to control your nerves. That is the secret right
there. Even when you get nervous, you have got to be in control. The
biggest thing is to be prepared. If you are prepared, it is almost like there
is no excuse to not play well. That is what it is. You have to play well.18
After a stint with the Toronto Symphony, Fitzgerald sought to move on to the
Baltimore Symphony. He spoke about the former assistant principal trumpet of the
Baltimore Symphony, Wilmer Wise, who was one of the first African-Americans to hold
a full-time trumpet position with a major orchestra.19 Fitzgerald spoke in detail about
how he was treated while serving as the Baltimore Symphony’s second trumpet.
The Baltimore Symphony opening came up when I was playing in the
Catholic University Orchestra. I remember it vividly because Wilmer
Wise was playing in Baltimore. Catholic rehearsals were Mondays and
Thursdays, from seven to nine. I got home about nine thirty or so and I
had a message from Wilmer Wise to call him. He said he was leaving the
orchestra and that they were having auditions for his chair and for another
chair. He wanted me to call the personnel manager. It just so happened the
18
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Baltimore Symphony was one place I had sent a resume letter. But it was
Wilmer who paved the way to get me the opportunity to audition.
I called the personnel manager that night about ten o’clock, or a little bit
after. This was Monday night and they had auditions on Thursday, so there
wasn’t a lot of time. I was getting ready to get off the phone and I asked
him, “Excuse me, but do you have any material that you would like to
hear?” If I had gotten off the phone, he [wouldn’t have told] me what the
literature was, and it was a long list. I spent the next day at the Library of
Congress, because back then there weren’t CD-ROMs and excerpt books
and that kind of stuff. You had to go get things on your own.
Nowadays auditions are supposedly “behind the screen,” but back then
they weren’t behind the screen. So I went and played and then they asked
me to play some more. I hung around and they said to come back and play
again. I had no idea I was going to be successful. The personnel manager
called me up the next day and said that I had won the position.
The principal trumpet player was Don Tyson. He was there before I came.
Don had some strange ways. I will never forget when I first got in the
orchestra, he gave me a list that said “This is what I want my second
trumpet to do.” It was like I was supposed to be his servant.
Racially-charged comments had to be endured, including lewd jokes reminiscent
of stereotypes characterized in minstrelsy. As time passed, Fitzgerald began to voice his
opinion about such behavior, and slowly he began to effect change within the orchestra.
People would say things like, well you know, you are Black and you are
supposed to be … they would make these comments about what you are
supposed to be able to do in terms of like in bed, if you know what I mean.
It used to be upsetting to me when people told ethnic jokes. I got really
ticked off one day and I yelled at the BSO members. I told them “You
people are ridiculous. You shouldn’t be talking about people and calling
them names and things like that. Furthermore, when you people come up
to me, I don’t want anybody coming up to me asking me about these ‘Jap’
things and all that kind of stuff.” And then I said “When I am not around,
you guys will all be telling those jokes with the N-word in there.” Then
that stopped. I never ever heard anybody else tell a joke. I went on to say
“You guys want to tell a joke; I don’t want to hear jokes. When I come to
work, I don’t want to hear that.”
I was a part of the Community Development Committee that attracted the
African-American Community. During that time we had three AfricanAmericans in the orchestra. I said we should have the African-Americans
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in the orchestra be spotlighted and have them solo in the orchestra. After I
made that statement, the next thing I knew was rather than have me play a
solo with the orchestra, they went to the principal trumpet and asked him
if he had any trouble with my playing a solo with the orchestra.20
Fitzgerald also spoke about his time serving on the Baltimore Symphony
Orchestra Advisory Committee, a position he held for seventeen years. In that job he
defended BSO members’ rights:
I will never forget the night that Marvin Hamlisch was conducting. It was
a series where he conducted on Thursday afternoon; Friday night,
Saturday night, and then three o’clock on Sunday. Well, he came in on
Saturday night and wanted to make a change. I said “You want to do
what? You want to make changes? You aren’t making any changes
because if something happens out there and it gets all screwed up, the
orchestra players are going to look like they are the ones who screwed up,
not you.” It was because of incidents like that, where people knew that I
had their back, and they respected me for that. They knew I was not going
to allow them to be subjected to things that they shouldn’t be subjected to.
Fitzgerald shared some positive memories of performing in the Baltimore
Symphony, such as opportunities to perform as a soloist with the orchestra. He ended his
interview with words of encouragement for African-Americans, people of color, and
indeed anyone interested in pursuing a career in orchestral performance.
The most memorable times in the orchestra were when I played as a
soloist. I played on numerous occasions the Vivaldi Concerto for Two
Trumpets with the first trumpet, Don. The time I played the Molter #2
piccolo trumpet concerto, and the time I played Prayer of Saint Gregory
[Alan Hovhaness] with the orchestra. As for advice to young players, I
would say just go straight ahead. Go forward and don’t look back.
Conclusion
As Fitzgerald’s career demonstrates, the journey to becoming a prominent
African-American orchestral trumpet player was filled with adversity and challenges.
20

Fitzgerald, personal interview.

42
Fitzgerald showed great courage throughout his musical career, blazing a trail so that
other African-American musicians might pursue opportunities more easily. In addition to
his remarkable musicianship, his “never give up” attitude is one to be treasured.
Although Fitzgerald was ultimately successful in his career, it does not seem
unfair to suggest that American culture continues to fail African-Americans, especially in
his era. He encountered obstacles throughout his forty-year career, including barriers at
auditions as well as prejudice on the job. By identifying the obstacles he encountered and
sharing how he overcame them, Fitzgerald’s story is an inspiring account of one man’s
victory over adversity. But it is ultimately more than the story of a single man. In the
wake of the Civil Rights movement, hundreds of African-Americans were attempting to
take advantage of new opportunities. Fitzgerald was one of the first to make a place for
himself in classical music, but as the following interviews demonstrate, the path to
success and racial equality is a long and winding road.
Case Study No. 2 — Billy Ray Hunter, Jr.
Billy Ray Hunter, Jr., born 15 October 1974, is regarded as one of the greatest
trumpet players in the world today. Prior to his current appointment as principal trumpet
of the Metropolitan Opera, Hunter served as principal of the Spoleto Festival Orchestra
and the New World Symphony. He also performed with the New York Philharmonic,
Dallas, Boston, and Baltimore Symphonies. Hunter won the prestigious Roger Voisin
Trumpet Award while a fellow at the Tanglewood Music Center; he later received first
prize in the Kingsville (Texas) International Solo Competition. A graduate of both the
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Juilliard School and the University of Texas at Austin, his principal teachers include
Langston Fitzgerald III, Mark Gould, and Raymond Crisara.21
Early Life
Hunter is from Austin, Texas near Dr. Martin Luther King, Jr. Boulevard. He has
two siblings, an older sister and a younger brother,22 neither of whom are musicians. Nor
were his parents were not musicians either. During our interview he shared memories of
his family life, the role music played in his home, and his decision to learn the trumpet:
My older sister played in the band with me, but she did not really practice or
anything like that. My brother is not a musician. My mom and dad were definitely
not musicians. There were no musicians in our family except for maybe a cousin
who played organ at church. Music was one of the things I caught on to. When I
was younger I was into art, drawing cartoons. As I got older I went to band. I just
was into the music; I fell in love with music.23
KAZI was the Black station in Austin, Texas, and that is the station we would
listen to. It was always on; Sundays [featured] gospel music. I grew up with
gospel, and it was from that vein of music that I got my education.
When I was in sixth grade, the band director came by with all the instruments.
He had string instruments, and I kind of liked the viola and it was kind of nice …
I also liked the saxophone, but everyone played saxophone. My next choice was
trombone, [but didn’t try it because] I thought it was probably too big because I
was small. Trumpets were and I could carry one around. So that is why I chose it.
Also, I liked it because it was kind of like my personality. Whatever I do, I do
100%, so I decided to put all my energy into it. That’s what I did with the
trumpet. 24
Hunter discussed his first trumpet teacher and major influences, explaining how
he was taught and what music he was exposed to before leaving high school.
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My first trumpet teacher was my eighth-grade assistant band director, the guy
who introduced me to Maynard Ferguson. He was a jazz guy who told me, “Just
listen and keep doing these little things … it will come with time.” He had me
practice scales and basic stuff. When I got to high school it was more of the same:
general lip slurs, long tone exercises. My high school band director paid for
private lessons my junior or senior year.25
University Education
Hunter had a number of choices when it came time to continue his studies. He
ultimately chose to attend the University of Texas at Austin, where he studied with
Raymond Crisara. In his interview, he discussed how he made that decision.
I attended undergraduate at the University of Texas at Austin. I studied with
Raymond Crisara who was former principal trumpet of the Met Opera. He also
played with the NBC Symphony under Toscanini and a bunch of other places.
And he did a lot of recordings. He was kind of the top call studio guy in New
York. Back in his day he did cartoons, played with Frank Sinatra and Alice
Cooper …. a bunch of crazy career stuff. That was the first half of his life.
The second half of his life was teaching at UT-Austin.
When I was in high school, I made the All-State Band three years, so I got
solicited by a lot of schools. I didn’t have any money, so I decided to go
somewhere in state that would give me a scholarship. I eventually tried out for
Baylor, Texas Tech, Rice, and a couple other places. I decided on UT-Austin after
auditioning for Ray Crisara. I realized I could stay at home and attend UT-Austin.
I chose UT-Austin because of him. He set me straight.
Hunter freely admits advice his mother gave him about being a successful Black
man has resonated throughout his career. Her words, he explained, were based on firsthand experiences she and other members of the family had growing up in Texas when
African-Americans had few, if any, options beyond farming.
From a very early age, my mom always told me, “Look, you are going to have to
be three times better to be accepted on the same level.” From day one, I was
always like, “I have got to be above and beyond.”26
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My mother grew up in Texas and my grandmother and her whole family picked
cotton in Texas. I thought that was in the eighteen hundreds or something!
Anyway, there was a lot of racial tension.
My mom and her sister, my aunt, were the two women who took care of me. They
were like; “Play the trumpet and make good grades.” Whatever you do, you have
to do the best that you can. You are not going to be accepted on the same level as
a White person.” I never understood that. But she said, “The way they view us is
different than the reality is.”
That statement has held true throughout my professional career; I have definitely
had to. Unless it is completely screened, you don’t know what is going on. I have
always had to prove myself.
In discussing how his peers treated him, Hunter related how the culture Crisara
created within his studio did not extend to the rest of the university. Indeed, he recalls
being racially profiled on campus by his fellow students and by university employees.
There were racial issues, of course—it was Texas—but within the trumpet studio,
we were all very cordial because of our teacher, Mr. Crisara. He had an oldschool way of saying, “You treat each other with respect. This is how you become
better colleagues, trumpet players, and musicians.” He really emphasized that.
As a freshman, I was going looking for books in the co-op. I had a UT shirt on
and I looked like a college student, to but to the officer who followed me around
the store, I didn’t. This was at a university store. I was like, this is ridiculous. And
there were times when I was walking to class and was called different names.27
Hunter had other opportunities to pursue after school, including career paths
outside of music. Ultimately, he chose to attend graduate school and focus on playing the
trumpet professionally. He discussed the schools he applied to, and the overall audition
process, during his interview.
I thought I really wanted to be a trumpet soloist. I did a bunch of different
competitions and did pretty well. I participated in the National Trumpet
Competition, Kingsville, and I did really well. But I was also working my way
through school ... at a grocery store. They offered me a scholarship. They said
they would pay for my master’s degree and send me to business school because
27
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they wanted educated people with degrees to work for the store. I was a senior
and I was like, I kind of want to do this music thing, but I have money on the
table here.
I gave myself an ultimatum, and said this is what I will do: I will use (next) year
to practice and I will only audition for the top music schools in the country —
NEC, Manhattan, Juilliard, Cleveland, and San Francisco. If I don’t get into one
of those schools, I’ll go the other route. I auditioned and ended up getting into all
of them.
When the audition for Juilliard came up, I was like, there is no way I will get into
Juilliard. But Mr. Crisara, he said, “You go there and play what you play.
If they don’t like it to hell with them.” I played Bozza’s Rustiques, Tomasi,
and couple of Charlier and Bitsch etudes. I had all this stuff lined up ready to go.
The panel just looked and didn’t say anything. The panel was Phil Smith, Chris
Gekker, and Mark Gould. At the end of the audition someone asked if I would
play a B flat major scale in two octaves. Afterwards, they said thank you and
I got a letter saying I was in.
Hunter shared details about his arrival in New York and the response he initially
received from some of his fellow students at Juilliard, how he had to prove himself to his
peers despite having passed an audition before some of the most highly respected trumpet
players in history. Once established, however, he was afforded opportunities to perform
professionally with orchestras around the nation.
When I got to Juilliard initially, it was like, “Ahhh, he probably got in because he
is Black, you know.” That type of thing… but after I started playing that was
erased very, very quickly.
In my second year at Juilliard, [Jeffrey] Curnow called my teacher, Mark Gould.
They needed a sub with the Dallas Symphony on second trumpet, so Mr. Gould
sent me. It was great. I got a professional orchestra on my resume. They called
again later and I ended up playing their summer season. I was like, yeah!28
As Hunter explained, his transition from Juilliard to the professional orchestral
world was relatively short, but his preparation for auditions benefited from meditation
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and yoga. Learning how to control his emotions and channel his energy changed not only
his approach to auditions, but their outcome.
Before subbing in the Dallas Symphony, I had taken one or two auditions and not
been successful. Then I took like a third audition for the St. Louis Symphony, and
I got to the finals, but I didn’t win the job. From there it was kind of up and down,
up and down. Later, I auditioned for the Dallas Symphony and the job was for
second trumpet; I ended up getting runner up. I did what I had done when I was
going from undergraduate to masters, in that I set goals for myself. I had these
auditions lined up and my last choice was the New World Symphony. I auditioned
for them. Actually, I was in a gig and I went down to audition for them and got it.
It was my last choice, believe it or not. It was actually a very good last choice!
When I found out that I didn’t get the Dallas gig, I went to Miami. That was my
first playing opportunity to get paid on a consistent basis.29
My girlfriend and I would go to yoga together. Our instructor was a Thai
Buddhist monk. I went to shake this guy’s hand one day and his energy was so
strong that I started sweating. I was like, “Oh, my goodness. Wow.” He told me I
should take his meditation class … so I did.
[Not long afterwards] I went to my Baltimore audition. I had done so much
meditation. I heard people practicing excerpts but I just did my warm-up. I felt
great. I went in and boom! I played my first round, and played my second round.
Then the personnel manager informed me I had advanced to the finals.
I came back for the finals, and I was told they had another guy in mind, but
I had practiced my stuff so hard, and I was so focused … I went in and killed
the audition. That was my best audition to this day. My audition for the second
trumpet position in the Baltimore Symphony, for Langston Fitzgerald’s job.
After winning Baltimore, I won the Grant Park Symphony position, and after that
I won the principal trumpet position in the Metropolitan Opera Orchestra.
Professional Life and Experiences on the Job
Hunter’s current position is with the Metropolitan Opera, where he performs as
principal trumpet in the opera’s fulltime orchestra. During his interview he discussed not
only the Met’s audition process, but how it differs from others he has participated in. In
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his opinion, the Met has a more racially diverse personnel roster than other orchestras
because of its audition procedures.
The Met is unlike most orchestras. The usual audition process begins by sending
in a resume, which is screened to determine if you have high enough credentials
to take the audition. If you don’t, you will be asked to send a tape. If the tape
meets the standard, you’ll be invited to the preliminary rounds. Preliminary
rounds are all screened. From there, you advance to the semi-finals, and then to
the final round. After the final round, there is usually an additional round where
you play without a screen.
The Met was the only audition I played where the screen was up through the
entire process. It is no surprise, then, that the Metropolitan Opera Orchestra has
the highest number of Black people and women. It is probably the most diverse
orchestra.30
Hunter described his first day in the orchestra and spoke briefly about the
difference between opera orchestras and symphony orchestras.
The first rehearsal was in the rehearsal room and we were doing orchestral
concerts in addition to the operas. One of the pieces we were rehearsing was
Das Lied von der Erde. James Levine was conducting and I was so nervous. I
remember playing a wrong note or something like that.
It was one of those moments like “Wow, I can’t believe it. I am going to pinch
myself. I am here at the Met playing. It was like that.” It was very difficult in the
beginning for me at the Met, because performing opera is different than orchestra,
which is different than band. After about a week, everything kind of settled down
for me.
The opera the repertoire is huge. It takes about five to seven years to go through
everything, and even still, there are pieces that I have not played before. It is a
huge repertoire, and the learning curve is very, very steep. 31
During his interview, Hunter described the climate of the trumpet section in his
early years at the Met and the stress associated with being a principal player.
On a scale of one to ten, the stress level of my job is an eleven. When I first got
there, with the exception of David Krauss, the other principal, the entire trumpet
section had auditioned for my job … and lost. As you can imagine, the section
30
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had a hard time dealing with me and my leadership style. It started out tough, but
now it is completely different. It’s more amiable. But this is one of the things I
had to deal with. It was meditation, education, and remembering what my mom
told me that got me through it.
Performing with the Met is difficult because there are times where you barely
play and then there are times when-------like tonight, for example—we are doing
Electra and it is more involved. You must be very confident and, at the same
time, sensitive and aware of your surroundings. In a live performance, something
goes wrong every night. The goal is to keep a cool head, to have fun. At the end
of the day, I still love music and I still love playing it. I try to keep it like that.32
In the fall of 2017, a noose was found in the men’s orchestra dressing room. The
police investigation is ongoing but will likely prove fruitless given the lack of witnesses
or security footage. However, in the event similar events take place, the Met has installed
security cameras in backstage areas, including the hallways leading to musician dressing
rooms. During his interview, Hunter shared his feelings about the noose and how his
fellow musicians reacted to it.
The noose was hung on a row of lockers. My locker is first on that row, then
there’s Weston [Sprott], who is also Black, Pat Moore, and our new hornist, Hugo
Valverde from Costa Rica. The guy who found it was Steven White, first year
percussionist at the Met.33
After we saw the noose, we were like what in the world is that? It was definitely
very, very weird for everyone. We thought who would do that? That is a horrible
joke … Maybe it wasn’t meant as a joke. Maybe it was. I don’t know. I don’t
know who put it up there.
After the incident, I started locking my locker while I was there. It made me feel
very uncomfortable and I know everyone else on that row felt the same way.
Nothing came of it, which is typical, but now we have cameras, which I think
needed to be there in the first place. Not in the locker room necessarily, but in
the hallway. It is good to have cameras. Cameras don’t lie.34
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In spite of the feelings the noose incident sparked, both inside the Met family and
with people across the nation, Hunter remains optimistic about the future and the
possibilities he believes lie just ahead for the next generation of musicians.
Conclusion
Hunter’s path to becoming the principal trumpet of the Metropolitan Opera
Orchestra was filled with adversity. His mother’s advice to be better than anyone else
encouraged him more than once over the years. He set and achieved goals at every stage
of his career. Moreover, his accomplishments clearly demonstrate that, given an equal
opportunity to participate, African-Americans could play a far greater role in orchestral
music than is currently the situation. Hunter’s career has the potential to raise awareness
about discrimination in classical music to a national level. He has set the standard for
many musicians showing, through his life choices as well as his performances, what a
great musician might achieve. In light of his success, the challenge before us is how to
continue the conversation, and how to enact lasting change.
Case Study No. 3 — Tage Larsen
Tage Larsen, born 7 November 1970, is currently performing in the Chicago
Symphony Orchestra, the first African-American to win a permanent position in that
organization. Prior to his 2002 appointment, he performed not only with the Saint Louis
Symphony and the Annapolis Symphony Orchestra, but also with “The President’s Own”
the U.S. Marine Band, where he held the position of solo cornet. His principal teachers
include Richard Illman, Langston Fitzgerald III, and Barbara Butler.35
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Larsen grew up in Cambridge, Massachusetts. He is the oldest of ten children.
During his interview, he talked about his home life, his siblings, and the diversity found
within his own household.
My parents adopted six of us. I was the first child to be adopted, my parents then
had four biological children interspersed between the adoptions. They really
wanted kids. One of my sisters is a Broadway actress. She was nominated for a
Tony Award several of years ago. She was in Rent, Beautiful, and Avenue Q.
She just had a second child, so she is taking a respite from performing. Out of ten
children, we are the only two in the arts.36
Larsen described the kinds of music played in his home when he was growing up,
and his early experiences playing the trumpet.
My father loved classical music. In his extensive collection, he had Sibelius and
Beethoven symphonies … he had Jazz. The music I heard on a regular basis was
jazz and classical. He also had easy listening —’70s music. For the most part, I
liked what my father played, so I gravitated to classical and jazz.
I started playing trumpet in the fourth grade. Mr. Barnum was my first trumpet
teacher. In high school, I was in band, orchestra, and jazz band. I was fortunate to
grow up in a city that appreciated music and provided a solid foundation for any
student who wanted to be involved in music. I worked with a teacher at the Longy
School of Music where I studied Clark Technical Studies and Arban’s Complete
Conservatory Method. And I went to the New England Music Camp and studied
with Mr. Edward Sandor in the summer.
I honestly think I chose the trumpet because it is a loud instrument and easily
noticed. When you are growing up in a big family, you’ll do anything you can to
get your parents’ attention. I also loved the sound and the majesty of it, what it
could do … and its range of dynamics.37
My biggest influence was Wynton Marsalis. I would listen to his recordings,
and try to figure out how he was playing high notes. I remember listening to
his recording of the Carnival of Venice. To this day, his playing is spellbinding.
I remember thinking how majestic those performances were.
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Larsen also discussed his father’s suggestion that he become a professional
musician and his response to that idea.
My dad sat me down in the library for a father-son talk. He wanted to know if I
had a plan for how to spend my life. At the time I was playing sports, so I said,
“I think I will become a tennis star.” His response was “No.” Then I said, “Then,
I will do soccer” because I was playing soccer as well. He said, “No, you better
stick to the trumpet because this is what you’re good at.” At the time I was like,
“Whoa! Really? I don’t know about that.” Eventually, I went to college and
majored in it, but I struggled with [the decision]. I couldn’t see a career in it.38
University Education
With support and encouragement from his father, Larsen auditioned for programs
where he might pursue a degree in performance. During his interview, he discussed his
decision to attend Michigan State and the atmosphere he found on campus. He also spoke
to the psychological aspects of playing and how he dealt with nerves.
I went to Michigan State and it was a great experience. I studied with Byron
Autry in my freshman year and then with Richard Illman. Illman was great. He
required you play with the metronome—during and outside of lessons. He was
really cool, but demanding and very fair. He had expectations that were realistic.
That dynamic climate was cool. You were there to learn, and he pushed you. I
was also fortunate enough to play in the Faculty Brass Quartet. We did a couple
of little tours, and while I was there, I learned some great repertoire and gained
some experience playing. It was really cool.39
You have confidence. I was fortunate enough be to a big fish. I was the only
trumpet performance major for a couple years. I was playing a lot. I was in all
the different ensembles, so I felt I was a lot better than I was.
Larsen set clear goals as an undergrad. One goal was to attend the Eastman
School of Music for graduate work. He described the atmosphere he found there.
I always wanted to go to Eastman. It was always my first choice. That was one of
the goals I set during my sophomore or junior year of college. I knew at the time I
was not good enough to take an audition, but I thought that it would be great if I
could go.
38
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I was at Eastman with Chris Martin, former principal trumpet of the Chicago
Symphony and current principal with the New York Philharmonic. And I was
there with Andrew McCandless, principal with Toronto. They were my peers, my
contemporaries … and they were winning jobs with major orchestras. I felt like [a
career in music] is possible if I stay on this path. There were some great players
there at the time, and there have always been. The way Barbara Butler and Charlie
Geyer run their trumpet studio is amazing.40
Professional Life
Larsen auditioned for the U.S. Marine Band after completing his master’s degree
at Eastman. He was motivated to do so, in part, because he wanted a job right out of
school. He discussed the band’s audition process during his interview.
What initially sparked my interest [in the Marine Band] was the need for
employment. I could go in as an E6 without having to do basic training. I enlisted
because the band has a great reputation. I thought I would just do four years and
then move on to something else.41
I was sent the repertoire a few weeks in advance to have an opportunity to prepare
it. Once on site, I was asked to play only four or five things. After playing the first
round, I was asked to wait in a holding room. I then advanced to the next round.
And so it went.
What I’ve learned over time is that it isn’t so much competing against the people
around you. You are competing against yourself and how you do in that situation.
It is a test of how you deal with nerves and how well you block out distractions.
Larsen discussed his experiences in the Marine Band and how he was treated
during his enlistment. His experience indicates a significant shift in race relations from
what most African-American musicians had encountered only a few years earlier.
I never experienced anything racially or socially negative during my enlistment.
I wasn’t the only one who was African-American. There were a handful of us
in the band who were Black. I can’t speak for them, but for myself, I didn’t
experience anything racially or socially negative.42
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After completing his tour of duty, Larsen auditioned for orchestral jobs. He spoke
briefly about the number of auditions he took before winning a position in the St. Louis
Symphony and how if felt to perform with that orchestra.
I used to know the exact number, but I must have done twenty or thirty auditions
before I won the St. Louis position. I just kept plugging away. It was amazing!
As for playing in St. Louis, that was just fantastic. Susan Slaughter is a
consummate professional. She is the most amazing trumpet player you can
imagine. She knew how to do a good job. She was so fair and so open …
She was just incredible! It was a great experience. A really great experience!43
Larsen later auditioned for the Chicago Symphony. He talked about the CSO’s
audition process and the music director’s comments after he won the position. It did not
escape his notice that by winning the job, he had broken yet another racial barrier. His
appointment marked the first time an African-American musician had won a permanent
position with the Chicago Symphony.
I chose to audition with Chicago Symphony because of its reputation. It is a great
orchestra with a dynamic brass section. It is one of the top orchestras in the world.
I was attracted to playing in Orchestra Hall, and travelling all over the world. I
was attracted to the things that come with being a member of a great orchestra
such as teaching opportunities and of course, working with incredible music
directors like Barenboim, Haitink, Boulez, Muti. Musically, it is incredibly
fulfilling and challenging. Playing in an orchestra like this is not easy but I’ve
found that pushing myself has been fulfilling.
The audition was very fair. There were four of us in the finals. I had never seen
this before, but they had all of us on stage to listen to each other. I have been on
committees here I don’t know how many times … and we never, ever did that for
anybody else, but I think they wanted to have total transparency. To have it totally
open. They screened us down to the final four candidates, and then all four of us
were asked to play something and then move to the other side of the stage.
After Maestro Barenboim offered me the position, he told me, “Some people may
say that there are other reasons as to why you are hired, just know you are hired
based upon your ability.” He wanted me to know he understood there might be a
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perception of why this was happening. But I didn’t think of that at all. That never
really occurred to me, but I could see how some people might put that together.44
Larsen described his first day on the job, recalling his first rehearsal with the
Chicago Symphony.
It was Ravinia 2002. I was just so excited to be there and to perform in a beautiful
venue. Rehearsals were like, wow, this is a totally different level. Everything was
so easy. It was so easy to come and fit in. The members of the orchestra knew
their parts so well. The orchestra’s dynamics were incredible, especially the softs.
It was pretty cool.
Larsen also discussed how he’s dealt with the stress of performing in the Chicago
Symphony.
Well, first of all, you prepare. You have your part together before the first
rehearsal, so that you are not even dealing with those issues. I mean, if you don’t
prepare … that’s when you get nervous. You do your due diligence so by the first
rehearsal you are ready. You want to be performing at concert level at the first
rehearsal. That is my expectation for myself at least. I don’t want there to be any
surprises. I just keep my eyes on the conductor and have my part totally under
control. That keeps the level up for everybody. Everybody has the same
expectation of each other.45
Larsen noted throughout his interview that his career has been relatively free of
the racism earlier generations encountered on the job. His advice to the next generation of
musicians reflects that difference.
I would say don’t think about your color. Don’t think about anybody’s color.
Just think about the color of music. Don’t worry about someone’s perception of
you because of the fact that you might be Black, you might be Latino, you might
be of color, you might be a woman, you might be homosexual, whatever. Don’t
worry about that. The most important thing is how you are able to convey the
music of the composer that is right in front of you. If you have that, it doesn’t
matter, it shouldn’t matter, what color you are.46
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Conclusion
Larsen’s career reflects many of the social changes that took place in America
between the Civil Rights Era and the present time. Unlike Fitzgerald and Hunter, Larsen
was able to travel and study wherever and with whom ever he wanted. He was also able
to audition for jobs in an atmosphere where the color of his skin was not a predetermining
factor in the outcome. And yet, he broke racial barriers. By winning his position in the
Chicago Symphony, Larsen was the first African-American musician to be appointed a
full time member of that organization.
The journey was filled with challenges, both personal and musical, and yet he was
able to overcome them through hard work and persistence. Larsen took the advice given
to him by his father early on in his life: to pursue what he was good at and to give his
career his full attention. He set goals throughout his career and as he reached one goal
after another, he dared himself to dream of even greater ambitions.
Larsen’s success is strong evidence in support of equal opportunity. His career
clearly demonstrates that when allowed to compete for orchestra positions without bias or
discrimination, African-American musicians can and will continue to rise to the top of the
profession, not only in popular forms of music, but also in one of the most conservative
fields of all, the world of classical, orchestral music.
Case Study No. 4 — Lyman Brodie
Lyman Brodie, born 1 October 1949, is principal trumpet of the Orlando
Philharmonic, a position he has held since the orchestra’s inception in 1993. He has also
performed as principal trumpet in the Dallas Wind Symphony and the Black Music
Repertory Ensemble. In addition to his performance work, Brodie is also Associate Dean
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of the College of Arts and Sciences and Humanities, and Professor of Music at the
University of Central Florida. He has served as a grant review panelist for the National
Endowment of the Arts, as a board member of the Chamber Music Directors of the
Orlando Philharmonic, and as an Advisory Board member of the Arts Presenters.47
Early Life
Brodie grew up in Tampa, Florida. He became intrigued with music after his
elementary school music teacher told his class about enrolling in band. A music store
representative came to his school to help determine which instruments students were best
suited for. Brodie talks about his growing interest in playing music, and his journey to
playing the trumpet.
Initially, I wanted to play trombone, but there was a man who came in from the
music store to examine each one of us for traits that would lean towards certain
instruments. He walked around the room and he said this person should play the
clarinet, and that one should play the flute. When he came to me, he said I should
play the trumpet and that was sort of the end of it. 48
During his interview, Brodie discussed experiences in middle and high school.
He also spoke about his first mentor, T. J. Simpson, recalling not only Simpson’s
connection to his family but also to former Chicago Symphony member Renold Schilke.
[Middle school and high school were] actually one in the same. At Blake High
School where I went, it was 7-12. So I went straight from elementary school right
through high school. There wasn’t a middle school in between. I had six years of
the same band director, the same program, the same activities, you know. It was
kind of a non-stopper. It was six nice long years of learning stuff.
T. J. was a real mentor. Really kind of a second father figure. As it turns out, in
my genealogical study of my own family, I found out that my uncle was a school
principal in Lake Wales, Florida, and that he had started a band program back in
he early ’50s. The person he’d hired to lead the band program was T. J. Simpson.
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T. J. was a huge, huge influence on all of us. He pretty much wrote every show
we played with marching band; he wrote all the music and did all the
arrangements. During the classical part of the season, we played standard
repertoire, Sousa marches, [Haydn Wood’s] Mannin Veen. Warhorse type things.
T. J. was director of bands at Lake Wales’ Roosevelt High School in 1953. By
the time I was in high school, he was the band director at Blake High School
in Tampa. I can’t quote exactly all of his training but I know he went to school
in Chicago. I that he went to Roosevelt University in Chicago. During that time
period, I think, Renold Schilke was teaching there. I don’t know all this for a fact,
but I’m just kind of putting two and two together about who was teaching at what
places back during that period of time. You know. Because that was course – in
the Chicago [Symphony] – that was that same period as the [Fritz] Reiner era.49
Although T. J. Simpson played a pivotal role in Brodie’s life, his first trumpet
teacher was Henry Pisano. He described his lessons and talked about hearing a recording
that sparked his interest to study at the University of South Florida.
I started taking lessons with Pisano my junior year; T. J. was the person who got
us connected. Pisano was another band director in town; his training was from
the Cincinnati College-Conservatory of Music. Eugene Blee had been his teacher.
I think he was first trumpet in the Cincinnati Symphony back in those days.50
I went to see him, and I got what I call the great trio of trumpet books – Arban’s
Complete Conservatory Method, H. L. Clark Technical Studies, and the Schlossberg Daily Drills. That’s where we started. Every week, you work up this one or
that one. And typically on the way out of the door, he’d pop on a recording. The
one I remember was Maynard Ferguson’s album Music For Dancing.51
University Education
Brodie spoke about his freshman year at the University South Florida, specifically
the impact his teacher had on his life. He also spoke about the performers he listened to
and how their recordings informed his own work as a performer.
When I went to USF, I studied with Don Owen. I still talk to him like every
couple of weeks. We’ve known each other – literally, for well over 50 years.
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I know I would not be a musician had it not been for him. Once I got to college,
there were basically three people who we listened to: Adolph Herseth, Maurice
André, and Snooky Young.52
Owen was a father figure to me … even more so after my father passed away
during my junior year.53
During his interview, Brodie discussed not only his observations regarding bias
on campus but also his inspirations for overcoming adversity.
The thing of it for me was, I was always more interested in the music than
anything else. I was just another guy in the band, in the music program. My
attitude was “You tell me where you want me to be and I’ll sit there and do what
you need me to do.” But, you know, that wasn’t the influential part of anything. It
was to make music, to learn and grow.
My inspiration always came from knowing that during the worst of times, there
were people who were making a mark in life. The Duke Ellingtons and Louis
Armstrongs … I know people want to take on those players because they didn’t
do this, that, or the other. But, but they did something that has outlasted their
lives. They kept making great art.54
Brodie’s positive attitude allowed him to transcend many of the social roadblocks
that were a significant, and unavoidable, part of American life in the 1960s. During his
interview, he spoke about attending North Texas for graduate work. He also discussed his
trumpet teacher and first teaching experiences.
I taught, as a Teaching Assistant, with fourteen students a week at the University
of North Texas, known then as North Texas State. I studied with John Haynie.
There were well over one-hundred students majoring in trumpet when I was there.
Taking lessons with Mr. Haynie was interesting. He was a real stickler for all of
the French ètude books and he was a real proponent of pretty much all things
Earnest Williams, so there was a lot of regular preparatory work, I would call it.
Lots and lots of drills, double and triple tonguing exercises, scale juries, technique
juries, and all of those kinds of things, which are really good because when you
played somewhere else, there wasn’t a sense of “Gee, I have never done this
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particular thing before” … In the course of working up all those exercises you
probably had done something related to that.55
Professional Career
Brodie described his early experiences as a professional musician and shared
details about a group that played a significant role in his career: The Dallas Wind
Symphony.
Kim Campbell and I have been friends for a long, long, long time. We went to
graduate school together; Kim was a fabulous trombone player. At one point, he
got to talking to Howard Dunn, the Director Bands and SMU back in the mid
80’s, and he asked him, “Would you be interested in doing some wind band
music?” Dunn said yes, “Let’s give it a shot.” He asked me to put a trumpet
section together so I called all my friends up and we started doing Saturday
morning rehearsals. He did the same things with all the sections – he called one
person and said put together a clarinet section, a saxophone section, a trombone
section, etc.
We sat down on Saturday mornings and played a bunch of music, and then we’d
go and hang out, have a lunch … and have a nice Saturday, basically. That’s how
it worked out back when we started all of this. And then from week to week, you
know, somebody would have a job of this kind, or somebody couldn’t make it, so
we started rotating people in and out. By then, Dunn was a member of the
American Bandmasters Association; they would have a meeting in Dallas every
year and when all these different folks would come down—it might be Colonel
Bourgeois and the Marine Band or Bob Reynolds from up in Michigan, those
kinds of folks—and they would come in and say, “Well, I would like to conduct
this.” So, they’d bring in a piece and then they’d conduct our ensemble for
whatever piece they decided to bring in ... So our concerts became associated
with the ABA meeting.56
After assembling trusted professional musicians to create the Dallas Wind
Symphony, Brodie and his colleagues decided to distinguish themselves as soloists. The
ensemble began releasing professional recordings around the same time.
Each of the players in the group did a solo piece. One of the trumpet players did
the Arutunian concerto, another one did Bozza’s Rustiques. The horn player did
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something, the trombone player did something, and then we did pieces for the
whole group … and quintet. That kind of thing. That record was cut by Crystal.
After that, we made a connection with Reference Recordings in San Francisco;
we did a series of recordings with them over the years that I was with the group. I
finally left the group after about twenty years even though I kept playing with the
group, even after I moved from Texas to Florida. I would commute to Dallas like
once a month to play concerts, but as schedules got more complicated I had to
stop doing some things. But, they’re still going strong.57
After speaking about the formation of Dallas Wind Symphony, Brodie talked
about another organization he was associated with, The Black Music Repertory
Ensemble. Brodie served as the group’s principal trumpet, performing not only local
concerts, but on national tours. During his interview, Brodie elaborated on how the
ensemble was formed, its music director and initial members, and the type of music the
group performed.
The BMRE was run out of Columbia College, Chicago when Sam Floyd was the
director of the Center for Black Music Research. Sam’s since retired, but during
those years, he resurrected music written by African-American composers as far
back as 1800. And Hale Smith, who was a fabulous composer and orchestrator,
would orchestrate the music for us. We had one trumpet, one trombone, and one
person who played saxophone, clarinet, and flute. There was also a string quartet,
with double bass; the double bass player doubled on tuba. There was also a
percussionist and a pianist. We were together for several years and we did more
than a few recordings for NPR and the International Public Broadcasting folks.
We also played concerts at Lincoln Center, Orchestra Hall in Chicago, Tufts
University, Morehouse, Cal Berkley, Cal State … we were all over the place.
We even did a Today Show broadcast.58
Brodie’s current position is with the Orlando Philharmonic. During his interview,
he discussed the orchestra’s founding, its growth, and some of the soloists who have
appeared with the ensemble since its formation roughly twenty-five years ago.
After the Florida Symphony went out of business, the musicians who were here
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at the time formed the Orlando Philharmonic. It’s grown from literally nothing
to what it is right now. I was invited to participate in 1993; I was the first vice
president of the board. We started the whole thing with fee-based concerts in
support of the ballet, opera, and schools here in town. We were the pit band for
opera productions, ballet performances, educational concerts, and young people’s
concerts.
That’s really how we started. It took us at least three years before we did a formal
concert. Twenty-five years later, we’re doing a regular series of concerts, chamber
concerts, large orchestra concerts … everything under the sun. We play now
Mahler symphonies and we’ve done big pieces, Ein Heldenleben, and old war
horses like Pines of Rome and New World Symphony.
It’s been an interesting journey and a lot of people have come and gone on to
other things, but it has provided the community with a really good experience.
YoYo Ma is coming in for this year’s gala; in the past we’ve had Itzhak Perlman
perform.59
Because Brodie’s time is divided between performance and his work as an arts
administrator, he has developed techniques that allow him to prepare for rehearsals while
not actually playing his trumpet very often.
I have a dual career. I mean, I work as an administrator all day long, so I do things
away from the trumpet. I do mouthpiece playing, a lot of just buzzing … I started
some of these exercises when I was commuting back and forth to wind symphony
events. What I do most is study the music and I internalize what I’m looking at.
It’s not so much banging away at something over and over again. I know some
people have a technique of let me just play it over and over again … and try to
develop, what I look at, as muscle memory. Instead, I go about it from the
position of mental memory. What’s my concept of how this phrase goes, etc.
Many times we have very little rehearsal and very little time to kind of evolve a
concept of something.60
Brodie had a few words of advice for young players, especially for musicians of
color interested in pursuing an orchestral career. He also had some advice for performers
interested in academic or administrative work.
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Go for it. Literally. If you’re interested in doing this stuff, just do it. There are
probably some steps I would suggest, though. One is to work with somebody
who does what you’re interested in. Find a teacher who knows the repertoire
and who understands the audition process and how to prepare for it, and then,
start working towards that goal. Music is extremely competitive … once you’re
behind a screen, all people know is what they hear.
[As for how I got into administration], it’s real simple: Somebody asked me to!
What I’ve gotten the most satisfaction from is helping other people. So much of
what we do [in academia] is selfless ... I look back at all the different people I’ve
tried to help along the way and [it’s rewarding to] see the successes they’ve had.
If you are not interested in helping somebody else, this is not what you want to
do.61
Conclusion
While some might view his career choices as unconventional, Brodie’s
personality demanded he focus on the positive, that he make every opportunity a positive
learning experience. He did not speak at length about the racism that was prevalent
throughout most of his career, but he acknowledged it was there and that as a young man,
he chose to focus on the issues that he could actually control. This decision ultimately led
him to concentrate on perfecting his craft rather than be distracted by how society might
attempt to define him or how people question his passion to become a respected classical
musician. His experiences—as a performer, arts administrator, and as a man— clearly
demonstrate that no matter what path one might choose, success comes to those with
persistence, determination, and most of all, a positive outlook on life.
Case Study No. 5 — Rodney Marsalis
Rodney Marsalis, born 11 October 1967, has performed with the Colorado,
San Diego, Richmond, and Barcelona Symphonies, and the Chamber Orchestra of
Philadelphia. At age nineteen he appeared as a soloist with the Boston Pops and New
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Orleans Symphony. He later made the world premiere recording of African-American
composer Adolphus Hailstork’s Sonata for Trumpet. Founder of the Rodney Marsalis
Philadelphia Big Brass Ensemble, Marsalis is a graduate of the Curtis Institute of Music
and a recipient of the Seiji Ozawa Award for Outstanding Musicianship at the
Tanglewood Music Center.
Marsalis initially established his career under the name Rodney Mack. To honor
his grandfather, Joseph Marsalis, he added Marsalis to his name in 2014.62

Early Life
Marsalis grew up in New Orleans, Louisiana. He prefaced his remarks with a
brief history of his hometown and its culture before explaining the role his family plays
not only in the city’s music scene today, but since the 1930s when the family ran service
stations and hotels, facilities that catered to locals as well as celebrities.
New Orleans is really a very cultural city. As a kid, I was emerged in a lot of
different things — different styles of music, different kinds of people, different
types of food. When you’re a kid, you don’t realize how mixed the culture really
is. What I remember most are the late 1960s and early 1970s. There were a lot of
[new ideas] people were trying to implement, notions they had in the ’60s. I was
aware that there was bussing and a strong effort to try to integrate the schools. My
family moved into a very nice neighborhood. We were the first Black family in
that area. A lot of things happened as a result of those changes.63
My mom and Ellis [Wynton’s dad] grew up as brother and sister. He was the
older brother and an intellectual man. A lot of people don’t know this, but their
father owned a gas station and was a business owner back in the 1930s. One of his
businesses was a motel, the Marsalis Mansion. It was where Thurgood Marshall,
Martin Luther King, and Ray Charles stayed when they came to New Orleans.
During segregation, travellers used a book that listed places they could stay in,
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and the Marsalis Mansion was a top-of-the-line place. It had a swimming pool,
beds with music, and vibrating beds. It was a really fancy place back then.
In our family it is not a matter of are you going to play an instrument, it was
which one will you play. Mom went to Ellis to get his thoughts on what I should
play. He’s the one who picked the trumpet for me.64
The Marsalis family firmly established itself in the city’s business world at a time
when many African-American families lived well below the poverty line. Their fortitude
continued into the next generation and manifested itself through music. During his
interview, Marsalis discussed his first musical experiences, lessons with his cousin
Wynton Marsalis.
My mom was a schoolteacher and in our house, I was the only musician in the
immediate family, so I was definitely taking lessons. By the time I was twelve,
I was taking lessons with Wynton, learning the basics. Wynton held up the Arban
book one day and said, “This is your Bible. And Maurice André,” he said, “is the
best trumpet player in the world.” He beat my head with that Clark book. He
really shed those.65
Marsalis’ next instructor was George Jansen, who had previously taught Wynton.
Jansen’s studio included some of the city’s top players and as Marsalis recalls, race was
never an issue. His teacher had a passion for working with talented students, regardless of
their race or nationality.
It was the mid-’70s. Jansen was a gentleman, probably forty-something, who had
moved from New York to New Orleans in order to play with the New Orleans
Symphony. Sometime later, he had a stroke and lost the use of half of his body.
He couldn’t play trumpet anymore so he started teaching private lessons, and I
think, college, too, at Loyola University. Wynton was one of his students and
when he went to Juilliard, he sent me to him. Jansen was an incredibly passionate
guy. In lessons, he had a routine, first it was your basics. I still do that same
routine to this day – forty years later. It was Schlossberg, Clark, and Arban. He
had another book that had melodies in it and he would say, “If you do your work,
you get to play from this book for dessert.”
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He went down to New Orleans in the 1970s and other teachers would ask, “Why
are you teaching all these little Black kids? They aren’t going to play classical
music.” He thought they were idiots. He didn’t like them at all. Didn’t like their
Southern, racist attitudes. His feeling was, “I will teach whoever I want to teach.”
His students included Wynton, Terence Blanchard, myself, and maybe ten other
guys. He didn’t care. He taught anyone who wanted to learn. Whether it was a
guy or a girl. He didn’t care what their background was. He cared about trumpet
and brass ensemble. I was really lucky he was my first real teacher.66
Marsalis studied with Jansen while he attended classes at the New Orleans Center
for Creative Arts [NOCCA], a special high school for gifted and talented students.67
While enrolled at NOCCA, Marsalis worked with performer-instructors who taught
theory and music history, subjects that benefited him not only as he began considering
where he might continue his studies, but at Tanglewood, where he spent his summers
studying with other high school students equally passionate about building a career in
music.
At NOCCA, we were doing all different species of counterpoint and they had us
analyzing Beethoven symphonies when we were thirteen, maybe fourteen years
old. By the time you got to be a senior, you were analyzing contemporary pieces.
You were doing college-level theory and we knew we were because professors
from Eastman would come down and test us. And then on top of that, they had
counseling sessions with Ellis Marsalis, Bert Braud, and LaReina Ferrell.68
[My division at] Tanglewood69 was a normal high school music camp experience
in that you are removed from your daily high school situation. It is kind of a
fantasy world. You are around people who do what you are passionate about
and you’re all together on this beautiful campus in the Berkshires. Everything you
need is provided. You don’t pay for anything.
It was an inspiration being around those kids. I made lifelong friendships there.
Quite frankly, one of the reasons I ended up being principal trumpet in Barcelona
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was because a French horn player from the Boston University Tanglewood
Institute ended up in the Barcelona Symphony. He called and told me about the
audition. I still network with people because of that summer program. As I look
back now my friends – they are all in orchestras or are executive directors of
symphonies. It was such a positive environment.70
Marsalis’ experiences at Tanglewood were pivotal in his early musical career.
During his interview, however, he mentioned a lack of diversity at Tanglewood during
the summers he studied there. He specifically recalled hearing about a conversation
between a friend and another musician concerning the number of African-Americans at
the camp.
Out of maybe 100 kids at BUTI, there might have been two African-Americans.
And they would intentionally work to find a Black kid. And it was the same with
the college program. For a while, it was just me and Wayne du Maine, I think. As
a matter of fact, it became an issue because Bernstein was going to take us to
Europe. Wayne had already done two years and you are officially only supposed
to do two years of the college part of the fellowship. But they wanted Wayne to
go for a third year. I had a friend who worked in the office and she told me it was
literally a discussion in the office … like, “We already have a Black guy in the
orchestra so we don’t need another.” I didn’t hear that discussion, but in the end,
Wayne’s amazing ability won out and he ended up having that third year. 71
Marsalis spoke in detail about the sort of role models he had before entering
Tanglewood.
I was mostly in a Black environment when was a kid, so my image of a Black
man was someone who was smart. Someone who was strong. Someone who was
really wise. Knowledge was passed down. It was like a cultural thing. You teach
the young kid and pass down wisdom. I didn’t have a big brother but I had a lot of
older people in my life. Once I went into the classical world, I had been fortified
with that. I was the only [Black musician there], or Wayne and me were the old
ones, but who we were had already been formed.72
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Marsalis’s teachers at NOCCA and his exposure to strong African-American role
models within his family and throughout the community defined his character. His mettle
would be tested throughout his career however, as this example from his time with the
New Orleans Youth Symphony demonstrates.
It was a youth orchestra but it was also for college students and community
players. That committee actually picked me to be principal trumpet—a high
school kid, in front of the college and older people. I got to my first rehearsal and
I sat down, the college kid sat down second, and then whoever was playing third.
I think it was a local older person. The conductor walked in, looked at us and said
something like, “Oh, we got to have age before beauty.” He made a joke out of it.
He called that guy up to first and put me on second because he felt more
comfortable with a White guy. My respect goes to that committee, though. When
they put me on first trumpet, they knew it would be controversial. In the ’70s and
early ’80s, it was super controversial to put a little sixteen-year-old Black kid on
first trumpet. Wynton was put on as third when he was in high school … so this
sort of thinking exists. It still exists. I don’t think it will be that hard to defeat, but
that is what I experienced. If I am still running into that “Oh, you must play jazz,”
then that sort of thinking is still there. That was my experience but my hope is that
by the end of my career that sort of thinking sounds ridiculous to everyone.73
University Education
After finishing his high school studies at NOCCA, Marsalis enrolled at Boston
University. During his interview, he noted how the transition to college life was a lot
smoother after he found the practice rooms and began making friends with other music
students.
Boston University gave me a complete, full-ride scholarship so that was my
choice. But in retrospect, I mean, being in Boston at that time was the best thing
that could have happened. I was scared; I would just sit in that big dormitory. It
wasn’t what I expected. All these, like, football players walking around. And
people who would say, “What is your major?” “What is my major?” I am a
musician. I didn’t know what I wanted to do. I had one of those big trunks
and I wouldn’t unpack it.
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There was a whole complex of practice rooms at BU so I got my trumpets out and
went down to the [music] school and went into the basement, where the practice
rooms were. I ran into Sam Pilafian. He had a studio in the back of the basement.
I think he knew I had wanted to go to Eastman so he told me, “It doesn’t matter
where you go to school. What matters is what you do in this basement.” I was a
very literal kid so I took his word for it. And from that point on, I was in those
basement practice rooms no less than five hours a day.
I was down there all the time. That was a big lesson for me. The school you go to,
it doesn’t matter. It is that [wood]shedding. I was just shedding constantly. I have
heard people say that this college is the best, or that college is the best ... My
experience is that it doesn’t really matter that much. You need to listen to music.
You need good teachers to guide you. And you need a place to practice.
Professional Career
After completing his studies at Boston University, Marsalis began making the
rounds at professional auditions. He spoke at length about the mental preparation
involved in winning a job, and the reasons why he won some auditions yet failed to
advance at others.
When I won, I wasn’t just hearing the excerpt when I played. I heard the
orchestra; it was as if I were playing it during a performance. And so I kind of
lost awareness of “I am in an audition.” They are listening to every note … [but]
you lose that consciousness and your mind is really in the place it would be if you
were playing the concert … like if you were playing Mahler 3 in the middle of the
symphony, the post horn solo. That is the feeling I would have. So to get that
feeling, I practiced that a lot and I listened to recordings constantly. I would go to
the library and listen to every recording of Mahler 3 – that is how you can get
yourself in that state. It is like a state of being when I won. The times I won that
was the state of being. The times I didn’t win, I was conscious of everything.74
After making this discovery, Marsalis took an audition for the New Orleans
Symphony. He described the audition process and how he was treated on his way into his
first rehearsal after winning the job.
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We played behind a screen. For the finals, they moved the committee. They were
up in the balcony so it was just me and Paul Randall, the principal trumpet player,
on the stage. Paul was a really cool guy. I was 19, but he treated me just like he
would treat anybody else.At the first rehearsal, though, people who were walking
in asked, “Are you here to play basketball? We’ll move our cars.”
But you know what the funny part is? I’m short and I was holding a quad case,
walking towards the rehearsal room.
That experience is actually why the Big Brass always plays the “Hallelujah
Chorus” from Messiah — it’s because that’s what we were rehearsing that day.
Seriously, I was walking towards the rehearsal hall and they were like “Are you
here to play basketball?” Are your eyes and your concept of reality so skewed by
your notions that you can’t even go with what your eyes are telling you? A short
kid with a big quad case walking towards a rehearsal hall and you think I am here
to play basketball? Do you think I have a flat basketball in this case?75
Marsalis continued to face similar scenarios after his time in the New Orleans
Symphony. Indeed, as second trumpet in the San Diego Symphony, he had to fight for his
contractual right to play principal when former members of the orchestra came in as subs.
In San Diego, I was assistant principal, which meant if the principal wasn’t there,
I played first. There was one concert where I was supposed to play principal and
the personnel manager, this older white guy who used to be principal, was
subbing. The operations manager said, “John is going to play principal for this
concert.” And I was, like, “Whoa! I am assistant principal here. If the principal is
not here, then I play that part.” But he said, “John was principal with us for a long
time and he is older and he’s well respected.”
I am under contract as assistant principal. I went to the head of our orchestra
committee and said, “This is what is going on. He said this sub should play
principal instead of me. My contract says I am the person who does this.” And
so everything stopped. The rehearsal, everything. We stood in front of the stage
and just talked. The committee person was like, “Yes, this is his job” to the older
white guy who was the operations manager. The conductor said, “That is how it
should be. He is the principal.” So I played principal trumpet. But now it is a
whole different set of pressures that has been put upon you.76
It’s not the normal pressure but I’ve had that my whole career. It actually makes
you stronger and better because you get more focused. I was so focused on that
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concert. It was one of my best performances because of that resistance. And it is
resistance. I have always experienced that resistance.77
The novelty of being an African-American performing orchestral music continued
to plague Marsalis even outside of the United States. During his interview, he described
prejudice he experienced while in Spain.
When I was in the Barcelona Symphony, I was principal trumpet. The principal
trombone told me he voted for me because I played better than everybody in the
audition, but he hated the fact that I was there. He told me that. He said, “I will
never like you. I will never like you being here.” For him it was that I was
American. He wanted a Spaniard to play in that position.78
My perspective was “Ricardo, I am teaching all these Spanish kids how to play in
an orchestra because they weren’t trained that way before. I am training them.
They are going to end up playing in the orchestras here in Spain.” But for him, it
was just too strong. He didn’t want it. He never talked to me.
We played amazingly beautiful concerts together. We played all the Mahler
symphonies, L’histoire, all the Bruckner Symphonies. Concert after concert.
And first trumpet, first trombone … a lot of that stuff is together, especially in
Mahler, but half of the time he wouldn’t look at me. He would never say good
job, nothing … for three seasons.
I was so focused for three years of concerts, radio broadcasts, and everything,
because I knew how much he hated me. I was like, I won’t give him the
satisfaction of one cracked note.
Three years of doing that as principal trumpet is really good for you. Your focus
gets really good. So anytime I have had that sort of resistance, I find that a lot of it
is racial. To him I am an inferior person, so the last thing he wants to do is to be
on the same stage as an equal to someone he considers inferior.79
Marsalis refused to be diminished by his colleague; instead he repurposed the
negative energy into fuel for still greater success.
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I use it as energy and fuel for focus, you know. I could have been, like, cowering
or pissed off. I wasn’t. It just made me more focused.80
Marsalis was also faced with racism in the city of Barcelona. The police had been
rounding up Africans, and in a case of mistaken identity, Marsalis was beaten up. The
incident made international news and was reported in the New York Times.
Basically, they were just beating the crap out of all the Africans. They would
round up people in the middle of Plaza Catalunya … I almost got rounded up a
couple of times and then they would see my ID. I was, like Jesus, what is going
on in this place? One day, though, they attacked me from behind. A bunch of guys
just jumped me. I didn’t see them coming. Afterwards, I yelled at them, “I am
principal trumpet of your orchestra.” That’s how they knew they’d done
something extremely dangerous to their own careers.81
After speaking about atrocities that could have ended a lesser man’s career,
Marsalis compared the stress of playing principal to that associated with playing second.
You know, the funny thing is, and this is just trumpet player talk, it is actually
easier to play principal trumpet if that is what you trained to do. You are in a
leadership position and the only person you really have to follow is the conductor.
I think it’s actually easier to do that than to play along with someone else. You get
used to it. You get used to that feeling that it has to be there in that moment. That
is what orchestral playing is all about. You have to be there in that moment. It is
mental focus. A lot of books I read back then, and still to this day, are all about
sports, athletic sort of mental training. And you get to the point where you get
pretty good at it. Where you know how to, in the moment, hit that top line G in
the middle of the note because it is something you are doing every day. So it is
not terribly nerve wracking because you are doing it daily in concerts. You get
used to it. It’s not terribly nerve wracking.82
Before ending the interview, Marsalis shared a few memories from some of his
favorite moments on stage, and even offered some advice to anyone interested in
pursuing an orchestral career.
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The very first excerpt I ever learned from Jansen was the off-stage solo from
Beethoven’s Leonore. And the most memorable moment I had was playing that
solo at Tanglewood. I was backstage; Leonard Bernstein was standing behind me;
Roger Boylan was holding the door open while I played the first part so it would
sound louder. When I played the second part, Roger told Bernstein, “I am going
to close the door at the end.” So as I was playing that last long note, he closed the
door slowly so that the sound was more intense for the audience. The memorable
thing about that – besides the fact that Roger Boylan and Bernstein are standing
right there as I am playing this – was as I finished the solo. Bernstein said, “That
was the best I have ever heard that.” I was so in the moment that it didn’t register
with me that it was Bernstein talking and that he had played that piece a lot.
A German fellowship student had conducted that night. Roger and I are standing
there with Bernstein and Bernstein asked, “What’s going on? How come he isn’t
giving you a bow?” He must have heard him so he took my hand and pulled me
out on to the stage in front of like 5,000 people in the audience at Tanglewood.
And Bernstein said, “That is a trumpet player.”
What would I say to someone who wants a career in orchestral music? Find
a mentor. If you want to play in an orchestra, find someone who plays in an
orchestra. Soak up everything you can from that person. Find a mentor
who’s already done what you want to do. It’s that simple.83
Conclusion
Marsalis faced adversity at nearly every stage of his musical development and yet
he stood tall and continued to excel. His career provides ample evidence that racism still
exists, both in the U.S. and abroad. Marsalis’ drive and love for music proved far stronger
than his obstacles. Because of his talent and his ability to rise above prejudice, Marsalis is
a role model for people around the world.
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CHAPTER IV
PERSEVERANCE
A clear summary of what it takes to become a prominent African-American
orchestral trumpet player is essentially impossible. As with any professional, the
musician needs an extraordinary amount of passion, determination, love, motivation,
poise, fortitude, wisdom, and perseverance. Beyond talent, moreover, the ability to act
with grace while nonetheless performing at virtuoso level is required. The musician must
focus on artistry and execution when preparing to perform a piece of music, rather than
the social climate of the ensemble in which the music is to be performed, and he or she
must be able to withstand all slights, minor and major, unconscious and intentional.
Langston Fitzgerald’s willingness to take on the classical and orchestral world
and all of its unacknowledged inequalities represents a real triumph of character. His
ability to respond to persistent racism by continuing to practice, to win subsequent
auditions even when already warned about the possible outcome, is an example to all. His
character was tested repeatedly throughout his entire career. Even in the face of a stark
racial divide, Fitzgerald used his leadership role in the Baltimore symphony to promote
equality for all musicians. What is more, he continued this walk of integrity as an
educator. During the middle of his orchestral career, Fitzgerald earned a doctorate of
musical arts from Catholic University. Fitzgerald’s career of over 50 years is a true
testament to hard work, passion, patience, persistence, the love for music and mankind,
and bulletproof psychological armor.
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As with other kinds of music, the world of classical music and orchestral playing

requires a certain entrepreneurship to create opportunities to be heard. It requires vision,
energy, collegiality, and a remarkably positive attitude. These skills—in addition to grit
and drive—are only a few of the positive characteristics that Lyman Brodie has exhibited
throughout his career. Brodie’s approach to having a career in orchestral music was to
broaden his efforts to include formative roles in the creation of some of the country’s
other major ensembles, including the Dallas Wind Symphony and the Orlando
Philharmonic. His work ethic and drive is remarkable, and his achievements are
immense. His original vision for those ensembles still benefits those musicians who have
subsequently joined, long after his tenure. Brodie then brought this progressive approach
to the classroom; he is currently mentoring faculty, staff, and students in his university
work, where he occupies a position high on the academic ladder.
These musicians were the embodiment of self-determination and resilience, and
their musical journeys influenced the next generation of musicians including Rodney
Marsalis. In addition to being a part of a world-renowned musical family, Marsalis
carved out a career for himself in the orchestral world. Marsalis’ determination to
succeed is an attribute that has benefited him throughout his career. From a very early
point, he faced racism with discipline, diligence, and an iron will. He continues to
perform worldwide, serving as an outstanding example of success through adversity.
Each of these musicians brought special characteristics to his success. In certain
cases, it was a matter of following the right guidance; Billy Ray Hunter, Jr., for example,
wisely followed the advice given to him by his mother in his early years. He never
wavered from this advice, and subsequently became the principal trumpet of the

	
  

76

Metropolitan Opera Orchestra. Tage Larsen’s ability to take the advice of his father in his
formative years and cultivate it into a career in orchestral playing was extraordinary. His
ultimate success in orchestral music was realized by setting and achieving goals, by
overcoming failure, and by having the resilience to continue on his path until his musical
goals were reached. As the first African-American to hold a full-time position in the
Chicago Symphony, Larsen is a shining example of what it takes to be successful; his
drive and tenacity have inspired a new generation of orchestral musicians, and he is a role
model for anyone—African-American and otherwise—who desires a career in music.
The musicians selected for this dissertation were virtuoso musicians, extremely
qualified to perform in major orchestras. However, this can be said of many. What
Fitzgerald, Brodie, Larsen, Hunter, and Marsalis have in common is a tremendous work
ethic, drive, and positive outlook that proved to be the deciding factor for their success. It
is the hope of this author that their testimonies would raise awareness and affect change
with orchestra music directors, personnel managers, orchestra outreach programs, public
and private school arts administrators, and other orchestral musicians. Orchestra
executive directors should continue to find ways to engage a more diverse audience, so
that more people of color will have an opportunity to experience classical music. The
final chapter of this dissertation addresses these issues by highlighting the success of
several organizations that have embraced diversity.

CHAPTER V
CONCLUSIONS AND RECOMMENDATIONS
Researching the social history of African-American musicians may seem like a
daunting task, especially when one’s attention is devoted to classically-trained orchestral
trumpet players, but such a study has tremendous value. For those of us born after the
struggles that led to the Civil Rights movement during 1954-1968, it is not unlike looking
through an old trunk or a box of photographs stored away for decades in the attic. What is
uncovered is both enlightening and intriguing.
An examination of this nature helps us realize who we are as a society, what we
have learned, and how far we have come in the span of a mere fifty years. It also shows
what remains for us to do. That racism is still with us is particularly disheartening for
those of us who have suffered from it. Many people are actively seeking for pathways to
a better world, one that embraces diversity. For those of us engaged in this fight, there is
still much to do if we truly are to create a world such as the one Dr. Martin Luther King,
Jr. envisioned when he gave his “I Have a Dream” speech in 1963. That is to say, a world
in which people “will not be judged by the color of their skin, but by the content of their
character,” and, by extension, their abilities.1
Through the presentation of five distinct life stories, this dissertation seeks to
identify racial trends; showing how instances of overt racism as well as misperceptions
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Martin Luther King, Jr. delivered his “I Have a Dream” speech on 23 August 1963 in
Washington, D.C. The speech called for an end to racism and advocated African-Americans be given not
only civil rights, but the right to fully participate in the nation’s economy as well.
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based on race shaped the careers of these performers. Their experiences are not unique,
however; indeed, many attitudes and events they encountered are the same as those
experienced by other African-Americans, whether they were entertainers or ordinary
people whose work is not in any manner associated with the arts. In short, by examining
the experiences of the five musicians studied in this dissertation, certain commonalities
emerged in the careers of each musician:
• Most described growing up in families where one or more parents and/or a
sibling were involved with music. They had often attended public school in a
district with a strong music program, or they benefitted from the support of a
particularly pro-active band director or trumpet teacher who provided lessons at
little or no cost.
• All received support from family, teachers, and friends at critical junctures in
their careers: a band director or college instructor who personally advocated for
opportunities, a colleague who shared information about job openings, etc.
• All had been able to take advantage of performance opportunities outside of
band class: all-state, youth orchestras, summer programs. Most had access to
quality instruments early in their careers, and easier access to even better
instruments as their careers progressed.
• All successfully navigated an extensive “feeder pipeline” of music education
since childhood. They worked hard, practiced effectively, and
took full advantage of every opportunity they could to improve their playing.
Whether they attended a conservatory or a state school, most graduated from
recognized and respected music programs.
• Each musician was determined not to let his race or society’s racial prejudices
interfere with his ability to succeed. Several mentioned they needed to be
significantly better than their White colleagues in order to win jobs. Once on the
job, many of the musicians had to be highly disciplined and mentally tough in
order to deal with racial slurs, insults, and the isolation of being AfricanAmerican in an otherwise all-White organization.
Looking back on the social environment between 1970 and 2018, we also see a
blossoming of ideas, many of which were first proposed in the late 1960s and early
1970s, in the wake of the Civil Rights movement. Putting an end to segregation was
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perhaps the most significant of all reforms; it led to integration in the workplace and in all
other areas of life. In music, for example, one of the earliest times African-American and
White performers appeared on stage together was in 1937, when Benny Goodman, Lionel
Hampton, Teddy Wilson, and Gene Krupa performed at the Paramount Theater in New
York City. Ten years later, Jackie Robinson broke the color barrier in professional sports.
In 1948, President Harry S. Truman issued orders to end segregation in our nation’s
military. In 1954, a mere six years later, the U.S. Supreme Court heard the case of Brown
v. The Board of Education, a case that overturned Jim Crow era laws mandating “separate
but equal facilities.”2 This landmark decision also laid the groundwork for the nation’ s
schools to become integrated. As the struggle for equality unfolded, thousands of
ordinary citizens, both Black and White, fought in the streets for their beliefs, and many
of the movement’s leaders lost their lives, martyrs to the cause. The era was defined in
part by great men such as Martin Luther King Jr., Malcolm X, and John F. Kennedy, as
well as figures lesser-known to the mainstream such as James Baldwin, Bayard Rustin, or
Medgar Evers. But in the end, it was the everyday resistance of millions of Americans
that truly transformed the nation.
For nearly five decades, the League of American Orchestras, formerly known as
the American Symphony Orchestra League, has been at the center of these discussions.
At its national and regional conferences, in its workshops and training institutes, and in
its publications, the League has kept issues related to diversity on the minds of orchestra
leaders throughout the nation. Should orchestras reflect the demographics of their local
communities? Should diversity extend not only to who’s on stage, but who works in the
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U.S. Supreme Court Administrative Office, “History----- Brown v. Board of Education Reenactment,” http://www.uscourts.gov/educational-resources/educational-activities/history-brown-v-boardeducation-re-enactment, accessed 14 May 2018.
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office and who serves on the board? As some orchestras wrestled with these ethical
issues, others took a more practical view. Staff members at the League compiled statistics
on race, ethnicity, and gender, and then examined the data, looking for trends. What they
found was that between 1980 and 2014, there was a four-fold increase in the number of
orchestral performers from non-White population groups, due largely to an influx of
musicians with Asian or Pacific Islander backgrounds. While this increase is
encouraging, two facts emerge from the data:
• The number of non-White musicians performing in American orchestras is less
than 15% of the total population.
• When it comes to African-American and Latino musicians, the raw numbers
and the percentages remain extremely low, with only a slight increase from 1.3
to 1.8% over the same forty year period. The ratio of Black or Hispanic
performers to White did not significantly change over a forty-year period.3
In the wider orchestral field, the League’s research further indicates the status quo
was also maintained: Conductors, executives, staff members, and board members remain
predominantly White.4 The picture is less bleak when comparisons are made with respect
to orchestra budget size. Indeed, one of the key findings League officials pointed out in
their 2016 study titled “Racial/Ethnic and Gender Diversity in the Orchestra Field,” is
that there are “noticeable differences” between larger and smaller orchestras. Two
observations bear mention here:
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James Doeser, “Racial / Ethnic and Gender Diversity in the Orchestra Field” (New York: League
of American Orchestras, September 2016), 2–3. The sample size is admittedly small: Only five hundred
distinct organizations responded to League questionnaires requesting racial data from between 1980 and
2014; most respondents provided information only for a year here and there, very few had data for the
entire study period. The response rate was higher for gender and ethnic studies: eight-hundred member
orchestras participated in that end of the study. League records indicate larger orchestras were more likely
to participate in the study. Surveys are circulated annually; League officials analyzed data and prepared the
report, which was then shared with all League members via print and digital publications.
4
Ibid.
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• The percentage of musicians from African-American and Hispanic/Latino
backgrounds employed by smaller orchestras is double the percentage of those
employed by larger orchestras.
• Conversely, conductors from African-American or Hispanic/Latino backgrounds
are more likely to be employed by larger orchestras than by smaller orchestras.5
This dichotomy underscores an ironic truth: In large cities, where a significant

part of the overall population is African-American, musicians of color are not as likely to
be employed as members of the orchestra. Black conductors, on the other hand, appear to
have a fair shot at being hired. Their employment places them in an ideal position to
serve as the public face of the orchestra in the nation’s largest cities. Moreover, once
hired, Black conductors are at the epicenter of all discussions related to artistic direction:
selecting the music to be performed, choosing soloists, and advocating for special
projects that bridge the gap between the orchestra and key demographic groups currently
underserved by the orchestra and under-represented on stage. For conductors who use
their podiums as bully pulpits, significant changes on stage and inside organizations
could be on the horizon.
As stated earlier, the League’s research indicates the percentage of AfricanAmerican and Latino musicians employed in smaller orchestras is nearly double the
percentage of those employed by larger orchestras. African-American musicians make up
2.5% of the musicians employed in the nation’s smaller groups; in larger orchestras only
1.2% of the musicians performing on stage are African-American. What’s more, at a time
when the representation of non-White people involved in the not-for-profit sector is
nearly 20%, diversity figures regarding the racial backgrounds of orchestra executives,
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boards, and staffs are similar to musicians numbers: the industry is overwhelmingly
White.6
Given the League’s findings, it is worth noting which organizations have truly
embraced diversity and inclusion. What are they doing, and what can we learn from their
example? The following survey of organizations who “get” diversity should prove
enlightening, not only for musicians of color, but for anyone with an interest in bridging
the gap between orchestras and the communities they serve.
The Sphinx Organization
Founded by Aaron P. Dworkin in 1998, the Sphinx Organization only recently
celebrated its twentieth anniversary. The Detroit-based company is one of the first of its
kind: a national social justice and arts organization. “Transforming lives through the
power of diversity in the arts,” Sphnix is devoted to the care and nurturing of AfricanAmerican and Hispanic musicians, specifically their education and professional
development.7
For the past two years, Sphinx has been led by Afa S. Dworkin.8 Prior to her
tenure as president and artistic director, Musical America recognized her as one of the
nation’s leading arts administrators, inducting her into an elite group of thirty individuals
significantly influencing classical music in the U.S. She was similarly honored in the
nation’s business press when Crain’s Business Report included her in a list of exceptional
leaders, “40 Under 40.” “Our work began as a grassroots effort to encourage access,
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Ibid.,7.
7
Sphinx, company website, http://www.sphinxmusic.org. Accessed 10 May 2018.
8
Afa S. Dworkin assumed leadership of Sphinx after her husband, Aaron, accepted the University
of Michigan’s offer to serve as dean of its School of Music, Theatre, and Dance. An alumnus of the UM
violin performance program, Aaron Dworkin was the university’s first African-American music dean. In
April 2017, he announced his intention to step down from his post in Ann Arbor in order to spend more
time in Detroit with his family and their core business, Sphinx.
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inclusion, and exposure within classical music,” Dworkin said. “Through the advocacy
and hard work of countless passionate individuals, and a proven track record of artistic
excellence and positive change, it has evolved into a global social justice movement.”9
A variety of enterprises operate under the Sphinx banner, including two orchestras
— Sphinx Virtuosi and the Sphinx Symphony Orchestra. Performing without a
conductor, the Sphinx Virtuosi are soloist-caliber musicians who share the group’s
artistic decision-making. They tour nationally every year, showcasing diverse literature
from African-American and Latino composers. The Sphinx Symphony is comprised of
top professionals from around the country, all of whom are Black or Latino. Performers
are current and former members of the New York Philharmonic, Cleveland Orchestra,
Los Angeles Philharmonic, Met Opera Orchestra, Detroit, Atlanta, Baltimore,
Milwaukee, Cincinnati, St. Louis and Puerto Rico Symphonies. Many are also faculty
members at some of the nation’s top music schools: Peabody and New England
Conservatories, Harlem School of the Arts, Rutgers University and the University of
Michigan. In addition to promoting music written by Black and Latino composers,
orchestra members serve as mentors to young musicians, whether as role models on stage
or through providing master classes and lectures delivered at locations throughout the
nation. They also work closely with participants in the annual Sphinx Competition for
Black and Latino classical string players.
Sphinx also oversees chamber music programs such as its Catalyst Quartet and
the Harlem Quartet. Both ensembles advance diversity in classical music by engaging
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Therese Goussy, “Sphinx Organization Celebrates 20 Years of Positive Impact,” undated
company press release from 2017, http://www.sphinxmusic.org/attachments/Sphinx-Celebrates-20thAnniversary.pdf, accessed 10 May 2018.
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new audiences with music written and performed by African-American and Latino
musicians.
Education and career development, both on and off the stage, are still other areas
in which Sphinx has become involved. Sphinx alumni teach, learn, and perform abroad
through the Sphinx’s Global Scholars Program. Laureates of the Sphinx Competition are
booked as soloists with orchestras nationwide. A music assistance fund provides Sphinx
alumni with scholarship money throughout their careers, including funds that underwrite
the cost of playing auditions, attending or hosting masterclasses and clinics, or touring.
SphinxConnect aims to connect artists of color with industry professionals. The
program offers year-round professional development opportunities and attempts to place
diversity-minded young arts managers into organizations who share their belief that
diversity and inclusion benefits the arts community. Alumni who demonstrate
extraordinary leadership are eligible for the Sphinx Medal of Excellence, an award
Sphinx uses to recognize exceptional management talent.
In addition to performing ensembles, artistic development programs, and training
for arts managers, Sphinx also oversees education programs targeted to students. A yearlong youth development program, “Overture” provides elementary school students from
underserved communities with free violins and lessons. “Classical Connections” is
Sphinx’s interactive in-school music curriculum; it provides beginners with information
on string instruments and composers of color. The Sphinx Performance Academy, on the
other hand, is a summer program that provides an intensive experience for chamber and
solo performers who demonstrate an interest in classical music, but lack the resources or
access for formal music instruction.
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Sphinx has been phenomenally successful in its efforts to develop African-

American and Latino musicians. Since its founding, Sphinx programs have impacted
more than 100,000 students. Scholarship and grant programs have distributed more than
$4 million dollars in instruments, college tuition, and other education and career
development opportunities to deserving young performers. And its touring orchestras and
small ensembles have reached audiences in more than 70 cities and 13 countries.
Sphinx alumnus Joseph Conyers, now assistant principal double bass with the
Philadelphia Orchestra, perhaps best expressed his alma mater’s legacy when he said,
“As a 16-year-old kid, Sphinx meant to me that I wasn’t alone. I will never forget
meeting for the first time young musicians of color who were as passionate about
classical music as I was … As a professional musician, I see the profound impact it is
having in the world.”10
Conyers is not the only person to recognize what Sphinx has accomplished over
the course of a mere twenty years.
Sphinx founder Aaron Dworkin was President Barack Obama’s first appointment
to the National Council on the Arts. Former dean of the University of Michigan’s School
of Music, Theatre, and Dance, Dworkin’s commitment to increasing diversity both on
stage and in the audience is well known. Indeed, he founded Sphinx while an
undergraduate at the University of Michigan in order to address the stark underrepresentation he noted regarding people of color in classical music.
In 2016, First Lady Michele Obama invited representatives from Sphinx to the
White House, where the organization was presented with the 2016 National Arts and
Humanities Youth Program Award, the nation’s highest honor for creative youth
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Ibid. The press release notes that Conyers founded a similar group, Project 440, in Philadelphia.
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development programs. Sphinx was singled out for its after-school and out-of-school
efforts; how it used engagement in the arts and humanities to increase academic
achievement, graduation rates, and college enrollment; and its efforts in improving
literacy and cultural awareness through the arts. The award also recognized Sphinx for
innovative programs that forge new pathways to creativity, expression, and achievement
outside of the regular school day—programs provide a safe harbor as well as cultural
enrichment to underserved and at-risk students.
Sphinx’s philosophy is if music is brought to the masses, the masses will come to
music. The logic behind their approach can be distilled into the following key points:
• Education — By training African-American and Latino musicians, the number
of professionals from these communities able to pursue viable careers in
classical music expands over time. The introduction of this music to AfricanAmerican and Latino families significantly increases the potential that they will
attend live performances — whether their family member is on stage or not.
• Career Development —Through competitions, instrument funds, and mentoring
relationships, promising young musicians of color are better able to reach their
full potential … and more likely to be competitive for orchestral positions and
other professional openings in in the music business.
• Community Engagement — Through sincere, long-term relationships with the
African-American and Latino communities in Detroit and Flint, Michigan,
beginners and young musicians are given access to instruments, high-quality
instruction, and concerts, especially performances that feature not only
musicians of color but also music written by composers who physically and
culturally resemble the organization’s target audience.
• Professional Support — Ongoing relationships will foster professional
networking and encourage still further development of the artistic talent in the
African-American and Latino communities. Financial support for current
students and program graduates in the form of funding for auditions,
performances, and professional development efforts builds a strong base of
support within the organization’s core constituents. It also substantially
increases the odds for a qualified musician of color to compete and win
positions where they might, in turn, open doors for underserved community
members in their new orchestra, school, or hometown.11
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Sphinx, company website, http://www.sphinxmusic.org. Accessed 10 May 2018.
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Detroit Symphony Orchestra
The city of Detroit is teeming with economic development efforts in the wake of

its emergence from bankruptcy in 2013. The city’s arts community partnered with
business and civic leaders to discuss issues of concern not only to the nearly 673,000
residents in the city, but to the 4.3 million people who live in the surrounding towns and
suburbs that make up Greater Detroit.12 As leaders in economics, race, immigration,
transportation, and arts and culture discovered the interplay between their spheres of
influence, the opportunity for each leader’s organization to become an agent for positive
change became more apparent.
The Detroit Symphony fully embraced the challenge. Much like the city, the
orchestra has undergone a major transformation. The combination of rising operating
costs, ongoing budget deficits, and shrinking numbers in its core constituency forced the
DSO to reexamine not only its management philosophy, but also its mission, governance,
and internal culture. In a modern world, one in which diversity and technology play
increasingly more important roles, the DSO was forced to reinvent itself.13
Led by music director Leonard Slatkin, the DSO is committed to increasing
diversity and inclusion, not only on stage, but in its audiences, programs, and in its
relationship with the city itself. The decision was not easily reached, but the ramifications
are clear: since adopting this strategic approach, the DSO has enjoyed four consecutive
balanced budgets, two successfully resolved labor disputes, and sizably expanded its
geographic footprint. Its success, in no small measure, has been rooted in its embrace of
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World Population Review, “Detroit Population 2018,”
http://worldpopulationreview.com/us-cities/detroit-population/ (2018), accessed 10 May 2018.
13
The change was inevitable: In 1950, Detroit’s population was nearly 2 million; 84% of the city’s
residents were White. The population is less than half that amount today and African-Americans represent
82% of the city’s population.
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technology and its adoption of both educational and concert programming meant to
appeal to Detroit’s large multicultural population.14
An in-depth discussion of the lessons DSO management learned is not possible
here, but orchestra leaders shared some key points during the 2017 conference of the
League of American Orchestras. These include:
• Change before you have to — Learn to read and respond to marketplace trends
in real time. Whether it is creating a more diverse culture in the office, on stage
or on the board of directors, smart organizations challenge existing assumptions
and seek out creative solutions to the challenges presented in an ever-changing
business environment.
• Leadership comes from within — Allow musicians and other members of the
orchestra family to influence the organization’s direction, programming, and
policies.
• Strike a balanced approach to pricing — Question traditional practices that pit
maximizing revenue against maximizing attendance or accessibility. Consider
the role socio-economic barriers play in traditional pricing schemes. Commit to
more fully engaging new audiences with music by removing barriers that impact
our ability to meet our artistic mission and serve the communities in our midst.
• Everyone matters — The nation is at a crossroads and as a result, funding for
the artistic institutions is in the crosshairs. Organizations that embrace diversity
and multiculturalism not only increase the number of people the institution
ultimately serves, but also the number of potential funding agents, something
that can potentially ease the pinch felt as federal funds are withdrawn. Reaching
out to new audiences has not diluted the DSO’s mission to present classical
music to the city, nor its appeal to its base; if anything, it has enhanced it.15
The DSO’s Social Progress Initiative is but one of the programs to emerge in the
wake of the orchestra’s transformation. The program aims to break down barriers that
have traditionally kept people of color from participating more fully in classical music.
With inclusion, enrichment, and expression as its core values, the DSO has committed
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“Detroit Rising: Transformation in American Orchestras,” Symphony Magazine (Spring 2017),
16–19.
15
Ibid.
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itself to engaging in an ongoing relationship with Detroit’s African-American, Latino,
and underserved communities. The goal of the program is to improve the quality of life
for all people in Detroit, not merely those who have access to means or opportunities. As
the DSO states on its website, the orchestra’s mission is to become the “most accessible
orchestra on the planet.”16
• Community partnerships bring DSO musicians into classrooms across
Southeast Michigan. Partnerships also allow Detroit schoolchildren to attend
DSO performances at the cost of $1 per ticket.
• Commitment to lifelong learning — The DSO launched the Detroit Community
Orchestra in Fall 2016 so that amateur musicians who may not have played an
instrument in years might once again have an opportunity to perform. Members
range in age from 19 to 73.
• Community engagement — More than 500,000 people interacted with the DSO
in the past year through either live performances or the orchestra’s lifelong
learning programs. In addition to formal concerts played downtown in Fisher
Hall, the DSO plays shows in the region’s hospitals, churches, senior centers,
and similar shared spaces. The orchestra reaches even more people digitally.
Webcasts, replays, and social media have substantially increased not only the
number of people interested in the orchestra and its events, but also the number
of people actually hearing the orchestra perform.
- Programs are rebroadcast on the web, reaching an additional 100,000
students not only in Detroit, but in locations across the globe.
- 13,000 students from more than 260 schools regularly participate in the
DSO’s annual educational concert series.
- On-demand videos and support materials were, and continue to be, given
free of charge to all classroom teachers who request them.17
• Help where it’s needed most — The DSO provides gift cards for students who
want to attend DSO performances; young listeners can now hear as many
concerts as they want for just $25 a year.
• Removing barriers to participation — Working in partnership with the Dresner
Foundation, the DSO launched the Allegro Ensemble, a free, entry-level
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“Social Progress Initiative,” Detroit Symphony Orchestra, www.dso.org/impact, accessed 10
May 2018.
17
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training program for students. To ensure at-risk students could fully participate,
instruments were provided. The DSO also began aggressively promoting a
program launched 25 years earlier, the DSO African-American Orchestral
Fellowship, a training program for young musicians interested in careers in
classical music.
• Support for working parents—“Taking it to the Max,” in the most literal sense,
the DSO’s home theater, the Max M. and Marjorie S. Fisher Music Center,
helps parents cut down on after-school commuting by offering flexible
performances spaces and a variety of programming including yoga set to live
music, theater, and jazz. The site also hosts community organizations that
provide students with Suzuki training, music therapy, and rehearsal space for
youth choirs and instrumental groups.
• Outreach—Partnerships such as the one the DSO enjoys with the Wu Family
Academy of Learning and Engagement bring music directly to the community.18
Through live and digital partnerships, hands-on music education and training in
classrooms, communities, and virtual settings. The overall goal is to cultivate
relationships that will change lives today, while altering the trajectory for
tomorrow. Community efforts such as the Civic Youth Ensemble, Young
People’s Concerts and concerto compositions engage hundreds of amateur
musicians each week, and further develop grassroots connections into many
of Detroit’s traditionally underserved communities.
• Visibility—Composer residencies, concerto competitions, and composition
contests featuring the music of African-American, Latino, women, and other
underrepresented groups provide emerging musicians with training as well as
access to audiences eager to hear their work.19
Pittsburgh Symphony Orchestra
For more than 80 years, the Pittsburgh Symphony Orchestra has sought to present

programs that “spark, inspire, and celebrate a love of music.”20 From “Schooltime” and
“Tiny Tots” concerts to wellness programs for veterans at the local VA Hospital, the PSO
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Lexi Trimpe, “Wu Family and DTE Energy Foundation Contribute Nearly $5 million to DSO,”
http://www.dbusiness.com/daily-news/Annual-2016/29M-Donation-to-DSO-is-2nd-Largest-in-OrchestrasHistory/ (2016), accessed 17 May 2018. Led by Clyde and Helen Wu, the Wu Family strongly supports the
Detroit Symphony. The family has donated $2.9 million dollars toward DSO music education programs.
19
“Social Progress Initiative,” Detroit Symphony Orchestra.
20
Pittsburgh Symphony Orchestra, “Learning and Community Engagement Programs,”
http://blogs.pittsburghsymphony.org/education/17-18_Education_Brochure.pdf?_sp=6d741a76aa0407a4.
1526022428914, accessed 10 May 2018.
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has developed a number of outreach efforts designed to bring classical music into
Pittsburgh’s many neighborhoods and social communities.
Of all its programs, the most pertinent to this study is the PSO’s Orchestra
Training Program for African-American Musicians (OTPAAM). A pre-professional
program geared to African-American musicians interested in an orchestral performance
career, one young musician is selected for a two-year residency with the PSO during
which time he or she is immersed in rehearsals, performances, and one-on-one lessons
with members of the PSO. Past winners have gone on to careers with respected regional
orchestras or entered graduate programs with a significant advantage over their peers.
Still others have led masterclasses or clinics, or have produced books or documentaries
that speak to their experiences as musicians of color.21
The Orchestra Training Program for African-American Musicians, while limited
in scope, is part of the PSO’s commitment to diversity through the recruitment and
professional development of African-American musicians. In a similar vein, the PSO’s
formal Diversity Plan includes programming that better reflects the communities and
audiences residing in the greater Pittsburgh area.
Black Pearl Chamber Orchestra
Based in Philadelphia, the Black Pearl Chamber Orchestra was formed in 2007 by
Jeri Lynne Johnson, who serves as the group’s artistic director. Within the span of a
decade, Black Pearl has become a recognized leader in building audiences for live
classical music through its creative blending of technology, engaging performances,
groundbreaking educational programs, and collaborative partnerships with other arts
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Ibid., 12. Details about this program can also be found on the PSO’s main website.
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organizations. Their mission is to transform audiences from passive listening to active
participation through innovative, culturally diverse programming. Musicians were trained
at some of the nation’s leading music schools, including Curtis, Juilliard, and Peabody.22
Black Pearl brings a fresh approach to almost everything it does. Instead of
looking at orchestras at gatekeepers of high culture, Black Pearl believes we should
consider them enablers of creativity and appreciation.23 The approach works. Black Pearl
pays close attention to what’s happening in Philadelphia’s many neighborhoods and in its
school music programs, in part, because it wants to make relevant connections to the lives
of the people in their community. Similarly, Black Pearl does not practice “outreach,”
instead it has developed what it calls “InReach,” programs that offer audience members
hands-on access to the orchestra and its conductor.24 Rehearsals are always open to the
public, a policy that allows visitors, especially young musicians, a glimpse into not only
how musicians think and how the conductor communicates ideas to the ensemble, but
also how a team of individual soloists comes together in support of a common goal.
Visitors are issued on-stage passes so that students interested in a “mini” lesson in
conducting have an opportunity to actually lead the orchestra.
Black Pearl’s “mini” conducting lessons prompted the group to do even more to
help youngsters: The musicians developed a life-coaching project for students titled
Orchestrating Youth Leadership. The course is based on the principle that “you have no
right to ask things of others that you do not first demand from yourself.” The program is
free and geared to middle and high school students with the aim of teaching “executive
	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
22
“About Us,” http://blackpearlco.instantencore.com/web/bio.aspx, accessed 10 May 2018.
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Jeri Lynne Johnson, Black Pearl founder, as quoted in “Forty Years of Fellowships: A Study of
Orchestras’ Efforts to Include African-American and Latino Musicians: A Report by the League of
American Orchestras with Research and Analysis by Nick Rabkin and Monica Hairston O’Connell” (New
York: League of American Orchestras, September 2016), 24.
24
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functioning skills” such as impulse control, flexible thinking, planning and prioritizing—
all through the art of conducting. Established in 2009, hundreds of young people have
since enrolled in the program, many of whom have establishing successful careers in a
wide variety of professions. The concept is now part of the core curriculum at a number
of public schools in the Philadelphia area, and has even been adopted by community and
youth service organizations in the region.25
Imani Winds
The final group in this survey, Imani Winds is perhaps the most visible. Initially
comprised of five African-American musicians, this woodwind quintet has been blazing
its own trail since 1997. Known for its adventurous programming and artistic
collaborations, the quintet is deeply committed to incorporating new voices into classical
music. Indeed, as clarinetist Miriam Adams said on the group’s YouTube channel, one of
the original goals of the group was to serve as role models for young African-American
and Latino musicians. “We wanted to show that African-American musicians and other
musicians of color have a place in classical music.”26
Through its Legacy Commissioning Project, the quintet often commissions works
from African-American, Latino, and other under-represented communities, music which
they then program and record alongside more mainstream fare. The process has proven
successful; the ensemble has successfully bridged the gap between American, European,
African and Latin American traditions, thrilling audiences and musicians the world over.
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Miriam Adams, Imani Winds clarinetist, opening remarks on the ensemble’s YouTube channel,
https://www.youtube.com/watch?v=beJ88n2Cjko, accessed 10 May 2018.
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In 2010, Imani Winds launched an annual chamber music festival in New York

City on the campus of the Mannes School of Music. Now in its seventh year, the festival
brings together young instrumentalists from across the world. Participants not only gain
firsthand experience working with Imani musicians, they also partner with other
established professionals and each other as they explore both traditional and new music
for small ensembles. They also learn the practical side of the music business: how to run
a chamber group, programming, financing, contracts, touring, recording, and media
relations. Festival participants have gone on to successful careers, with many former
students winning jobs in orchestras or founding their own educational initiatives or
chamber music ensembles.
While Imani Winds performs for audiences from all walks of life and from all
races and ethnicities, the quintet has a special connection with the African-American
community. Each of the group’s founding members are African-American, and many of
the works in their permanent repertory were composed or first performed by Africans or
African-Americans. Their performances are energetic and often electrifying, but for many
young Black listeners, the fact that five classically trained African-American musicians
are sitting only a few feet away can be tremendously empowering. To meet them, or
work closely with them in masterclasses, workshops, open rehearsals, or to spend a few
minutes together in the lobby after a performance is often life changing. Indeed, when the
group recently performed in Denver, a number of my fellow University of Northern
Colorado students were mesmerized by what they heard, with more than a few still raving
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about the performance weeks later.27 Positive role models who are visible and accessible,
not surprisingly, encourage young people to pursue their dreams. By virtue of what those
artists do, they bring still more people of color into classical music–as audience members,
arts managers, or as performers on stage.28
Final Thoughts
As the above survey of organizations demonstrates, groups that incorporate
diversity into their daily operations are forging deep and meaningful relationships with
the communities they serve. Even so, there is still much to do as we strive toward racial
parity in American orchestras. For example:
• Visibility — on stage and behind the scenes. Seeing Black faces on stage is a
good start, but it doesn’t end there. Appoint African-Americans to the staff and
board to improve cross-cultural relationships. It’s not only good for business; it
provides tangible evidence the organization values diversity. Doing so also
allows young people to see, and interact with, positive role models at all levels
of the organization.
• Change the orchestra’s image in the community. Most orchestras are perceived
as “White” organizations. Offer role models to young African-American and
Latino listeners. Talk about shared values. Program music that is meaningful to
non-White audiences and add information about important African-American
composers and musicians [as well as bios on your own musicians] to the
orchestra’s website. Provide teachers with support materials that support
diversity and inclusion.
• Regularly hold diversity training seminars for staff, musicians, and trustees.
Conduct a diversity audit that explores how the orchestra contributes to [or
inhibits] positive relationships. Identify obstacles to diversity and regularly
track progress toward eliminating barriers.
• Grow the pipeline. After all, rising water lifts all ships. Encourage mentoring
within each section of the ensemble, networking across the institution. Build
collaborations with community music programs and music schools to expand
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Not unrelated to this was the collaboration of Stephanie Zelnick, UNC’s former clarinet
professor, with Miriam Adams. The two clarinetists toured together in 2016, performing traditional Hebrew
melodies with a decidedly modern twist.
28
Materials for this section taken from www.imaniwinds.com, accessed 10 May 2018.
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programs in the area, then use your collective civic influence to advocate for
more music in our public schools [funding, instruments, programs, etc.].
• Create a diversity plan with concrete goals and timelines. Study what other
businesses have done in the not-for-profit sector or in the commercial sector for
ideas on what the orchestra might do.
• Change the paradigm. Most young African-Americans have limited exposure to
classical music due to cuts in school budgets and shifting standards for arts
education. These students often come from low-income families, putting private
instruction, out-of-school programs, and many youth ensembles out of reach.
Bring the music to the kids: Partner with local schools to rebuild local music
programs. Pay symphony musicians to conduct masterclasses, demonstrations,
or clinics in schools and for civic groups. As students mature, arrange for them
to study with members of the orchestra and/or give them access to suitable
instruments. For students with an interest in pursuing an orchestral career, set up
mock auditions, fellowships, or mentoring relationships with musicians who can
help them reach the next level.29
Jazz critic Albert Murray once wrote, “When you see a jazz musician playing,

you’re looking at a pioneer, you’re looking at an explorer.”30 I believe his words are
equally true when discussing classically-trained African American orchestral musicians.
While African-American musicians have been performing art music since colonial times,
it has only been within the past fifty years that virtuoso-level Black musicians have
secured employment in the nation’s leading symphony orchestras. The men whose
careers were examined in this dissertation represent a handful of trailblazing pioneers,
men who were among the first to break racial barriers in their positions. In order to secure
jobs in the nation’s most prestigious trumpet sections, they had to be better than their
White colleagues. Once on the job, many were forced to endure racist jokes and outdated
stereotypes. In the end, however, their success benefits us all. Through determination and
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This list is a compilation of suggestions from my interview subjects, the organizations featured
in this chapter, and a number of diversity studies, including “Forty Years of Fellowships: A Study of
Orchestras’ Efforts to Include African-American and Latino Musicians,” a publication of the League of
American Orchestras (September 2016).
30
Geoffrey C. Ward, Jazz: A History of America’s Music: A companion Book to Ken Burns’ PBS
Documentary, Jazz (New York: Alfred A. Knopf, 2000), xvii.
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hard work, they earned their places at the top of their chosen field. Their tenacity and
sheer grit in the face of a never-ending series of obstacles along the way is inspiring, not
only to those of us lucky enough to meet them in person, but for future generations. Their
struggle for acceptance in a previously all-White field prepared the ground for others to
follow, and to do so more easily.
Looking at our history provides us with context – it allows us to see where we
came from, where we are today and where we might go in the future. It also suggests a
path for the future and the creation of a new tool set to make today’s dreams into reality.
I have long been inspired by the men I studied in this dissertation. Each musician was a
pioneer, and whether or not he knew it at the time, each of them blazed a trail for those
who followed in their footsteps. While the number of African-American musicians
employed in the nation’s orchestras remains small, it has been my honor to share their
experiences, and in some small way, do my part to inspire the next generation of young
African-American musicians to pursue careers in orchestral music.
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APPENDIX A-1
SAMPLE CONTACT LETTER
PERMISSION TO INTERVIEW

DATE
Langston Fitzgerald III
Trumpet Professor
Penn State University
217 Music Building II
University Park, PA 16802-1901
Dear Dr. Fitzgerald,
This letter formally invites you to participate in a study I am conducting as part of my doctoral degree in
the School of Music at the University of Northern Colorado. Members of my committee include Kenneth
Singleton (director of bands at UNC), Jonathan Bellman (head of academic studies in music), Diane
Bolden-Taylor (head of the vocal department), and Travis Boyce (Africana Studies Department).
I will be working closely with my committee chair, Dr. Kenneth Singleton, to produce a dissertation that
examines the social issues faced by African-American orchestral trumpet players working between 1970 to
the present. I hope the data I collect will share a uniquely African American point-of-view and serve as a
catalyst for orchestras throughout the United States to recruit people of color through various initiatives
including, apprenticeships for students 18-30, after-school programs and concert seasons geared toward
diversity.
Participation in this study will involve an interview of approximately three hours in length. You will be
given questions in advance. You may answer as many of the questions if you so wish (not all will be
relevant). Interviews will be conducted at a mutually agreed-on time and using a medium of your choosing,
such as telephone, Skype or Facetime. Please look the questions over beforehand. Interviews will be audio
recorded and transcribed. I will send you a copy of the transcript so you can confirm not only the accuracy
of our conversation but also add or clarify any points that you might want to elaborate upon further.
If you have questions if you would like additional information, please contact me at 985-974-9075
or by email to woodsd@uapb.edu. You can also contact my committee chair, Dr. Kenneth Singleton
at 970-351-2276; kenneth.singleton@unco.edu. While I hope you will participate fully, know that should
you withdraw from this project, you may do so without penalty. Please advise me or Dr. Singleton in
writing so we have time to make other arrangements.
I very much look forward to speaking with you and thank you in advance for your assistance in this project.
Sincerely,
Demarr Woods
Doctoral Student, Trumpet Performance
University of Northern Colorado
Music Faculty, Trumpet
University of Arkansas at Pine Bluff
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APPENDIX A-2
SAMPLE CONSENT FORM
By signing this consent form, you are not waiving your legal rights or releasing the investigator(s) or
involved institution(s) from their legal and professional responsibilities.
I have read the information presented in the information letter about a study being conducted by Demarr
Woods of the School of Music at the University of Northern Colorado. I have had the opportunity to ask
any questions related to this study, to receive satisfactory answers to my questions, and any additional
details I wanted.
I am aware that my interview will be audio recorded to ensure an accurate recording of my responses.
I am also aware that excerpts from the interview may be included in the thesis and/or publications to come
from this research.
I was informed that I may withdraw my consent at any time without penalty by advising the researcher.
With full knowledge of all foregoing, I agree, of my own free will, to participate in this study.

YES

NO

I agree to have my interview audio recorded.

Participant Name: (please print)___________________________________________________________

Participant Signature: ___________________________________________________________________

Witness Name: (please print) _____________________________________________________________

Witness Signature: _____________________________________________________________________

Date: ____________________________
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APPENDIX A-3
SAMPLE INTERVIEW QUESTIONS
1. Where did you grow up?
2. Explain the norms of your upbringing in regard to social economic status.
3. How many siblings do you have?
4. Do they play an instrument?
5. Do you come from a musical family?, If so who plays what and at what level?
6. What intrigued you about music at an early age?
7. What type of music was played in your household as a youth?
8. Why did you choose to play the trumpet versus other instruments?
9. What was your middle school or high school music program like?
10. Who was a major musical influence on you early in your study?
11. Why did you choose orchestral playing versus another genre of music?
12. Were you encouraged or discouraged by your family to pursue
a career in orchestral playing?
13. Where did you first receive training in orchestral trumpet playing?
14. What was that experience like?
15. Who was your first trumpet teacher?
16. What was the atmosphere of those lessons?
17. Was it with that teacher that you began a serious interest
in becoming an orchestral player?
18. What trumpet players were you listening to during that time?
19. Where did you attend school for your undergraduate degree?
20. What was your undergraduate audition like?
21. Did you face any inequality during this process, if so explain?
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22. How were you treated by faculty (other than your trumpet teacher)?
23. How were you treated by your peers?
24. Was there a large community of people of color?
25. Do you think this impacted your perception of the school and your daily disposition?
26. While matriculating through school, how did you cope with the psychological
aspect of performing?
27. When did you decide on graduate school?
28. Why did you choose that school?
29. What was the atmosphere of that University and School of music as a whole?
30. What was the impact of that environment on your musicianship and trumpet playing?
31. What sparked your interest in military bands?
32. Explain the audition process of the military bands.
33. How did military life differ from civilian life?
34. How many times did you audition for a major orchestra before winning?
35. Describe the audition process for the Symphony.
36. How did you mentally and musically prepare for that audition?
37. Describe your practice routine and the various exercises and books used.
38. In the final round, what was the reaction from the panel to see a person
of color advance to the finals?
39. How did that reaction impact your concentration for the remaining
part of the audition?
40. Describe your first day in rehearsal in the symphony. What was it like?
41. Did you receive any racially-motivated behavior from your colleagues, if so,
can you provide an example of what you observed and/or experienced?
42. Did you realize the impact that you would have on other African American
trumpeters and other people of color?
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43. Describe the feeling of another person of color winning a position in the orchestra.
44. Early on, were there any organizations geared toward the retention of people of color.
45. What was the tenure process like?
46. How did the climate of the section change over the years?
47. How stressful is having a position in the orchestra?
48. Did playing in the orchestra help secure other musical opportunities,
including teaching etc.?
49. How do you prepare for a very involved day of playing?
50. Were you required to perform on specific brands of instruments
or mouthpieces in your tenure?
51. What was your most memorable moment while in the orchestra?
52. Was the experience one that you would want for others?
53. What would you say to a person of color who desires to pursue a career
in orchestra playing?
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APPENDIX C-1
UNEDITED INTERVIEW TRANSCSRIPTION
LANGSTON FITZGERALD III
28 February 2018
DRW: First of all thank you so much for your willingness to do this. You have no idea
what this means to me and what this will ultimately mean for upcoming young
trumpet players. And also for personnel managers and for just the gambit of
different scenarios that this dissertation aims to help.
LF:

Well, it is a pleasure for me to do this and there are a whole lot of people who
have traveled this road. I am honored that you asked me. Let’s go.

DRW: Dr. Fitzgerald, where did you grow up?
LF:

I was born in Washington, D.C. at Freedmen’s Hospital, right by Howard
University. I grew up right outside of D.C. – Washington, D.C. – in Prince
George County, Maryland.

DRW: Can you talk to me a little bit about your family life? What was that like? What
was a typical day? Did you have siblings that played music or anything like that?
LF:

	
  

I grew up with a mom and dad, and sister who was not in any way a musician.
She didn’t play an instrument. I was – both of us – actually I need to correct that.
Both of us took piano lessons at a pretty young age. It is funny when people ask
how I got started. You might want to know about that because it is kind of
interesting. My sister and I were taking piano lessons from this woman who
played for the church choir. That was many years ago. It used to be Chapel Oaks
Community Church, but it was changed to Greg Memorial Church in Chapel
Oaks, Maryland. And Mrs. Tilghman – she accompanied the choir and so forth.
And so my sister and I took piano lessons from her and you know, one day, low
and behold, I happen to be rummaging around in the closet in the bedroom where
I and my sister slept (because I grew up in a small bungalow, we were both in one
bedroom), there was this black box in the closet and I didn’t know what it was. I
opened it up and it happened to be my father’s C G Conn 22 B Trumpet. I never
knew that my father played the trumpet. Well, I mean, he was a postman. But at
that time I just never was aware of it. I found this trumpet and I was like “Oh, my
God.” I got really excited. And of course I convinced my mom and dad to let me
learn to play it. My mom said, “Well, you’ve got to get a keyboard background.”
That is what she told me. Those exact words. So we continued to take piano
lessons and that trumpet was tearing me up, totally consuming me. I wanted to
play it. So low and behold – and for me at the age of eight or so I had no concept
and no idea of death. I didn’t know what death was. But my piano teacher had
gotten sick and she passed away. For me, it is the heck of a thing to say, but for
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me around eight years old, I mean, it was like I don’t have to take those piano
lessons anymore. As I thought, maybe I can convince my mom and dad to let me
learn to play the trumpet. That is how it happened. When people ask me how I got
started I have to be very careful about telling that story. Sometimes the young
kids they may not understand my over exuberance of being free from this lady
that passed away. I usually tell them that my piano teacher left town. As I said
eaerlier, in actuality, she passed away. I was able to then convince them to let me
start on the trumpet, as it was probably easier for them to allow me to take some
lessons on an instrument and get started on the trumpet than for them to find
another piano teacher. So that is basically how I got started, you know. My
mother had a keyboard foundation, too, because she had played piano. And she
actually had a small organ in the house. Sometimes when the other accompanist
couldn’t make it she played for the church choir. That is basically how I got
started. And I was about nine or so and in the fourth grade. I got started by the
first person to really start me on the trumpet was a gentleman by the name of
Isaac C. Cook. And he happened to be the band director at the junior-senior high
school. That is Fairmont Heights Junior-Senior High School. I feel compelled to
tell you that back in those days, the schools in Prince George County, Maryland
were segregated. And that is something that the youth of today have no idea or
perception about. The schools were segregated. I went to the first six years of
schooling at the Fairmont Heights Elementary School. But grades seven through
twelve were at the Fairmont Heights Junior-Senior High School, which was a
huge school. It had many, many additions added to it. It was located right behind
my house.

DRW: You were very fortunate.
LF:

But my parents wouldn’t let me jump over the back fence. I had to walk way up
the street and turn the corner. But anyway, you know, so what happened in the
fourth grade when I was about nine, this gentleman Isaac C. Cook, because the
schools were segregated, he didn’t have the benefit of the White schools feeding
his band program. So what he did was he came over to the elementary school and
he started this elementary band program. And that is how I got started in the
fourth grade. I and another good friend of mine, General James Gholson, we
became the musicians of that class. He was the principal’s son. He went to – I
should say this too. We would get together on Saturday and went to a pre-college
music theory and sightsinging class at Catholic University when we were about
eight years old.

DRW: Wow. That is very – wow.
LF:

	
  

That was really special. His father, General James Gholson, Sr., was the principal
of the Fairmont Heights Junior-Senior High School. It was a very, very educated
family. And so I got to go with him. We went through school together. We called
him James [or Jimmy]. He went by James Gholson, but General was his first
name. He was a fantastic clarinetist and he was way ahead of his time. And so he
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– James Golsen – he went to the seventh grade he was automatically in the band,
which was a very rare situation because Isaac C. Cook would only have people in
the ninth grade and you had to play a whole bunch of scales and sightread. You
couldn’t just walk in there.

DRW: Absolutely.
LF:

But he did. Now for me, when I got to seventh grade I worked like crazy and at
the end of the seventh grade, I ended up playing first trumpet in the band because
one of the gentlemen who was in the trumpet cornet section, Leslie Newfan - I
actually remember him like it was yesterday. We used to call him Bo. He played
the first cornet. The guy had one incredible sound. I mean he just couldn’t believe
the beautiful sound. He never practiced. He never practiced. And he used to
infuriate Mr. Cook. Anyway he graduated which meant he wasn’t able to do his
big trumpet solo in the Pomp and Circumstance that I played. Anyway, that was
at the Fairmont Heights Junior-Senior High School. Jimmy [Gholson] graduated
from Fairmont Heights and went to Michigan State and I went to Howard
University. And he actually ended up playing principal trumpet – I mean principal
clarinet – in the Memphis Symphony.

DRW: That is amazing.
LF:

I eventually played second trumpet in the Baltimore Symphony but that was much
later. Much later.

DRW: I wanted to ask you about why did you - I will rephrase it. What intrigued you
about orchestral playing versus going to a different genre of music?
LF:

I have been jumping around in this discussion but what I was going to tell you is
that situation at Catholic University opened the door to me wanting to explore
some pre-college classes. So I connected to Catholic University while I was in
high school. I was fortunate enough to make contacts, which led me to be able to
play in several orchestras in the Washington, D.C. area. One orchestra at
American University conducted by Dr. George Steiner when I was – I think I was
in the tenth grade … I was playing first trumpet in that orchestra when I was in
tenth grade. It was the American University Orchestra. At that time – it was so
funny as I look back now. It was a pretty weird thing. I had to walk about a mile
to catch the bus. At that time, the busses didn’t travel across district lines into
Maryland. Only in some of the White neighborhoods, but not where I lived. So I
had to walk exactly seven-tenths of a mile to catch the bus.

DRW: Wow. Man that is …
LF:

	
  

And if you think about it now that was quite a long time ago. But there were
situations that came up. The last thing I would want to be doing nowadays is
walking seven-tenths of a mile with a trumpet. Somebody would probably pop me
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in the head and take my trumpets, or shoot me or something. I used to catch a bus
there and go all the way downtown to get to America University. It was
unbelievable. I had to transfer and go way out to Connecticut Avenue. It was
amazing. The same situation occurred. Once I connected with Catholic
University, one of my trumpet teachers There at the University while I was in
high school was John Stevens. And John Stevens was a composer and conductor.
So I started a little bit with him up through my tenth, eleventh, and twelfth grade
years. I was playing in the America University Orchestra. When the conductor
George Steiner left America University to conduct the orchestra at George
Washington University and he asked me to come and play first trumpet in his
orchestra. So I did that for years. I did that while I was in high school and even
when I left high school and was a student – an undergraduate student at Howard
University. That is how I got a lot of my orchestral experience. I mean I played a
lot of literature under his baton.

DRW: That is amazing. Speaking of Howard University, so you attended Howard as
your undergraduate. Who was your trumpet teacher there?
LF:

Well my trumpet teacher – my first semester I studied with Lloyd Geisler who
was the solo trumpet and assistant conductor for the National Symphony. Now he
only – it must have been quite a strain to come over and teach me for an hour. He
did that for a semester and he then passed me on to his Assistant Principal
Trumpet in the National Symphony at that time, Donald McComas. So I worked
with Donald McComas for the second semester of my freshman year and my
whole sophomore year. Now, Donald McComas won the audition and became
assistant principal of trumpet of the Philadelphia Orchestra where he stayed until
his retirement.

DRW: That is amazing.
LF:

So he left the area. So my junior year I studied with William J. Penn who was a
horn teacher and conductor of the band at Howard University. When he was a
young musician he went to Michigan. He and his brother were the only AfricanAmericans in the University of Michigan Band under the famous William Revelli
at Michigan.

DRW: Wow.
LF:

	
  

I now have a picture of Donald McComas in my Trumpet Studio now. Sorry to
say, he passed away, and I have a picture of him on my wall along with a picture
of the band under Revelli in Hill Auditorium. The Hill Auditorium Series at
Michigan is a very prestigious series to get on. While at the Baltimore Symphony,
we were asked to play [there] maybe three or four times during my tenure in the
orchestra. There are pictures of a number of teachers on the wall of my Trumpet
Studio, a few from Michigan, one of whom is William J. Penn who taught me my
junior year. When he passed away, his wife gave me the Hill Auditorium picture
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in which William Penn and his brother are noted in that photo. I studied with him
William Penn for a year and then they replaced him with – well, they got a new
teacher who was a friend of mine, Ambrose Jackson, an African-American who
had been at Catholic U and who had studied with my teacher, Lloyd Geisler. He
was in the Army Band, and I have to tell you all about the Service Band in
Washington, D.C., because this was …

DRW: Well I am definitely going to ask you about that but for the transcription I want to
make sure it is a little bit easier. So if you don’t mind I would like to go in a little
bit of an order so that it will be easier to transcribe.
LF:

Okay. So you tell me what you want me to do.

DRW: Yes. Sir. I really appreciate you allowing me to. So you went to Howard
University. Can you talk about Howard and what that institution is? Obviously I
am a graduate of Howard University as well, but for the people who will read this
they may not know about Howard. So can you talk a little bit about Howard
University?
LF:

Of course. Howard University when I was a student there was – I mean they had –
the level of students were pretty high and of course students came from
everywhere. They had really good faculty. Of course there was no orchestral
situation there at the time but it was a band and I played in the marching band and
in the concert band and in the brass ensemble and we had a brass quintet. I played
in the brass quintet. When I went there I went as a – I majored in music education,
to become a teacher, because I thought that was a wise thing to do.

DRW: Absolutely.
LF:

And so I did that and as I said I studied, my senior year I studied with that
gentleman Ambrose Jackson. It was a really good school and …

DRW: Can you speak to what type of school Howard University is because that is
something that is going to be useful in this transcription as well.
LF:

Well, I mean, what do you mean when you say what type it is?

DRW: What I am looking for is basically it is a historically Black university.
LF:

	
  

Oh of course. Of course. I took that for granted. It is still an extremely high
percentage of African-Americans and other people of color. Some of the other – I
must say this – but some of the other schools have attracted you know Caucasian,
Asian, and many people of many heritages because those schools’ engineering
and science (departments) have been really, really good. But the music situation
was just about, I don’t know, I would say the high ninety percent AfricanAmerican.
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DRW: That is very interesting. Can you talk to me about how were you treated by your
peers early on in your undergraduate years?
LF:

Well I was – I think I was pretty well – I was treated well. I was pretty well
respected although I think when I took sight-singing classes, I seemed to get that a
little bit easier than some of my – the other students in my class. They didn’t like
that so they went to the sightseeing teacher and told her I had perfect pitch. That
changed. She started throwing composers like you know Berg, Webern,
Hindemith and stuff like that at me. But it was all in good faith.

DRW: The reason I asked that is because your background as an undergraduate is
different from any other of the interviewees that I am interviewing at this time.
And it is very important that we transcribe that difference. Another thing was how
were you treated by the faculty at the university while you were there?
LF:

I was personally treated very well by the faculty. As a matter of fact there was a
wonderful woman who taught in theory who was a wonderful pianist. Actually
she played for me. As a matter of fact she played for me actually before I became
a student at Howard. And during my tenure there at Howard University. But I was
– I think I was treated quite well and respected by the faculty.

DRW: That is amazing. When did you decide …
LF:

I will say this though. Doing what I was doing and you know what I was trying to
accomplish was not something that was looked at in terms of most of the students
had been doing at Howard. Most of the students – it was a marching band school
and at one point later on, when I taught there after I graduated, I went to boot
camp for the Navy. I was in the United States Navy Band, the President’s Band in
Washington. And I became the trumpet teacher there right after I came back from
boot camp. And while I was there, there was a gentleman who was in the music –
he was the assistant dean. Mark Fax was a big name composer. Mark Fax had a
great respect for me and he wanted me to start an orchestra. And sad to say I was
getting more support from people around the area who knew my relationship and
wanted to come and play in the orchestra with me. And [that] I got more support
from those kinds of people than I got from the administration, you know. What I
was doing looked bad in terms of something Black, you know.

DRW: Wow.
LF:

	
  

So that was very frustrating to me. I mean it is amazing. Here you are in this black
skin and trying to do what you are doing and you are doing it pretty well. But
because you are not doing what most Black people do, you are not really
respected and accepted by Black people and then you know White people don’t
want to see you be in orchestras. So it was quite a fine line and a dance that I had
to do, you know.
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DRW: Wow. That is incredible. That is very interesting. That seems to be a very tough
road to walk.
LF:

Yeah.

DRW: And I am so grateful that you were willing to take that on. I have a few more
questions. Can you tell me about what sparked your interest in military bands?
LF:

That is a great question because as I said earlier back there, when I was growing
up it was a very, really cool thing to go and watch the servicemen down at a place
right across from the water gate. There was a big Watergate Barge is what they
called it. The bands would come down there and play summer concerts. One band
would play on Friday night and another one would play on Wednesday. And then
the bands would play on the steps of the Capitol called the Capitol Plaza. I knew
what that was all about. So this is something that – this whole scene, I mentioned
it earlier, and trying to get it the service band at that time it was incredibly
difficult. Now if you can imagine, I am playing in several orchestras. The George
Washington Orchestra, and my teacher John Stevens had an orchestra called the
Kensington Wheaton Symphony. And so I played first trumpet in there. And a lot
of the service bands or some of the service bands would come out to help him out
and play and it gave them an opportunity from the rigors of the United States
service. You know, being in the armed forces as a serviceman musician and to get
out to have an opportunity to play in an orchestra. There were many people from
various bands who played there in that orchestra, and one in particular, the United
States Marine Band had the most player there. Now the Marine Band – the very
unique thing about the Marine Band is that if you are fortunate enough to get in
the Marine Band, you don’t have to go to boot camp. So people really wanted to
get in that band. And I can tell you what it was like in Washington, D.C. for me
being a Black man.

DRW: What was that like?
LF:

What was that?

DRW: I said what was that like?
LF:

	
  

Well, when it came time for me to – because the armed forces situation was pretty
tough. When it came time for me to be thinking about serving my country by
playing my instrument, was incredibly difficult. Now as a young high school
musician, there was something in the Washington area, they still have it, called
the Friday Morning Music Club. One of these clubs where they have concerts on
Friday mornings and various other functions. And I had the desire to become a
student member and I was in high school. So I went one Sunday afternoon to
audition for the Friday Morning Music Club. And I played the Hindemith
Trumpet Sonata. I was in the eleventh grade. And I was accompanied by this
woman at Howard University, Yvonne Hobson. And I was fortunate enough to
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have done so well that they asked me if I would stay and play it again on a recital
that they were having. I played my audition at two o’clock, and they wanted me to
stay and play at four o’clock. So my accompanist said it was okay. While I was
waiting in the back I asked the gentleman “When do I find out if I got in this
club.” He said, “We only have members play in these recitals.”

DRW: Wow.
LF:

I stood there looking dumbfounded like what does that mean? I played really well.
And I will tell you something that happened. At that concert there was a Colonel
Dale Hartpham who was one of the conductors in the United States Marine Band.
Now a lot of my blue-eyed brothers and sisters who were in the service who went
and played in these orchestras said, “You should audition for the Marine Band.”
One night there was several of them, a horn player by the name of John
Bourgeois, who later became the leader of the United States Marine Band, and he
heard me play. Another arranger was Thomas Knox, who was a former trumpet
player. These guys told me “You should come and audition. You sound really,
really, really good. You should come and audition for the Marine Band.” I will
have you know that when I called up to look for auditions at the Marine Band, I
had to leave my name for this gentleman Colonel Dale Harpham, who I am sure
remembered me playing the trumpet. So, when I called back this gentleman told
me they didn’t have any openings in the Marine Band for years, 1969. It was 1966
then! And that was not the truth because my blue-eyed brothers had told me that
they had about three or so openings. The guy knew I could play so that was their
way to keep me out by not allowing me to audition.

DRW: That is tough. That is terrible.
LF:

	
  

And after that I got – I auditioned for the Navy Band. Well no. Actually I had an
audition set up with the Army Band. I got to tell you this and this is really heavy,
man. But I had an audition set up and I will never forget. My mother bought me a
suit from someplace called Raleigh Haberdasher in Washington. Big, nice, high
level clothing store. And man, I showed up at the Army Band in Virginia and I
waited for about forty-five minutes because the leader of the trumpet section,
Robert Ferguson, didn’t even show up. I was about to leave when this guy shows
up in a pair of khakis, brown crewneck sweater and undershirt that you could see
on the other side, a pair of white socks and some brown shoes. And this guy –
now let me tell you – after being in the service, you just don’t meet the public in
that way, in that manner. You wear a uniform. I knew exactly what I was going to
have to play because the gentleman of whom I spoke earlier, Ambrose Jackson,
who I told you was African-American and studied with my teacher Lloyd Geisler
at Catholic University. He stayed in the Army Band. The time of duty for the US
Army Band was three years. Every time they had an opening, Ambrose would go
in and audition. And he was a fine player. And they would tell him that they
would let him know the results later– he wouldn’t hear anything for months. He
would ask people and they wouldn’t tell him anything. Then later he would see
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some younger whippersnapper who was a student of the Trumpet Section Leader,
Bob Ferguson. He put up with that for three years. He told me “Look you will
have to play a solo.” And I remembered vividly what I played. I played Paul
Vidal’s Concertino. And then they wanted to hear three Charlier studies. I think I
did number four or number six and then they wanted to hear No. 16, the doubletonguing one. Bom daaa dum, bom daaa dum, bom daaa dum. Daaa dum, daaa
dum. That was that one.

DRW: Yes sir. I know that one very well.
LF:

So they wanted to hear that and then after they had me sight-read. And this was –
the leader of the trumpet section. And then my teacher and friend told me after all
that they asked will ask you to play “Taps.” And that is exactly what they did.
They asked me to play “Taps” and then told me what Ambrose Jackson said, that
they didn’t have any openings but that I could be in the ceremonial band just as he
was for three years. And in such time you can move up. Well this is what
transpired for me. And so when they told me to play “Taps,” I was like I got it. I
know exactly what is going on here.

DRW: A quick question …
LF:

I played “Taps” and left. But that is what they told me. And then after that being
frustrated about the Marine Band situation and Army situation I decided I am
going to do the Navy Band. Well, at that time there was a bassoonist in the band
who was African-American, David Miller. And there was Bill Brown, who was a
tenor, a very good tenor. As a matter of fact I worked with him later. Anyway, I
auditioned for the Navy Band and my buddy General James Gholson auditioned
for that band too. This is what happened to him. This is really pertinent too.
Jimmy Golsen could play anything. He could play the spots off a spot. He could
play anything on the clarinet. I could tell you clarinet literature from the Mozart to
the Nielsen to the Von Weber to the Brahms Quintet. All of these things he could
play. As a young kid he studied with Clarinet Professor, Sydney Forest at
Catholic U. And they told him … do you know what they told him? He could play
everything they put in front of him. They told him – asked him that he play the
saxophone. Because he is Black he has got to play saxophone.

DRW: Oh no. That is just horrible.
LF:

Listen man. This is what is going on. All of these things I am telling you is what
is going on in Our Nation’s Caiptal, Washington, DC. And a lot of them are my
blue-eyed brothers who are trying to get me to sue the government because they
all knew that this was not right. And it was crazy. This is right in Washington,
D.C., the nation’s capital.

DRW: So Dr. Fitz, can you tell me approximately the timeline of this?
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This was – at the time I was auditioning are talking about-

DRW: The year.
LF:

1966 through ’70 because I got out in ’70. And I will tell you something else. I
need to finish telling you about the Army Band. I decided to go into the Navy. I
went through boot camp. I got on the bus to go to BWI Airport for boot camp. My
mother was outside the bus holding up two pieces of paper. I later found out once
I got in Great Lakes. She wrote and told me that one of those was my 1-A
classification, meaning if I hadn’t got on that bus to go into the Navy Band, I
probably would have been drafted and probably would have been a casualty over
there in Vietnam.

DRW: Wow! Oh my goodness.
LF:

The other paper – the other paper was – I don’t know if it was the result of
somebody smelling a rat. It was from the Army Band and they were telling me
that they then wanted me to be in their concert band. But I figured that this was
because they knew I was going to be in the Navy Band. I’d already signed up for
the Navy and was going to boot camp. They could cover their rear ends by
offering me a spot in their concert band so they didn’t prejudice me.

DRW: Okay. Well I ...
LF:

	
  

The way I perceived that I will never know. But when I got to Washington I was
asked to play Bugle Duty at the Arlington Cemetery playing Taps. Being from
Washington I didn’t need to take a lot of leave and a lot of people were dying in
Vietnam, so they needed buglers. They asked me and said, “We need buglers. Can
you come in and play ‘Taps’ at Arlington Cemetery and we will give you some
extra time off?” I said “Yeah I will do that.” I did. One my very first scheduled
bugled job out at Arlington Cemetery, I went out there and got out of my car. I
didn’t want to travel on those busses with those young whippersnappers. They
were crazy kids in the Honor Guard. So I got the location and I get out of my car
to go set up to play “Taps.” Well I get out there in my car and here I am in the
service and I hear someone say “Fitz! Fitz!” I think it is someone waking up from
the dead calling me. And so it was – I tell you, it was. It was a trumpet player
named Dave Sapp who played in the American University Orchestra and then
later in the George Washington Orchestra with me. And he has decided that things
would get so bad that he did the same thing I did. He decided to go into the Army
Band. This is what he told me. He got in before I did. He told me “I am glad you
didn’t come in the Army.” I said, “Why is that?” He said, “The same thing that
happened to Ambrose would have happened to you.” I said “Well you know I
know.” But I never did tell him about that the invite to be in the concert band. He
told me – and this is what he told me. He said – the guy who auditioned me was
named Bob Ferguson. He used to be the leader of the trumpet and cornet section.
He told Dave, this trumpet player at Arlington Cemetery who yelled across
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Arlington at me. He said “I am glad you didn’t come in because I personally have
heard Bob Ferguson say he would never have any N’s in his Trumpet Section of
the Army Band.”

DRW: Wow. And when you say “Ns,” you are talking about the N-word right?
LF:

I am talking about the N-word. I am talking about the N-word.

DRW: Oh wow. That is horrible.
LF:

When he told me I was like, holy smokes man! And after having done all this
other stuff and going through all these other things not even given a chance to
audition for the Marine Band and then he was telling me this. I am looking up and
out of one hundred and fifty-three in the Navy it was me, the bassoon player who
had played for years in that symphony subbing for somebody, and my buddy
James Gholson. Out of one hundred and fifty-three men, only three of us.

DRW: Wow. That is incredible. That is a…
LF:

It is Washington, D.C. And it is incredible man when you think about it. So that is
the kind of stuff I endured in that respect. It is really a heck of a thing. A
tremendous road block. A series of road blocks. But I always kept going.

DRW: That is an incredible story. I am so glad you are willing to tell us about it. I
wanted to talk to you about how did you get started with the Baltimore
Symphony? What made you decide to leave the Navy Band and transition into
auditioning for the Baltimore Symphony?
LF:

Well, you know how the situation goes. You don’t get a chance to audition until,
or unless, there is an opening. I decided that I didn’t want to make a career out of
it [the military]. So when I was about to get out after about four years, I sent
letters to a lot of people – a lot of orchestras and people who didn’t know me from
Adam. But a buddy of mine, Wilmer Wise, an African-American trumpet player,
who was in the Baltimore Symphony … he was one of our pioneers.

DRW: Absolutely. I know that name very well.
LF:

Yep. He is no longer with us. He passed away a couple years ago. Did you know
that?

DRW: Yes, I did know. I wanted to contact him for this project but I wasn’t able to
because he had passed away.
DRW: Can you tell us about your time at Catholic doing your master’s? What that was
like?
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Well it was a challenging situation but again I was chosen to play principal
trumpet in the orchestra. When I first started I played for – let’s see. I was in the
Navy ’66 to ’67. So from ’66 to ’67 I was the principal trumpet. And I was
actually the principal trumpet the whole time. But as more people wanted to get
their advanced degrees and Uncle Sam was giving money for that, they decided
that they had to audition people for the orchestra. And then they must have had,
oh man, about thirty-five or maybe forty trumpet players. Because they had three
teachers. Dave Flowers in the National Symphony. He is no longer there. Lloyd
Geisler had about twenty students. And Dave Flowers had about twelve or fifteen.
And Adel Sanchez had about the same amount. So they had three teachers
teaching there and a lot of students.

DRW: Could you talk about the audition process when you were in graduate school
auditioning for Catholic University?
LF:

Well, they wanted to hear solos and they wanted to hear excerpts. It was pretty
straight ahead. They wanted to hear some pretty standard literature.

DRW: Can you talk about how you were treated? Did they treat you any differently or
was it pretty straight after you had gotten into the Navy Band?
LF:

Well it was – in a sense, the Navy didn’t have too much to do with that scenario. I
always played well and was respected by the faculty and by the conductor of the
CU orchestra, Robert Ricks. He really appreciated my playing. He was actually
my advisor, you know. And so I did pretty well while at Catholic U getting my
master’s. I had my master’s in ’69, while I was still in the Navy. And I was
teaching at Howard at that same time.

DRW: Wow. That is an incredible life out of adversarial kind of people. And that you
were able to persevere anyway. That is incredible. So how many auditions did
you take leading up to Baltimore Symphony job? Did you take a lot of orchestra
auditions or did you just take that one?
LF:

	
  

I think I took – my first audition was a huge one for the Montreal Symphony. I
think they had about one hundred and some people audition for the principal
trumpet spot. That was my first audition. Then I took another but I can’t
remember where that one was. Baltimore came up when I was playing in the
Catholic U Orchestra. I remember it vividly because Wilmer Wise was playing
and the orchestra rehearsals for Catholic University happened to be on Mondays
and Thursdays. So I went to rehearsal from Mondays from seven to nine. When I
got in my car and went all the way across town southwest – I had an apartment on
the southwest side of the DC area so I could easily get to the Navy yard. I got
home about nine thirty or so and I had a message from Wilmer Wise to call him.
He said that he was leaving the orchestra and they were having some auditions.
They were having auditions for his chair and for another chair. And so …
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DRW: Can you talk aboutLF:

I…

DRW: I am sorry. I didn’t mean to interrupt. Go ahead.
LF:

No, that’s okay. He wanted me to call the personnel manager. It just so happened
the Baltimore Symphony was one place I had sent a resume letter. But it was
Wilmer who paved the way to get me the opportunity to audition. And Wilmer
Wise has helped out a lot of people. I think Wynton Marsalis owes Wilmer Wise
because Wynton Marsalis didn’t get known until Wilmer Wise sent Wynton
Marsalis out to play the Haydn Trumpet Concerto and that is how he ended up in
New York. He was so awesome. He got famous pretty quickly.

DRW: Wow.
LF:

So I called the personnel manager, George Aranow, that night about ten o’clock
or a little bit after ten o’clock. This was Monday night and they had auditions on
Thursday. So there wasn’t a lot of time. I was getting ready to get off the phone
and I asked him, I said, “Excuse me, but do you have any material – any
particular material that you would like to hear?” If I had gotten off the phone, he
wasn’t going to tell me what all the literature was and it was a REAL long list of
things. So I spent the next day at the Library of Congress because back then there
weren’t a lot of CD-ROMs and excerpt books and all that kind of stuff. You had
to go and get rental stuff on your own.

DRW: Wow.
LF:

And so that is what I did. I sat there and got some stuff that I copied way back
when, like Bartok’s Concerto for Orchestra. That music was rental but now you
can see it in excerpts books.

DRW: Absolutely. I have it.
LF:

	
  

It is all out there. I mean it is people like the International Series of – that was the
International Series of ten volumes. And now you have Mike Sachs and Phil
Smith’s audition CD. You have a whole symphony. You have two or three
German books. And now there are sixteen volumes of excerpts books by David
Hickman out there in Arizona. And I own those. They are very expensive. I have
all sixteen volumes, which I am going to try to get one of my TAs to copy and put
into PDF so I can put them on my computer. Because there are things in that
series that are very special. So I went in on Thursday and it was raining like cats
and dogs. And the service people – I was scheduled to work a job. And I paid this
one guy – Gil Costa. Gil Costa – talking about these things I can remember
people’s names.
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DRW: That is amazing that you can still remember everyone.
LF:

He was the last person who could play for me so I could go take the audition in
Baltimore. And I paid him big time. I gave him a big gift and took him out to
dinner and everything. I went and played the audition and they called me up the
next day and said we would like you to be our second trumpet.

DRW: Can you talk to me about the audition process – like when you entered the
orchestra hall, how that was and also how people treated you while you were
auditioning?
LF:

Well you know – they had already had Wilmer Wise, an African-American, in the
trumpet section. So that kind of helped lay some foundation there, but I mean, I
can tell you about other auditions that were just ridiculous. Nowadays auditions
are supposedly quote, unquote “behind the screen” but back then they weren’t
behind the screen. So I went back and played and then they asked me to play
some more. Then I hung around and they said come back and play. So I said – I
had no idea that I was going to be successful. So they called me up the next day
and told me that they wanted me to be in the orchestra. I felt pretty good. They
were sensitive because – listen when Wilmer was in the orchestra and they would
tour, listen man, – they would tour and there were places the orchestra toured that
didn’t accept African-Americans to stay in hotels. There were a couple of places
like that and the orchestra refused – they refused to stay in those hotels. The
whole orchestra went somewhere else.

DRW: That is great. I am glad they were …
LF:

That was back in the early- to middle-sixties because that was before I got in the
band I heard about that. Before I was in the orchestra. That was comforting to
hear. It was an indication that people were going to be responding and acting in a
supportive way and so forth. But I was treated well. You might get an occasional
person would say something off the wall to you. That would be ridiculous. But
like I said, all the stuff I have been through in my life, I have never harped on the
negative. You know what I mean?

DRW: Absolutely. I know exactly what you mean.
LF:

Always be moving forward and I wanted to be – because I figured if you are a
positive person and you operate with a positive framework you are going to be a
lot better off than people who complain about this and that and always have a chip
on their shoulder and negative things. Even though other things will be happening
to you, you know.

DRW: Yes. I definitely understand what that is like. Sometimes you just have to
persevere and realize what really is important.
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That’s right. That expression, you have to pick your battles.

DRW: Yes. Another question, can you describe your first day in rehearsal and what that
was like?
LF:

Yeah. I remember that quite vividly. I was scared to death. But I – the one horn
player in the orchestra – where I lived I was in a place called Ellicott City. It was
kind of way out west of Baltimore. And a gentleman who was the second horn in
the orchestra, Walter Lawson, he took me to my first rehearsal. I will never forget
it because he had been a horn player. He told me, I will never forget it, he used to
say, “Langston my boy, I have an aim to build French horns.” And man, I don’t
know if you know about Lawson French Horns.

DRW: Yeah. I know the name.
LF:

They were awesome. He used a very special metal, Ambronze, which is an alloy
of brass and copper. And his horns had some incredible sounds.

DRW: That is really interesting. I have another …
LF:

The thing is, one of the instruments I played in the orchestra was the Blackburn
trumpet which utilized Ambronze. Of course, I still have an E-flat Blackburn
trumpet which is also made in Ambronze and Gold-Plated. I think it is the best Eflat trumpet out there. This was utilizing Ambronze .

DRW: Another question. Did you receive any racially motivated behavior from
colleagues during your time in the Baltimore Symphony?
LF:

Oh yeah. Oh yeah.

DRW: Can you talk a little bit about that?
LF:

People would make funny remarks you know and you would hear things. And the
longer I stayed in the orchestra, I got strong to the point where a lot of that stuff
was tolerated. But people would say things like, well you know, you are Black
and you are supposed to be – they would make these comments about what you
are supposed to do and be able to do in terms of like in bed, if you know what I
mean.

DRW: Oh wow. My goodness.
LF:

I would say “Oh, my God.” All kinds of stuff.

DRW: That is not cool at all.
LF:

	
  

No.
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DRW: Wow. Like I don’t have any words. I don’t know what to say.
LF:

Well, I would just look at people. Sometimes people would say stuff and, you
know, some people would smack them in the face, but I never – I wasn’t that kind
of person. I was never that kind of person. I never even had a thought of going
down that road.

DRW: Wow. Also later on in the Baltimore Symphony, I have done some research about
that symphony, it had a very diverse trumpet section. Can you talk about what the
section looked like as a unit? Like the principal, the second and assistant principal
and fourth. Can you talk about that?
LF:

Well the principal trumpet player was Don Tyson. He was there before I came.
And he had some strange ways. He was slipping and sometimes overconfident. I
will never forget when I first got in the orchestra, he gave me a list. I wish I still
had that list. But he gave me a list of this is what I want my second trumpet to do.
I mean it was – I was like I supposed to be his servant.

DRW: Oh, my goodness. Can you describe this?
LF:

You know what, one time he was playing. I tell you what. I never was the kind of
person that I have seen some trumpet players be – like they would hang you out to
dry. And I am not talking about Black/White. I have seen White people who did
that to White. But he said – well, he would ask me to count sometimes. And I
used to get tired of that. I would help him. Now if he got counting wrong, I would
certainly not sit there and let him do that because that is not who I am. And so I
would say no, no, no, Don. Not now. Later. Or something like that.

DRW: That is incredible that you would have his back even when he would create a list.
Can you talk a little bit more about this list that he created?
LF:

It was like count measures and don’t be – he was always afraid – I found out later
– that I had a pretty good sound and was after his job. And we sort of had it out.
There were times things didn’t go too smoothly.

DRW: What was that like?
LF:

Huh?

DRW: What was that like? You don’t have to go into detail if you don’t want to, but I am
very interested to know what kind of relationship it was like.
LF:

	
  

Well, in an orchestra, in certain sections, there are people who don’t even speak to
people. Now it is not like me to be a negative person. I told you that. But at the
same time you have got to look out for number one.
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DRW: Absolutely.
LF:

There were times when he might say something because he was feeling uptight.
So he would do little things like he didn’t want me to play. If there was an
opportunity for me to play first trumpet he didn’t feel comfortable about that.
There were times when I played some really difficult solo stuff. They had
something called the – what did they used to call those things? It was like
something that was supposed to be entertaining to African-American community.
CDC, Community Development something. Committee. Yeah. And so I stood up
in the community and said – at that time we had three African-Americans in the
orchestra. And I said we should have African-Americans in the orchestra be
spotlighted and have them solo in the orchestra. After I made that statement, the
next thing I knew was – what they did rather than have me come and play a solo
for the orchestra was, they went to the first trumpet and asked him if he had any
trouble with me playing a solo with the orchestra. And he was an assistant player
which was ludicrous. But you know what? I don’t know if you know the Molter
Concerto No. 2 in D Major on piccolo?

DRW: Yes I know that concerto.
LF:

Number two.

DRW: That is one of the most difficult piccolo concertos in the repertoire.
LF:

Listen man, I tell you now that second movement is really hard. All the
movements are. One of them came up to me and asked, “What are you going to
play with the orchestra?” but nobody said a word to me. Nobody said a word. So
all of this stuff was going on behind the scenes. I was like, “Wow.” And then
there were times when – sort of at the end of my tenure, when one of the players,
Rob Roy McGregor, he had left the orchestra and there was a – let’s see. Rob Roy
McGregor and Gail Hutchins was the fourth player. A woman.

DRW: That is fantastic.
LF:

But Rob Roy left the area to be in the LA Philharmonic where he stayed. That is
when we had another gentleman come in, Ed Hoffman.

DRW: Yes. I know Ed.
LF:

You know Ed right?

DRW: Yeah. He was my trumpet teacher.
LF:

Right. And then I don’t need to say too much.

DRW: Oh man, you can be as candid as you want. This is not about me.
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No. What I was going to say is I think he is one of these guys who was always
looking over his back you know.

DRW: Yes.
LF:

And he taught at Peabody too. It turns out when I was at Peabody, I was the
fourth trumpet teacher that came along. But I was well respected and people
wanted to come to my studio. I had to stop receiving students because it was – it
got kind of hairy. I didn’t want people to say I was trying to steal students from
them. You know what, they decided – well, the teachers were Wayne Cameron,
who had been there forever, and then when Ed was hired, I wanted to go audition
because they had an opening. These people didn’t even entertain me coming there
because the guys in the symphony wanted to see Ed Hoffman get a shot. That is
when he because the teacher. Then they got another teacher, Steve Hendrickson
from the National Symphony. But it got to be kind of tough because he had to
travel over for teaching from Virginia because he lives in Virginia. So he decided
it was beginning to be a little stressful for him. He decided he didn’t want to
continue. So he leaves and then he comes back. In the meantime they wanted to
hire another trumpet teacher and that is how I got hired. But they waited. This
went on and on. And they finally – I am going to show you something. When Ed
got his job and these other people got their jobs it was just by word of mouth.
When they asked me to come and interview for the job, what I had to do was play
and teach in front of, this is the list, the dean of the Peabody Conservatory, the
head coordinator of all of the teachers. That was Peter Landgrin who is a bigwig
up in Cincinnati now. But he put up the horn. And then all the trumpet teachers,
Steve Hendrickson, Wayne Cameron, Ed Hoffman and the trombone teachers and
then the dean.

DRW: Wow. That is incredible.
LF:

I walked in there and saw some students there, two or three students to teach. And
I did that and saw Ed play. And I walked out of there and thought if I don’t get
this job, it is certainly not because I can’t teach and can’t play. But I did get the
job. But all of this stuff – this is the funny thing. All of this stuff happened so late.
It was in the summer. It went into the summer. The students had picked their
teachers already so I didn’t have any students. That was ludicrous. What
happened was they wanted me to teach a brass quintet. So I taught this brass
quintet and they sounded so good that another quintet got together and they said
can you teach our quintet?

DRW: That is amazing.
LF:

	
  

And that happened my first semester there. And so then various people started to
want to take a lesson with me. Then the word got around and they started leaving
their teachers. I had to stop them. I said, “If you want to take a lesson, you talk
that over with your teacher and have your teacher send me an e-mail saying that
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was okay.” Because I was taking students when I first – you know... I didn’t want
that to seem like I was out to steal students from other trumpet teachers.

DRW: Absolutely. So it seems that your time at Peabody was kind of a rocky one
because the personnel kind of bled over from the Symphony.
LF:

I don’t think I would say that. I mean – it was a good thing for me. I taught a –
matter of fact, because I kept the situation under control, I taught a repertoire
class, trumpet repertoire, on Tuesday nights. Word got around and so many
people wanted to come to the class. That meant that people would then see what
kind of a teacher I was. That began to serve to have students want to leave other
teachers to come study with me. But as I said, I had to put a stop to it. I just don’t
– that is why I controlled it. I was also teaching at Catholic University.

DRW: Oh. Tell me about that experience.
LF:

I wasn’t on the faculty; I was adjunct there. I was an alumnus of Catholic
University and playing the Baltimore Symphony so everybody on faculty knew
who I was.

DRW: Of course.
LF:

So if anybody wanted to study with me then – that is how I got started. After I had
a student or two I started – I was then a part-time teacher there.

DRW: Okay. I also wanted to ask you about when did you decide to do a doctorate in
trumpet and what made you decide to go in that direction?
LF:

Well, it is so interesting. You have some great questions. What happened was
when I was at Catholic University, I did a two-and-a-half-hour recital, man.

DRW: Oh, my goodness.
LF:

Huh?

DRW: I said “Oh, my goodness.” That is a long recital, especially for the trumpet.
LF:

	
  

Yeah. I played – well some of it was chamber music. A whole lot of stuff. The
next week I was auditioning and had to play a recital. I played a recital on a
Friday night and the next week on a Wednesday I had to play another recital just
to get into the DMA program. I remember saying “Well I just played a recital last
week. I have to play another recital?” They said yes. And so I got it done. And
that is how I got in. I did part [of the program] in the music building and then I
went and played some trumpet and organ music in the Basilica of the Shrine of
the Immaculate Conception.
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DRW: That is an incredible story and it is amazing to hear all these wonderful things you
have been able to accomplish regardless of what was going on around you. And it
seems like there was always something going on, trying to stop something that
was not going to be stopped. I can’t thank you enough for your willingness to
continue on. Did you ever think or did you ever realize the impact you would
have on other African-American trumpet players or other people of color?
LF:

Well, I know what Wilmer meant to me and I wasn’t too far behind him as far as
age and ethnicity. Well, it wasn’t about age. A lot of people thought because he
was Black and I am Black, or African-American, that I was replacing him. But I
didn’t. He was playing the system first and I was second. But you know, I have
always felt a commitment to wanting to see more brothers and sisters, you know,
out there playing and getting into orchestras and stuff. I tell you what. Some of
these things, I told you earlier, are the roadblocks I have had. And I mean, I have
taken auditions – I will never forget. I was taking auditions in Toronto, man. I was
having a really good day. A percussionist friend of mine who had been in the
Baltimore Symphony was principal percussionist up there in Toronto and he came
to the audition. He heard me playing and he could not believe I did not make the
next round. I told him, I said, “Well, I happened to see somebody peak around the
curtain.”

DRW: Oh no! Can you talk about that?
LF:

I will tell you, man, I was – man, these things, what can you do about it? What
can you do?

DRW: I had no idea that kind of behavior was happening. So you are telling me during
your Montreal audition someone peaked around the curtain.
LF:

Not Montreal. Toronto.

DRW: Oh, Toronto. I am sorry. Toronto. Somebody peaked around the shade and were
able to see and then they made their decision because of that. Wow!
LF:

I can’t really say they made that decision because of that but I sure was sounding
good. And that percussionist, he just could not believe. He said “Man, you
sounded incredible.” And I remember how I prepared. You go to auditions and
people are playing all through the excerpts. And I was just playing fragments of
things and excerpts that might trip you up in certain places. I will never forget
how smart and how in control I was at the same time; you have got to have some
nerves.

DRW: I was going to ask about that. Like what goes through your mind as you are
preparing? You are about to go on stage and take the audition, what is it like?
What are you thinking about? Just kind describe that feeling so that other
musicians might understand.
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Well if you – we all get nervous. I tell my students right now that I still get
nervous. And I tell you what, I think it is a good thing if you can get a little bit
nervous, but you have got to able to try to control your nerves. That is the secret
right there. Even when you get nervous, you have got to be in control. The biggest
thing I want to do is – I have played a lot of auditions. And the biggest thing is to
be prepared. Biggest thing is to be prepared. And if you are prepared, it is almost
like there is no excuse to not play well. That is what it is. You gotta play well.

DRW: After winning the positions and playing in the orchestras, did playing in the
orchestra help secure other musical opportunities?
LF:

Oh yeah. I played a lot all over the place. Done several things and I’ve done well
as a teacher. Back in 2013 – actually in ’12, I won a College of Arts and
Architecture teaching award here in Pennsylvania at the university.

DRW: That’s amazing.
LF:

It was a college-wide award for noteworthy teaching in the college. That was a
thousand dollar grant. And then I won the Stephen F. Sondheim Inspirational
Teacher Award at the John Kennedy Center.

DRW: Wow. That is incredible.
LF:

That was a big – that was huge. How that happened was I saw this thing and it
said you have to have some students write about you and some experience you
have had that inspired you and your students. And so I had a couple of students
that wrote. And one of my students, low and behold, man, his entry was picked.
So I have – and this was back – and I tell you what … I remember vividly [that] I
had to turn it in December the sixteenth of 2012. And so I did that and then one
day, I had a committee I had to go to. And it was a committee that took place on a
Sunday. That year it was February the twenty-fourth of 2013. And I remember
that vividly. Something told me – I told my students I am psychic. Something said
check your email to see if you have any other entries in this competition. I was on
the committee of a competition. And I looked and looked and didn’t see anything.
So I said I am okay. I was getting ready to close my email and sign off and I saw
something that said “urgent” from the Kennedy Center. And I went back in,
signed back in, and it said I had been picked as finalist for this award. I was about
to go crazy.

DRW: I can only imagine how amazing that felt and to know your students feel so great
and happy to study with you. And how many people you have touched and how
many people you have helped.
LF:

	
  

Well, what happened is that I had to get a whole bunch of paperwork done and I
had to turn it in electronically by the twenty-sixth, that Tuesday. And so I did that
and then I forgot all about it. One day – and I knew that March 22 was Stephen F.

	
  

138
Sondheim’s birthday and so that week – that year his birthday was on a Friday. If
you check a calendar for 2013, March 22 was on a Friday. And so I think it was
that Tuesday I left the university and School of Music and had some running
around to the cleaners and the store. I came into the house and my phone was
ringing and I saw something on there and it said – and I had my trumpet in my
hand. And it said the caller ID on the phone on the desk said Kennedy Center. So
I picked up the phone and some guy said he was the head of education at the John
F. Kennedy Center. He said that he was calling to tell me that I was one of the
winners. I almost dropped my trumpet on the floor.

DRW: Wow. That is incredible. That is so amazing. So amazing.
LF:

And that was a ten thousand dollar award.

DRW: Wow! Oh, my God!
LF:

Yeah, man. So that was pretty heavy.

DRW: That is more than significant. That is unbelievable. That is outstanding.
LF:

It has been an interesting thing. We have got far away from the questions you
probably want to still ask.

DRW: No. This is wonderful. Everything we have talked about is everything I wanted to
know. The purpose of this project is for me to kind of, you know, ask questions
but to really just learn, and be able to show how things are different for AfricanAmerican trumpet players. And in addition to just playing hard literature and
practice and showing up and taking an audition, there are all kinds of other things
that have come into play in order for us to be successful. I, myself, am a
professional trumpet player. I am African-American, the same as you. I grew up
and learned about you. I have heard so many wonderful stories. Your students are
my friends. I am in the next generation. As a matter of fact, let me tell you, when I
started to do my dissertation you were the first person I thought about.
LF:

Wow.

DRW: I have said I have got …
LF:

I appreciate that.

DRW: It is not a problem at all. I am so glad that I was able to do this. I said to myself: I
have got to find Dr. Fitzgerald and interview him. If you notice, the name of my
dissertation starts with your dates in the Baltimore Symphony.
LF:

	
  

I did note that, 1970.
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DRW: Absolutely. And it is not by accident. I researched you. I tried to know as much as
I could so that as an interviewer I wouldn’t seem obtuse. I wanted …
LF:

You have been really incredible.

DRW: I am grateful for you. When I about to pick up my instrument I realize there is a
person who persevered maybe not directly on my behalf but I benefited because
of it.
LF:

Uh huh.

DRW: It is a little bit easier for me because of things you were willing to do.
LF:

You know, I think about some of these things I told you about like what I put up
with. I will never forget when I was in the Symphony – things pop into my mind
just sitting and talking to you. It used to be upsetting to me when people who
always be telling ethnic jokes. I got really ticked off one day and I went yelling at
the people. I told them “You people are ridiculous. You shouldn’t be talking
about people and calling them names and stuff like that. And furthermore when
you people come up to me, I don’t want anybody coming up to me asking me
about these Jap things and all that kind of stuff.” And then I said “When I am not
around, you guys will all be telling those jokes with the N word in there.” And
that stopped. I never ever heard anybody else tell a joke. “You guys want to tell a
joke, I don’t want to hear jokes. When I have to come to work, I don’t want to
hear that.”

DRW: I am glad you had the strength to stand up to that kind of racism and stand up to
that kind of bigotry during a time when it was so unorthodox and so unusual to do
something like that.
LF:

	
  

I must tell you that my first years in the orchestra were rather tender. You asked
me how it was in the orchestra. Well, I was very – I was a very well respected
trumpet player and not only that but I was respected by the orchestra to the point
where we had something called the advisory – the Symphony Orchestra Advisory
Committee made up of players in the orchestra. There were seven of us. And so
when I started being on the committee, I was on that committee for the last
seventeen years [I was] in the orchestra. I spent thirty-three of them in there. I was
the chairman of the committee and then on three occasions I think, three of four, I
got more votes from the orchestra players than anybody else. That next year I was
going to be in that committee and not one of the persons who would be voted for.
So that tells you – and I was the chairman for that committee for the last twelve
years. I would go in and speak to management – I will never forget one night that
Marvin Hamlisch was conducting. He was a big shot conductor with us and the
National Symphony and Pittsburgh. When he died, I was watching the Pittsburgh
Pirates baseball game. That is how I found out he had died because he was big in
Pittsburgh and that was the news in Pittsburgh. But he came in and was
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conducting – he was conducting something. He has aligned himself with Barbara
Streisand. Of course, he did a lot of stuff with Barbara Streisand. So he wanted to
come in – it was a series where he went Thursday afternoon; three o’clock Friday
night, eight o’clock Saturday night, and then three o’clock on Sunday. Well, he
came in on Saturday night and wanted to make a change. Well, I came in to warm
up. I was playing a lot of stuff that night. As a matter of fact, I was playing some
of the hard stuff and I wanted to warm up. And so I got in there and they said over
the loud speaker, “Fitz, you are wanted backstage.” So I got backstage and they
told me Marvin Hamlisch wanted to talk to me because you don’t do that without
my okay.

DRW: Right.
LF:

I said “You want to do what? You want to make changes? You aren’t making any
changes because if something happens out there on Stage and it gets all screwed
up, the orchestra players are going to look like they are the ones that screwed up,
not you.” I told him. No you’re not. “Let me tell you something. You are not
changing anything. I am telling you right now to your face that you are not
changing anything.” It turned out it that it was something that would have
impacted the trumpet section too. But it is stuff like that where people knew I had
their back and they respected me for that. They knew I was not going to allow
them to be subjected to things they shouldn’t be. And there are rules about that.
You can’t come in once the service has started and make changes like that without
having a special rehearsal you know.

DRW: You are absolutely right.
LF:

	
  

So those are things I would do and people knew. One time they were trying to put
Jeff Tyzik through as a conductor and this guy Jack, oh, Jack – wait a minute, I
got it on my dresser. Wait a minute and I will tell you what it is. Jack Everly. Jack
Everly from New York. And I had seen Jack Everly when I played for him in
New York. So they wanted to have Jeff Kiesig come in, so Jeff came in and
meanwhile as a member of the Advisory Committee, we took a trip to Detroit to
watch Everly conduct. Orchestras are all different. The orchestra in Detroit did
not like Everly but I thought Everly was a lot better than our orchestra, so I never
let it go to sleep. I will never forget one time Everly came to conduct and the
music was in disarray, missing from the library. But Everly was great. He was
like “We have a job to do so; there’s no time for complaining and going crazy.”
He was working like a demon. I got out of my chair and stormed into the
executive director’s office and I pounded on his desk, I pounded it on his desk
again. Then I said, “John, you should be on stage looking at how well this
orchestra is playing for Jack Everly and what they think of him.” Did you know
that went over really big because now he still conducts even since I have left the
orchestra. I think it has a lot to do with the groundwork I laid. He might not even
known that. And Jeff Tyzik is a trumpet player, but Jeff was – all his music was
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the same key and all this crap and people didn’t like it. We had another guy in
town, Ed Polochick, was at Peabody. You should remember him.

DRW: Yeah. He was my conductor. When I was playing in the Peabody Concert
Orchestra, he was the conductor.
LF:

Yeah. Ed Polochick conducted Messiah and was such a big, big success man.
And I said Ed Polochick is a better conductor than these guys and Tyzik.
Eventually they did not sign – they tried to sign Tyzik and it didn’t go well. I went
in there and told them I said “I told you right.” The more – the longer I was there,
I had my feet on the ground I felt – I realized – my sister passed away in ’85 and I
realized life is too short. Life is too short and you gotta lay it out there.

LF:

People respect that. They respect that about you.

DRW: Absolutely. I have just two more questions before we have to wrap up. What was
your most memorable, in a positive way, in the orchestra?
LF:

I would say the times I played as a soloist. I played on numerous occasions the
Vivaldi Two Trumpet Concerto with the first trumpet Don. And that time I played
that Molter. And you know the Molter. Now after I played the Molter, I took my
piccolo trumpet off and jammed it down on the table. Picked up my D trumpet
and came out and played the Prayer St. Gregory.

DRW: Wow. That is beautiful.
LF:

And it was, man. I had a really good – I think the D trumpet works really great.
And I will never forget that. I think that was a really high point. Also at one point
I could conduct. They had openings for assistant conductor. And I actually
auditioned and the people in the orchestra thought I was really good but it was at a
time when the management didn’t want to entertain thoughts of a player having to
leave their place when I would be conducting. So that got shut down. But a lot of
people thought pretty well of my conducting work. Over all, I think the big thing
was when I played solo with the orchestra.

DRW: That is incredible.
LF:

Also when I played the first trumpet. When we didn’t have – before the present
principal back there I played some principal trumpet for Yuri Temirkanov.

DRW: Okay. Wow that is amazing. This is incredible stuff. I had no idea. This is going
to be a wonderful addition to the literature and people will be inspired by this. My
final question to you is what would you say to a person of color who desires to
pursue a career in orchestra playing?
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I would say just go straight ahead. Go forward and don’t look back.

DRW: Absolutely.
LF:

Straight ahead and don’t look back. That is it.

DRW: Well Dr. Fitzgerald, it has been a real pleasure to speak with you and interview
you. I have learned so much and all it has done is made me want to practice more
and become a better musician and mentor to my students. Again I thank you so
much. Before we end the call, can you make sure you sign and scan the UNC …
[IRB permission]?
LF:

I will get that to you. I will do that.

DRW: That is really important to the project. I have to have that.
LF:

I understand. I understand. Do you need a witness for that?

DRW: Not necessarily. I mean that is on there but you don’t have to put that. I just need
your name on there.
LF:

Okay. And my signature.

DRW: Yes sir.
LF:

Okay. Now will I be able to get a copy of the interview at some point?

DRW: Absolutely. As soon as it is transcribed. And I will send you my entire dissertation
so you can have it and keep it. You can put it on your shelf or whatever you want
to do and archive it. But yeah, you will definitely get a copy after it is over.
LF:

Okay.

DRW: And again …
LF:

Thank you. I again – I am honored that you chose me for this spot. For this part. I
know you have other people but I feel honored that you have asked me to do this.
And I wish you all the luck and all the best. Keep on plugging. That is all I have
got to say.

DRW: Yes sir. Thank you. I will be in contact with you. If you can just get that e-mailed
to me as soon as you can I would really appreciate it.
LF:

Okay. I will.

DRW: Alright. Thank you.
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You take care. Thank you.

DRW: You too. Bye-bye.
LF:

Bye-bye now.

(End of interview)
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APPENDIX C-2
UNEDITED INTERVIEW TRANSCSRIPTION
BILLY HUNTER, JR.
5 March 2018

DRW: First of all I want to say I am so excited to meet you and finally talk to you. I have
listened to so many recordings and you have inspired me as a professor of trumpet
and musician in a way that I can’t really describe. It is a real blessing.
BH: Thank you. Thank you. I appreciate it. I am just trying to play and do the best that I
can.
DRW: It has come across, man. I mean, you are inspiring a whole group of younger
trumpet players.
BH:

That is great, man. I am so happy to hear that. It is my job. That is what my
teacher did for me and like that. It is the only thing I can do so that makes me – I
was just practicing so I will make sure I practice harder.

DRW: That is awesome man. Well, I know that you have a limited amount of time so we
will go ahead and get started.
BH:

Sounds great.

DRW: Can you tell me a little bit about where you grew up?
BH:

I am from Austin, Texas. I grew up kind of inner-city Austin, like, off of MLK
Boulevard. I don’t know if you know Texas well – just let me know if I cut out or
you miss something okay?

DRW: Okay.
BH:

The music education in Texas is excellent but my parents couldn’t afford to get
me an instrument, or the best instrument, so I had like a student model Bundy
trumpet or whatever. And I just kind of went from there. For me, I kind of lucked
into like great teachers from sixth grade up until the end of high school. But yeah,
like I did my work in Austin, Texas and I went to my undergraduate at University
of Texas, Austin. And I did my masters at Juilliard and from there went on to
New World Symphony and then to Baltimore Grant Park and the Met. Yeah,
those three jobs I had in succession.

DRW: That is incredible.
BH:

	
  

Yeah. Yeah. Yeah.
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DRW: How many siblings do you have?
BH:

I have two. An older sister and a younger brother.

DRW: Are they musicians?
BH:

My older sister played in the band with me but she doesn’t really practice or
anything like that. My brother is not a musician. My mom and dad were definitely
not musicians. And like there was kind of no like musicians I would say in our
family. Maybe a cousin played organ at church or something like that.

DRW: Oh wow.
BH:

It was kind of one of the things I caught on. When I was younger I was kind of
into art. Like drawing cartoons and stuff. But as I got older I went to band. I just
kind of went into the music and like fell in love with music. Went that route.

DRW: That is really cool.
BH:

Yeah. Yeah. Yeah.

DRW: What type of music was played in your household? Like what would be typically
on, on a Saturday morning for cleaning or something?
BH: Well, I would say Sunday morning because that was like most of when the radio
went on was before we got ready for church. We would just turn on the regular
local gospel station in Austin. I think it was like KFAM. Yeah, KFAM. No,
KAZI. Excuse me. KFAM is classical music. But KAZI. But yeah, that was the
Black station in Austin. And on Sundays – I mean, we would always have that.
That is the station we would listen to. It was like sixty-three megahertz or
something. And it was always on Sunday gospel music you know. I kind of grew
up with gospel music playing in our house. From that vein of music is where I got
my music education. That and like TV. Like sitting in front of the TV just
listening to whatever cartoons and stuff. That is what I remember. Like singing
themes from TV shows. It is terrible, I know. The other classical music – I mean,
I grew up with band. So the closest thing would be like jazz. But I started
definitely with gospel music.
DRW: That is terrific. Man, this is wonderful information. The next thing I wanted to ask
is why did you choose the trumpet?
BH:

	
  

Hmmm. Well, like I said, music education was really good in Texas. When I was
in grade six they came by with all the instruments. They had string instruments
and I kind of liked the viola. It was kind of nice. But then everyone played the
drums. I liked the drums. I liked the saxophone but everyone played drums and
saxophone. My next choice was trombone. That is probably too big because I was
tiny. So, I was like, I guess, I will do trumpet because it was tiny and I could carry
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it around. So that is what I – I kind of choose it. And I was – it is kind of like my
personality. Whatever I do, I just do one hundred percent. I just put all my energy
into it. That is kind of what I did with the trumpet. I didn’t really start practicing
until about eighth grade. My assistant band director played an album of Maynard
Ferguson and I was like “What was that?” So I started practicing. So that is what
got me practicing. So about, like a year or two after, I started the trumpet.

DRW: That is amazing. You were talking about a little bit about the Texas bands and that
sort of thing. Can you talk to me a little bit about the quality of your middle
school and high school band programs?
BH:

Right. Sure. Well, the elementary school music program - from what I remember,
my school was centrally located so it was a pretty diverse school to begin with.
And everyone tried to get in that school and luckily my mom got us into that
school. But this elementary school – Peas Elementary – from grade one, there was
always music. They had a general audience. We would always do a Christmas
concert where we would wear blue jeans, a white shirt and a big old red bow tie.
We would sing carols.

DRW: That is good man.
BH:

Yeah. Me and my friend would always sing, “I am dreaming of a Black
Christmas.” We always had the singing and general music from very young. And
then they brought in all the other. I think the string players came in a little earlier.
But like they brought in the other instruments around grade six. And there were
pretty great music teachers. And then in my junior high school both band directors
were excellent. There were two bands in the junior high school. Everyone wanted
to go to football games so everyone wanted to be in band. There was a sound
foundation on – if you play this instrument, keep your corners firm and your
middle loose. And it is one of the basics in brass playing that we kind of ignore.
Not ignore, but be very surprised that you don’t see a lot of – even to this day.
When I see college students coming from high school I am like “Whoa. You
know what you are moving your corners a lot.” The brass playing there, because
of the strong teaching – and it was all based in Austin – based out of UT-Austin, a
huge education program that I discovered later when I went to college there.
Everyone was like education, education. I had a whole set of things that they do
based on what grade you are in from junior high school to high school. Very
effective support for the arts.

DRW: Definitely. Can you talk to me a little bit about your first trumpet teacher and
what that influence was like?
BH:

	
  

My first trumpet. It is kind of hard because I had guys just give me pointers
because I couldn’t afford lessons. I guess my first one would have to be my eighth
grade assistant band director. They guy who introduced me to Maynard Ferguson.
He was like – he was a jazz guy and he was like, just listen. I was like, “How do
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you play high notes?” and he was goes, “Well, you know, you just keep doing
these little things and it will come with time.” And he said, “Just practice your
scales.” He had me practice scales and basic [stuff]. When I got to high school it
was kind of more of the same. They gave us a general lip slur, long tone thing.
My high school band director paid for private lessons my junior or senior year.

DRW: That is terrific.
BH:

Yeah. This guy really wanted to help me out so he kind of taught me, like here is
an Arban book. Play this. And it s literally like that. I did a lot of listening and just
kind of copying whatever I could hear. So I kind of had like a concept of tone
from early on.

DRW: That is really great.
BH:

Like I said, I kind of lucked out with great teachers.

DRW: Definitely. Can you talk to me about undergraduate and that audition process and
why you choose to go – first of all, for the recording, can you tell us where you
went to undergraduate?
BH:

	
  

Yeah. I went to my undergraduate at the University of Texas at Austin. I studied
with Raymond Crisara who is like – he was ex-principal trumpet of the Met Opera
actually. He also played with the NBC Symphony under Toscanini and a bunch of
other things. He did a lot of recordings. He was kind of the top call studio time in
New York. Back in his day he did top-call cartoons, played with Frank Sinatra
and Alice Cooper. Like a bunch of crazy career stuff. That was the first half of his
life. The second half of his life he did UT-Austin. There was this famous trumpet
teacher down there. When I was in high school, I made the All-State Band three
years and I got like solicited by a lot of different schools. I didn’t have any
money, so I was like, I will probably have to go somewhere in state and
somewhere that will give me a good scholarship. I eventually tried out for Baylor,
I think Texas Tech, Rice, a couple other places. But I decided on UT-Austin after
auditioning for Ray Crisara and the reputation he had. I played for him and he
said, “Play this.” And I was like, here you can play in all these ensembles and it
was a huge draw for me being in my hometown. And I could afford this. I could
stay at home. So I choose UT-Austin, which was a very good choice because of
this guy. He was the guy who set me straight, Ray Crisara. This is what you have
to play, and do, and all that stuff. I was kind of like a hot shot or whatever and he
was like “Now play this. Page one of the Arban.” But the audition process
through the – in college you have this, I don’t know, “What am I going to do
here? I don’t know if I will get in or whatever.” I wasn’t really … from a very
early age, my mom always told me, “Look. You are going to have to be three
times better to be accepted on the same level.” And all these other guys had better
instruments than I had. From day one, I was always like I have got to be above
and beyond.
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DRW: Can you speak to that a little bit about what your mom was telling you about that?
BH:

Yeah. She grew up in Texas and like our family was – my grandmother and her
whole family picked cotton in Texas.

DRW: Oh my goodness!
BH:

If you can imagine that.

DRW: I grew up in Louisiana, so not far away.
BH:

Yeah. It is crazy and it is like picking cotton? I thought that was in the eighteen
hundreds or something. Anyway there was a lot of racial tension. My mom and
like her sister, my aunt, were kind of the two women who took care of me. They
were like, “Through that church thing you do, you be disciplined. You play this
and you make good grades. If you are going to do that, or whatever you do, you
have to do whatever you can. You are not going to be accepted on the same level
as a White person.” I kind of never understood that. I was like “Why is that?” And
it was like, “The way they view us is different than the reality is.” Just to be blunt.
And so I was like, alright. And then the other thing that got me going was like
someone came to our house one day and said, “We are here for your child’s
college.” My mom was like, “We can’t afford college. He will have to get a
scholarship.” I overheard the conversation and it was like, “Jesus.” I went to my
counselor and asked how to get a scholarship. You have to get good grades. So I
studied, and read, and stuff like that. It was kind of all that stuff, and philosophy,
and practice that got me. In high school these kids had better instruments and
private lessons through the Texas system, which was huge. In fact, a couple
colleagues that I did All-State Orchestra with in high school are in the Met. Oddly
enough. But for me, I had to like really do extra, extra studying. And I put that on
my own. It is always in the back of my head that I have to do that. That statement
has held true throughout my professional career and I don’t hesitate when I say
that. I have definitely had to. Unless it is like completely screened, you don’t
know what is going on. But I have always had to prove myself.

DRW: Oh wow. That is terrific. That is an amazing story. During your undergraduate at
UT-A, how were you treated by your peers? Like other people in the studio and
other instrumentalists? Was there any racial things ever or anything like that?
BH:

Of course. This is Texas, man. But within the trumpet studio, we were all very
cordial because out teacher Mr. Crisara was very like “you guys treat each other
with respect.” It is like an old-school way of “you treat each other with respect
and this is how you learn and become better colleagues, and trumpet players, and
musicians.” He kind of emphasized that. In fact, his best friend – Mr. Crisara was
of Italian descent – his best friend was Joe Wilder. I don’t know if you know him.

DRW: Oh, I do. I know Joe Wilder.

	
  

	
  

BH:

149
That was his best friend. And he actually got Joe Wilder on a couple different
classical trumpet gigs because he was coined as a jazzer although he was a
classical trumpet player. Different story.

DRW: Yeah. Definitely.
BH:

At UT-Austin as freshman I am going looking for books in the university co-op. I
have a UT shirt on and to me, I look like a college student but to the officer who
followed me around the store, I didn’t. And it was at a university store. And I was
like, this is ridiculous. I have been walking around to different classes called
different names. I should mention I also went to UT on an African-American
scholarship, which is now defunct. It is gone. Without that scholarship, I wouldn’t
have been able to go to UT.

DRW: I am glad they had that at your time and it is too bad they discontinued it. That is a
tough story. That is a tough story. Was there a large community of people of color
at UT-A and surrounding?
BH:

No. No. There were a couple of my friends who are all really good musicians
now, actually. My friend Lecolion Washington. Me, Lecolion, Kenny. I would
say of my five years, ten. Yeah.

DRW: I met Lecolion.
BH:

Yeah. You know him.

DRW: In your summer project. Yeah.
BH:

Yes. Yes.

DRW: Another thing, when you were matriculating through this, what was the
psychology of existing in a place like that while maintaining practice efforts, and
getting better, and trying to keep your head down? How did you manage that on
kind of a regular basis?
BH:

	
  

Well at that point – by the time I got to college, I was already used to it all –
which is sad you know. In junior high, I didn’t fit into the mold. I kind of had big
old glasses. I didn’t fit into stereotypes. I was always studying and all this stuff. I
got put in the higher classes and grades because I scored higher in all these tests
and whatever. So quite often I would be the only Black person in the classroom
like from junior high to high school. And my high school was predominantly
Black. All the upper classes (advanced classes). There were maybe a couple Black
students in classes with me, myself, Kim and this other girl Michelle and Kim
also played in the band. Especially in the competitions, I would very often be the
only Black person in the region band.
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DRW: As you know I am also a professor of music and a professional trumpet player. I
have found that as well. My background is different than yours but very similar. I
went to the Peabody Conservatory. I understand. I studied with Ed Hoffman and
Joseph Bergstaller. Those were my trumpet teachers at the time.
BH:

Fantastic.

DRW: And I understand some of the things you know. Those guys were really good to
me but not everybody else was.
BH:

Right. I know.

DRW: And the guys in the studio for the most part, there are some stories, but I am not
going to get into it. But yeah, I understand exactly where you are coming from.
BH:

Yeah. Yeah.

DRW: I wanted to ask you some more things. You are coming up to your senior year
undergraduate and thinking of graduate school. How was that process and what
made you decide to attend Juilliard?
BH:

At that point in my undergraduate I had done a couple different – I thought I
really wanted to be a trumpet soloist. I did a bunch of different competitions and
did pretty well. National Trumpet Competition, Kingsville, all that kind of stuff.
And I did really well. At that point I was also going through – working my way
through school, excuse me. I was working at was a grocery store. They offered
me money. They said they would give me money and pay for my master’s degree
and send me to business school because they want educated people with degrees
to work for the store. Interesting. It is my senior year and I am like, hmmm. I kind
of want to do this music thing but I have money on the table here. So this is what I
will do: The fifth year at UT-Austin, I will use that year to practice and I will only
audition for top schools in the country. So I only auditioned for like NEC,
Manhattan, Juilliard, Cleveland, and San Francisco. Those schools. If I don’t get
into any of those, I decided I am just going to go the other route, you know. I
auditioned and ended up getting into all of them. I was like, alright. I told myself
that I would do this. At Juilliard, I was like, there is no way I will get into
Juilliard. It was like, wow. So that is how that happened.

DRW: Wow. That is amazing. What an awesome story so far, man. This is incredible.
This is great stuff. So you go to Juilliard and take the audition. Can you talk about
the audition process and what that was like?
BH:

	
  

Well, my teacher, Mr. Crisara, he said, “You go there and play what you play. If
they don’t like it to hell with them.” I just kind of played – I forget what I played.
I think I played like Rustiques and something else. I had Rustiques, Tomasi, and
couple Charliers, and a Bitsch. So I think I played an étude and a solo. And I had
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all this stuff lined up ready to go and then I played. The panel just kind of looked
and didn’t say anything. It was like Phil Smith, Chris Gekker and Mark Gould.
And then somebody asked if I would play a B flat major scale in two octaves and
I was like, sure. Whatever. I played it. They said thank you and I got a letter later
saying, “you are in.”

DRW: Wow. That is incredible.
BH:

I was like, wow! I think they had heard – because I auditioned for like Mike
Sachs at Cleveland and he was like wow. And also Bob Sullivan at Manhattan.
Those guys all talk to each other. That is how that happened.

DRW: So leaving Austin and going to New York, can you talk about the culture? The
change and the speed of the city and all that kind of stuff?
BH:

Yeah. Definitely. In Austin the rent was definitely cheaper. For me it was kind of
a culture shock. When I got to New York, my first week at Juilliard was terrible.
Actually my first month. It is the first time I developed a cold sore. I have this
pimple. I went to the doctor. The doctor said he had to lance it. My teacher at the
time, Ray Mase, was like, you should get a second opinion. It was just like I had
always kind of been in an environment where it was kind of like slow enough –
the pace was slow enough for me to catch. When I get to New York, it is kind of
like go, go, go, go. And all the players around me were great players. Like
fantastic.

DRW: Yes. Definitely.
BH:

And I was just very green on the New York orchestral scene. I have never really –
I had played in All-State Orchestra. That is about it. I am just like, geez man.
These guys are like banging out. I have always been kind of an adaptable person
and always like able to learn. So I kind of did that. But it took a while and it was
very different. The thing I noticed going back to Austin, I was like, “Oh, my
goodness.” Austin is a pretty liberal city. I mean there are certain things that I
noticed going back that I didn’t notice before because I just wasn’t aware.

DRW: At Juilliard, did you have the same kind of problems. Like racial problems like
you did in Austin?
BH:

Different. When I got to Juilliard initially, it was like, “Ahhh, he probably got in
because he is Black, you know.” That type of thing. But then I start playing, it
was just like – that was erased very, very quickly.

DRW: I bet.
BH:

	
  

And so yeah. But that – yeah.
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DRW: So you come up toward the end of your time at Juilliard and looking for a job to
play the trumpet. Can you talk to me a little bit about your first win at an
orchestra?
BH:

Well, towards the end of Juilliard, I got asked by Dallas Symphony to come sub
like as the second trumpet. I came down for a week, you know, and they called
my teacher. In my second year of masters, I studied with Mark Gould. Cornoff
from Dallas was like, “We need someone who can come in two days.” And so
Gould gave him my name. I went down there and played for a week. It was great.
I got a professional orchestra on my resume. Then the situation happened again,
so I ended up playing for a summer season. For like a quarter of a season. I was
like, yeah! Before that I had taken like one or two auditions and not been
successful. Then I took like a third audition for like, St. Louis, and I got to the
finals, but I didn’t win the job. And from there it was kind of up and down, up and
down. Including Dallas and the audition for Dallas, the job was for second
trumpet and I ended up getting runner up. So I kind of – like I did when I was
going from college to masters, I kind of set goals for myself. And I was like what
am I going to do? So I had this, this, and this lined up. I had these auditions lined
up and my last choice was actually New World Symphony. I auditioned for them.
Actually I was in a gig and I went down to audition for them and got it. It was
actually my last choice believe it or not. It was actually a very good last choice.
And when I found out I didn’t get the Dallas gig, I went down to Miami. That was
kind of like my job, sort of. Because it is not really a job. It is kind of like a half
of a job, like a part. That was my first playing and getting paid on a consistent
basis.

DRW: Okay. I wanted to ask you about your audition at the Baltimore Symphony. What
was that like?
BH:

	
  

My audition at Baltimore – alright. I tell you I am not making this up. Right after
I left New World, I went back to the city to try to freelance and stuff. And it was
after 9/11 so everything was kind of dried up so I had a lot of practice time. All
the stuff back and forth and I had no gigs. I ended up having to leave my
apartment in New York and stay with my girlfriend back in Miami. We would go
to yoga class. This one yoga class I discovered this guy who was a Thai Buddhist
Monk. I went down to shake this guy’s hand and his energy was so strong I
started sweating. I was like, “Oh, my goodness. Wow.” He looks up at me and
says, “You should take my meditation class.” I was like “Okay.” I take this guy’s
meditation class. Fast forward a couple weeks or so and I am flying from Miami
to Atlanta to Baltimore. I have got to meet a friend who is at a friend’s house in
Baltimore. It is his dad’s house. He has to pick me up from the train station. The
train station closes at midnight. I get on the flight in Miami. I get off in Atlanta.
The flight is delayed and I have all these messages from my bank. Turns out I
have like identity theft. It completely wiped out my account. I am like, “Oh,
great.” Board the plane for Baltimore. Plane lands at Baltimore and it lands after
midnight, like one o’clock in the morning, so the subway system is shut down.
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There is no way to get to the point I need to meet my friend’s dad to stay at his
house. All my credit cards are maxed out. So I got to the free car shuttle service to
hotels. I called hotels and ask if they have free car service. I find one, Red Roof
Inn. They drive a free shuttle so I go there. They have a room open and I pull out
a credit card and am like, “Oh goodness, this thing is red hot.” He pulls this thing
out and it is like one of the paper swipes, old school. I am like, “Whooo.” So I
stayed there and then I went straight to my Baltimore audition. I had done so
much meditation that I was like – I remember it clearly because I am sitting there
and I hear people do practice or excerpts. I did my warm-up and I am smiling. I
feel great. I went in and, boom, played my first round and played my second
round. You advance to the finals. We will see you on line this date. I had to ask
proctor – not the proctor – the personnel manager. I forget what her name is. She
has passed on now. I said, “I am in a situation and there is no way. I need to get
back to New York.” This lady paid for a bus ticket for me.

DRW: Oh wow.
BH:

I came back for the finals and they had another guy in mind, already. But I had
practiced my stuff so hard and I was so focused and I went in and like killed that.
That was like my best audition to this day. Second trumpet for Langston
Fitzgerald’s job.

DRW: Yeah. I definitely know him very well.
BH:

And I just remember doing my walking meditation in the waiting room. And I
played and those guys were playing Monettes and I played a second round with
them. We played Mahler 2, and the Chorale. I remember the look on Tim
Raconoff’s face. He is looking and like… They came out and said you won the
job. I hung out with Balio. They said “The guy who was in the finals with you.
We wanted him. He had been playing the job. He is a friend of mine. But you
matched me so well and like on a different trumpet. It was really hard to say no.”

DRW: Wow.
BH:

That is that whole philosophy. Three times to be accepted on the same level.

DRW: Wow. Wow. Man.
BH:

Yeah. And after that I wonder the Grant Park job and after that the Met job.

DRW: Let’s talk about the audition process with the Met. So you go in and decide you
want to apply for this position.
DRW: Can you talk to us about that?
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Well, the Met, unlike all the other – most places, the usual audition process is you
go in, you send a resume, they sift through – they screen your resume to see if you
have enough credentials to audition. If you don’t, you usually send a tape. So you
get past that where you send a tape. You get past that. You are invited to the
prelims. The prelims are all screened. And then from there, they go prelims to
semis, to maybe a final. And then, usually after like a final, they have like a super
final or something. That is where you play. The screen is, like, taken away. The
Met was the only audition where I played where the screen is up through the
entire process. And so I played my prelims, semifinal, and final rounds all behind
this screen, as well as the other candidates. So it’s no surprise the Met Orchestra
has the highest amount of Black people and women. Probably the most diverse
orchestra.

DRW: Yes it does. That is remarkable. Now I understand why.
BH:

Yeah. And you – because you are reduced to just using your ears.

DRW: Yes. So after you had gone through the final round, and the panel can now see
who has won, what was their reaction?
BH:

So yeah. Now, how far can I go here without getting in trouble?

DRW: I don’t want you to be – I want you to be as open as you can but I don’t want this
to be…
BH:

Yeah. Essentially what happened was, I won that audition by one vote.

DRW: Wow.
BH:

Over my colleague. I met everyone. Everyone was very cordial and nice, but there
was definitely, um – there were definitely plans before I played a note set forth to
try to not get me tenure. That is the truth.

DRW: Oh my goodness.
BH:

We will just leave it at that because I don’t want to get a lawsuit or anything like
that.

DRW: I will move on with these questions.
BH:

But you know if cross paths one day, I will tell you the story over dinner or coffee
or something.

DRW: If I am ever in New York, I am definitely going to try to get a lesson with you but
I know that is hard because you lead a very busy life. However, I do want to take
a lesson at some point.
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Oh yeah. That is fine. That is fine.

DRW: You went to the audition. Can you talk about the first day on the job? You are
sitting in the pit and what is that like?
BH:

Well, the first rehearsal was in the rehearsal room and we were doing orchestral –
we do these orchestra concerts in addition to the operas. We were doing Das Lied
von der Erde and Jimmy [Levine] was conducting. And I was so nervous. And it
is just that and a Carter piece or something. I just remember playing like the
complete wrong note or something like that or something. Then it was just kind of
one of those, “Wow, I can’t believe. I am going to pinch myself. I am here at the
Met playing. It was kind of like that.” It is very difficult to go in a place like the
Met, because opera is different than orchestra, which is different than band. So I
just kind of went. After about a week everything kind of settled down, whatever.
At least with the operas the repertoire is huge. It takes about five to seven years to
go through everything. And even still there is still like stuff I have not played
before. But it is huge. It is a huge repertoire. The learning curve is very, very
steep.

DRW: I can only imagine.
BH:

The orchestra pieces you can kind of listen to the whole thing. This one is like,
“Oh man, that opera is how long? Five hours? Geez.”
DRW: Another question I want to ask is what is the climate of the trumpet section? Is it a
positive thing or has it changed or morphed over the years?
BH:

When I first got there, my entire trumpet section, with the exception of Dave, who
was like the other principal, they all auditioned for the job, my job, and lost. So it
was, as you can imagine, they probably won’t say it, but coming in is this little
tiny Black guy you know. I am very nice. I don’t like arguments or anything like
that. They had a hard time dealing with me and my style of, like, leading the
section. Now, it is completely different. More amiable environment. But this is
one of the things I had to deal with, that meditation and my education, from what
my mom telling me, you know, that kept me through this. And it was – It started
out very tough, but now, it is like a different scene.

DRW: How stressful is it to just do your job?
BH:

Very. On a scale of ten, eleven.

DRW: Oh, my goodness.
BH:

	
  

It is difficult because there are times you barely play and then there are times
when it is like – like tonight, we are doing Electra. It is like baaaaa, baaaa, baaa.
Then play soft. You have to be very confident and, at the same time, sensitive and
aware. I would say aware is a good word. Aware of, like, surroundings. Because
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in a live performance, something always goes wrong every night. Just trying to
keep a cool head and, as much as you can, have fun. At the end of the day, I still
love music and I still love playing it. I tried to keep it like that.

DRW: Another question. I read in the New York Times about a noose being found at the
Met. Can you talk about that at all?
BH:

Yeah. I wasn’t there. My colleague Weston who is also – I don’t know if you
know Weston Sprott.

DRW: Yes, trombone.
BH:

Trombone. Yes.

DRW: Second trombone.
BH:

Yes. Well, the guy who found it was actually a new member. He doesn’t have
tenure yet. It was his first year. Like Caucasian guy. What is his name? Steven.
Yeah. And he was just like, “What in the world?” And it was kind of hung on a
row of lockers. My locker is there, Weston, another Black guy Pat Moore, a new
hornist, Hugo. He is like from Costa Rica. And then there is like Christian Arabic
guy there. And so he finds this noose and we are like what in the world is that? It
was definitely very, very weird for – who would do that? That is like a horrible
joke if someone had put something up there like that. And like I don’t know who.
Maybe it wasn’t meant as a joke. Maybe it was as a joke. I don’t know who put it
up there. But it just made – I started locking my locker during work while I was
there. It made me feel very uncomfortable and everyone else on that row, the
same way.

DRW: Wow. Man, when I read that I even posted on Facebook about it because I was so
hurt by that.
BH:

Yeah.

DRW: I can only imagine how that would make someone feel. Doing a job that is so
stressful and is supposed to be about art. Supposed to be this top opera company
and this sort of thing is happening.
BH:

Right.

DRW: It was inexcusable.
BH:

Right. Absolutely.

DRW: That is incredible.
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Nothing came of it, which is like typical. Now we have cameras, which needed to
be there in the first place. Not in the locker room necessarily, but cameras in the
hallway. All this stuff and allegations of this and that it is good to have cameras.
Camera doesn’t lie.

DRW: It never does. I have two questions in these last five minutes. Can you tell me
your most memorable time in the orchestra?
BH: My most memorable time in the orchestra? It would have to be my first note that I
played. When I first stepped out and saw the audience and I was like ahhhhhhh.
For me I will never forget that. And for me the guy – when I was in high school
the guy who introduced me to classical music in high school when I started
listening was my Latin teacher. They made an announcement that I made AllState Band and stuff. I would come into my Latin class and he would play these
different orchestral pieces on the radio. And he ended up making a tape and
would say, “You should come to my house.” I went to his house and listened to
music all the time. His favorite thing was the Met. He was like “If you could ever
get to the Met one day that would be the best.” Sorry. Someone is – are you still?
DRW: Yeah. I am getting it.
BH:

Great. And so I forgot what I was saying. I was making a point with this. Give me
a second. Yeah. Okay. So yeah playing at the Met and getting there – he ended up
passing away. But it was like wow. It was kind of a sense of I finally made it to
the top sort of.

DRW: No it is the top.
BH:

Yeah. Well… that was one of my most memorable experiences for sure.

DRW: Wow. My final question is what would you say to a person of color who desires
to pursue a career in orchestral playing?
BH:

	
  

Please don’t give up. Don’t give up. I was just telling this to someone the other
day. I was like you have all the potential in the world and if you let someone steal
your peace, and then you lose. It is all up to you. And then I tell them what my
mom told me. If I have a student of color – like I go to South Africa every year
and do this chamber music festival with Wes and Ashton. I tell these kids, “If you
want to make it, you have to be three times [better than everyone else].” I don’t
tell them why, but to be accepted on the same level, you have to be better. That is
the way it is. And we are trying to change that by doing the best we can. Being
great examples for other musicians and trumpeters and whatever. But we can’t do
it by ourselves obviously. Groups like Kinecki and Sphinx are popping up. I see a
lot of huge potential in these young musicians like coming to the forefront and
playing well, you know. And killing it and saying like, “Look, we are here. This is
what it is going to be from now on.” And so that’s my hope. I just met, a couple
weeks ago, a young kid from Texas, a trumpeter. He got the Detroit fellowship.
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He played for me and I was like, “Man, you only have one hundred percent of my
support.” All of us are in this together. We can play classical music and we can
(belong). We are just as good as those other guys. And that is not saying all White
people are bad. I am not trying to say that.

DRW: I understand what you are saying. You are saying that everybody is equal.
BH:

Absolutely.

DRW: One thing I love about music is you can’t money your way into it. You can’t talk
your way into it. It is your ability. I often talk to my students about how I can tell
if you practiced within the first seconds of playing because of the way you
approach the music. Then it’s your accuracy.
BH:

That is right. Absolutely.

DRW: It has always been a great barometer. It is something I love. I know you have got
to go. We have hit the sixty-minute mark and that is what we agreed on, so I
won’t hold you longer.
BH:

It’s okay. It is cool.

DRW: Thank you so much for doing this.
BH:

Absolutely.

DRW: This has been educational and this has been – first of all, you are my trumpet hero
man.
BH:

Thank you. I am blushing. I don’t know if you can tell but I am blushing.

DRW: I am serious. There is a whole group of young Black trumpet players out there
that look up to you and some of the other guys I have interviewed in this project.
BH:

I want to get – I need to know these young trumpeters and get them on the map.
That is my goal right now. I mean talking to my teacher, Mark Gould, is like – I
was thinking about this the other day. Who is going to help these young Black
trumpeters?

DRW: I tell you what. I am willing to do whatever. I would love to have a chance to like
develop some type of musical relationship so I can –
BH:

	
  

Let’s do it. Let’s do it. I kind of have this – just listening to auditions at
Manhattan School last week and I just kind of saw zero brown faces and I am
like, hmmm. I kind of got this idea brewing in my head. I would love to network
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and if you have some time, brainstorm some things I can do to try to help players
like yourself and youngsters interested in classical music move ahead.

DRW: Absolutely. The very last thing I want to ask is you do scan and e-mail the
consent form back.
BH: Okay.
DRW: You can do it on a cell phone or a computer. Whatever. I just need that so I can
verify this part of the project.
BH:

Okay. Will do.

DRW: Thank you so much. And man, this has been amazing. I will definitely send you a
transcript of this for your perusal and I will also send you the dissertation once it
comes out.
BH:

Okay. Looking forward.

DRW: Thank you again, man. Have a wonderful day.
BH:

Yes. You do the same. Take care.

DRW: Alright. Bye-bye.
BH:

Bye-bye.

(End of interview)
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APPENDIX C-3
UNEDITED INTERVIEW TRANSCSRIPTION
TAGE LARSEN
2 March 2018

DRW: Well, first of all, it is amazing to be talking to you, man. I just want to start there.
I am a huge fan of your playing and of you.
TL:

Thanks man. Thanks so much. Thanks a lot. This project is fantastic. I mean.
What a great codification of African-American trumpet players.

DRW: Yes sir.
TL:

There are not very many of us. It is interesting. I was reading your – I don’t know
what you call it.

DRW: The proposal. Yeah. My dissertation.
TL:

Yes. Yes. Yes. Yes. I explained that Rodney, just a few of us, a couple of us, a
handful of us. I didn’t realize that Fitz, Rodney and maybe just a couple of other
people.

DRW: Yeah. Mr. Hunter in New York.
TL:

Of course. Yeah.

DRW: The pool is very small and I – originally when I called you a couple of years ago,
Mr. Wise was still alive. I was originally trying to get him on board, too, but he
passed away before I could get this approved.
TL:

Right. Right. Of course then there is the prof, William Fielder.

DRW: Yes. He passed as well.
TL:

Yeah. He passed as well. I didn’t realize there was so few of us. You would think
by this time all the efforts they made in the eighties and nineties to get more
representation – like Detroit was doing and New York was doing. A couple of
things here in Chicago but the numbers are not there. You just now see them
coming up.

DRW: It is something that is challenging and something that needs to be changed. And
that is part of the reason why I am doing this. I want to bring awareness and I
want to affect change. The way that we do it is by speaking to people who are
actually doing this and letting personnel managers know. And letting orchestra
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managers know. Also school principals and all sorts of things. That way people
will – because I – what I have noticed is, this kind of thing is not even on their
radar. It is not even something they consider.

TL:

Yeah. Okay. Yeah, that is so many multiple layers of this. Do you know a guy
named Rich Kelly? Have you ever worked with Rich?

DRW: I have heard of Richard Kelly. I have seen him play with …
TL:

Boston Brass, right?

DRW: Yeah.
TL:

Yep. I think he has played in a bunch of orchestras like the Boston Phil, Boston
Symphony. He was one of my major influences. In fact he was – before I even
knew who he was – because he is from Boston. They had these programs during
the year like All-State Orchestra and this and that. And he was a couple years
ahead of me. Maybe one or two years. And there was a recording – somehow I
got my hands on a recording of the year he played. I didn’t know him. I just knew
his name. And the recording I heard was Hansel and Gretel and maybe a jazz
band. The trumpet playing was so amazing. I was like “Wow! What is that? Rich
Kelly.” The name Rich Kelly is like – my name doesn’t – Rich Kelly is some
Irish dude from Boston. Some Irish, White dude. But then, when I saw who he
was, I was like, “Wow! That’s cool.” And that was when I was like coming up –
when he was still in his classical phase. Jazz was not on the side, but as a trumpet
player, I knew his classic playing much better, much more in-depth than his jazz
playing. So it was like Rich Kelly in terms of classical players. That was it. But
Rich just had this amazing sound technique and then he went on to do great things
in Boston Brass and Meridian Brass Ensemble. Do you ever listen to any of those
recordings?

DRW: Meridian? Yeah. My trumpet teacher is Josef Burgstaller. That is who I studied
with.
TL:

Oh, okay. Okay.

DRW: Yeah, I studied at Peabody Conservatory.
TL:

Oh wow. Yeah. Okay. Well Fitz was there, of course.

DRW: Absolutely.
TL:

Wow. Check out this recording by the Meridian Arts Ensemble called Visions of
the Renaissance.

DRW: I definitely will.

	
  

	
  

TL:

162
It has Rich on piccolo. The most beautiful piccolo playing ever. By the way, I saw
your video of Messiah. I can’t remember the group, but that was cool, man. Nice
job.

DRW: Well, thanks. I appreciate that. That means a lot coming from you.
TL:

Nice job. That is a tough thing. It is unforgiving and you have to go through it
twice. It is no joke.

DRW: Absolutely. That was with our school choir here at UAPB.
TL:

Okay. Okay. Well, of course, you know Sue Samuels, right?

DRW: Sue Samuels? That sounds familiar somehow.
TL:

She was a band director at UAP for – she may still be there, actually. I don’t
know if you ever ran into her. She went to all sorts of band functions and did all
sorts of stuff with bands.

DRW: Well, I guess we should go ahead and get started. I don’t know how much time
you have. I don’t mind talking to you all day, but I know you have things to do.
TL:

Okay. Let’s do it.

DRW: Where did you grow up?
TL:

I grew up in Cambridge, Massachusetts. Right outside of Boston. Yeah. Right
outside of Boston. Across the river, the Charles River. I was the oldest. My
parents had ten kids.

DRW: My goodness.
TL:

They adopted six of us. I was the first child to be adopted and then they had four
biological children sort of interspersed with the adoptions. My mom would have a
child and then they would adopt a couple children. They just wanted kids.

DRW: That is incredible. Do any of your siblings play instruments?
TL:

	
  

No. I don’t have any instrumentalist siblings, but I do have a sister who is a
Broadway actress. She is pretty high up there. She was nominated for a Tony
Award a bunch of years ago. She was in Rent. She was in Beautiful. She was in
Avenue Q. She just had her second child so she is taking sort of a respite from
performing heavily. And of course her kids. But she is out there in the world
doing it. Out of all ten of us, we are the only two in the arts at all.
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DRW: What kind of music was played in your house? You have said that a million times,
but I need you to say it, again.
TL:

No worries. In the house, my father loved classical music. He had Sibelius
Symphonies. He had Beethoven. You know the nice extensive collections. He had
jazz. It was mostly – what I heard on a regular basis was jazz and classical. And
of course, it is like easy listening, seventies music. Yeah. Some nice pop music.
But yeah, for the most part what I liked what my father played so what I
gravitated to was classical and jazz.

DRW: That is amazing. What was your middle school and high school program like?
TL:

Middle school program – I started playing or taking lessons in the fourth grade
and there was a middle school band. There may have been an orchestra, too.
Yeah, in fourth or fifth grade there was an orchestra – I am sorry. No orchestra.
Not even a band. In high school there was a band, orchestra, jazz band, of course,
all of that. But I was fortunate to grow up in a city and community that really
appreciated music and made a foundation for any student who wanted to be
involved in it. There is a lot going on in Boston – and there was in Boston,
Cambridge, Summerville areas in the seventies and eighties. Fortunately. Yeah.

DRW: That is amazing. What was your – before I – I need to back up and ask another
question. Why did you choose the trumpet?
TL:

I honestly think it was because it is a loud instrument and can be noticed. When
you grow up in a big family, you do anything you can to get your parents’
attention. Seriously. I think, for me, that was part of it. Then I loved the sound of
it. The majesty of it. What it could do, not only in loud dynamics, but also in soft
dynamics. When it plays soft, it is really beautiful too.

DRW: Absolutely. That is how …
TL:

And how versatile it was. Classical and jazz and pop and everything.

DRW: Absolutely. I feel much the same way about the instrument today. Who was a
major influence on you musically when you first started?
TL:

	
  

It was Wynton Marsalis, of course. Before I even played, it was hearing his
recordings. Just hearing his music and playing trumpet, of course, to try to figure
out how is he playing that high like that? You are playing your trumpet like how
is he going da, da, da, de, da, da? It was amazing. I am sure he could play on any
horn, but it was like, wow. And of course his Carnival of Venice … His playing to
this day is like, spell bounding. How majestic those performances were.
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DRW: That is how I felt. I remember the first time I heard the Carnival album I was – I
heard it kind of late and I remember the day and I remember where I was when I
heard it.
TL:

Seriously?

DRW: Yeah. A buddy of mine, his friend had lent it to him and he was like, “Demarr,
come check out this recording, man. This guy is that Black trumpet player. He
played the hell out of this cornet, man.” I was like “Well, turn it on, man.” The
technology was kind of new. We would turn it on and listen to it. I just kept
listening to it. I think I listened to that for like, a month straight. All day, every
day. I was like – I couldn’t believe it. So I went and got a recording. I want a
recording. I have to have a recording. I went to my parents like “I have to have
this CD. No, can’t be an answer. I have to.” But I don’t know. I was really taken
by that and it was just amazing. Were you encouraged or discouraged by your
family to pursue a career in orchestral playing?
TL:

Oh no. It was basically, “This is what you are doing.” We didn’t seem to be able
to do anything else so this is what I was going to do. My dad sat me down in the
library for a father-son teenager talk. “Okay son. What do you want to do with
your life?” At the time I was playing soccer. “Dad, I think I will be a tennis star.”
Or I think – and he was like, “No.” “I will do soccer” because I was playing
soccer or “I will be a professional soccer player.” He was like “No. You better
stick to that trumpet because this is what you are doing. This seems to be what
you are good at.” At the time I was like, “Whoa! Really? I don’t know about
that.” But eventually, yeah, I went to college, majored in it and I struggled with it.
I don’t know about you, but early on, you sort of struggle with it. I couldn’t even
see a career in it. Do you know what I mean?

DRW: Absolutely.
TL:

	
  

It was just so far off, the idea of being a professional musician. Do you make
money? Because my parents were like “When you get there, you need to make
one hundred thousand dollars.” I was like, wow. How am I going to do that? And
the music I was like, I didn’t even think about it. Maybe I can be a teacher.
Maybe. There was no way I was going to live up to their expectations and make
that much money playing music. But maybe I will get some freelancing gig.
Maybe I will make like – this is the late eighties. Maybe I will be able to scrap
something together. But the idea of making a living playing music was not even
in the cards for me. I didn’t even think of it. I had to reconcile how much do I
love what I am doing and how much do I want to make a career of it. Fortunately
they came together and I found the passion for putting the work in and then also
realizing there would be opportunities that allow me to make a living in it. You
finally find that path. That avenue.
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DRW: Absolutely. When I first started playing the trumpet, I didn’t think I was going to
make it as a musician. I just played the trumpet because I didn’t know how to do
anything else and I loved playing music. I mean, I love how music makes me feel.
And it just – I know it sounds kind of corny but I just really love music in that
way.
TL:

Gosh, man. In this day and age, a passion in music is what we need. We need that.
We need that passion. We see so much anger and hatred out there.

DRW: Absolutely. When I turn on the news, I just turn it back off. I tell my fiancé to
turn that stuff off in the morning because I’m going in to teach a lesson. I don’t
want my kids to be angry with me because I am all juiced up on the news stories.
TL:

Right. Right.

DRW: Where did you receive your first orchestral trumpet playing experience? Like in
high school or in college?
TL:

Yeah, in high school. I was in Cambridge Symphony Orchestra. Fortunately, they
let me in for some reason. I couldn’t count worth – we had, like, one piece that
was five, four, and I couldn’t even do it. But they let me stick around and I did
that. And then I did the Greater Boston Symphony Orchestra. GYPSO, they called
it at the time. I did that for a couple years. That was kind of cool. I went on tour to
Japan. And then in college I went to Michigan State and played in the orchestras
there. That was my – yeah.

DRW: Can you talk about your first trumpet teacher at that level and what those lessons
were like?
TL:

Yeah. Mr. Barnum was my first trumpet teacher. Ah, his first name. First name?
First name? Barnum, Barnum. I can’t remember his first name, now. I am so
sorry, Mr. Barnum. Mr. Barnum was my first trumpet teacher in fourth grade. So
fourth through eighth grade. Once a week he would line us all up. Twelve
students, or whatever, in the back of the auditorium up in the rafters somewhere.
Just to learn how to play the trumpet. Oh, and after that, my second teacher was a
saxophone player – a local saxophone player. So, I was learning some jazz. They
gave us soul books. And I got a teacher at the Laundry School of Music. So I was
working on Clark and Arban and stuff [like that] with him. I also did a summer
camp in Maine. The Newman Music Camp. I was there with Sandor for three
summers.

DRW: Oh I know Mr. Sandor. I have heard that name. A lot of people have studied with
him.
TL:

	
  

Okay. Yeah. I think he retired from Georgia – The University of Georgia
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DRW: I think that sounds right. And Philip Smith is there now.
TL:

That’s right. Of course. The Canadian Brass. I can’t remember the other Canadian
Brass guy who I think teaches there, too, or used to.

DRW: Can you talk to me about auditioning for undergraduate and what that was like?
TL:

I remember auditioning for the Eastman School of Music. That was my first
choice. Eastman. I was playing in GYPSO. I was studying with a saxophone
player. I didn’t have a classical teacher. And I remember the list. You can pick a
couple. The list for Eastman was maybe a solo of your choice and some excerpts.
I can’t remember. This was like eighty-eight. I can’t remember. I was like “I can
choose my own excerpts? Hey, cool. I like Harold in Italy. That sounds kind of
cool.” But I had no idea what it was or how it went. I thought it just sounded kind
of cool, what you read when flipping through those International excerpts books.

DRW: Yeah, I know those.
TL:

You know those books?

DRW: Yeah.
TL:

So I went out there and tried to play. I don’t even know what I tried to play.
Maybe some Hindemith, maybe some Arutunian and this excerpt. But I just
remember Barbara Butler, she was just like, “good luck.” Oh, boy. Good luck.
Needless to say, I didn’t get in so I went to Michigan State. It was a great
experience. I went and did my masters there and kind of got it together. But yeah
that was – if there is anything to teach it is make sure to study with a trumpet
teacher who knows. Don’t go on your own before you know what you are doing.
That was a – it is one of those experiences that kicks your butt.

DRW: I have had many of those. Yeah. So when you were at Michigan State who did
you study with?
TL:

Rich Illman. Well, he wasn’t actually – my first year I studied with Byron Autry.
He was there at the time. Byron Autry. And then the band director. Oh my god, I
can’t believe I am forgetting his name. He was so fantastic and I can’t believe I
am drawing a blank. Going to know his name as soon as I say it. Ah, shoot. I will
think of it later. And then Ed Sandal, who was a teacher there.

DRW: Okay. What was the atmosphere like in those lessons?
TL:

	
  

Oh, he kicked butt. He was great. So you would have everything hooked up. You
had to play with the metronome. He was really cool. He was demanding, but very
fair. He had expectations that were, you know, realistic. That dynamic was cool.
You were learning. You were there to learn and he pushed you.
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DRW: That is great.
TL:

Yeah. I was fortunate enough to play in the Faculty Brass Quartet my last two
years, or maybe last year they opened it up so, yeah, I could play with them. That
was really cool. We did a couple little tours. Learned some great repertoire Got
some experience playing music like that. It was really cool.

DRW: Did you ever face any kind of weirdness, or any inequality, or anything like that
during your undergraduate time?
TL:

Interesting question. I was at Michigan State in the eighties and I don’t – nothing
stood out as far as being in the program. But being in Lansing in the eighties, as a
minority, you are going to run into your issues. That is just how it is. But as far as
being in the program there? No. Nothing stood out. I didn’t see any overt racism
at all. In fact, if anything it was a pretty – I mean I was one of very few minorities
but there wasn’t any stigma attached to that. I didn’t feel that at all.

DRW: Okay. That is great. Great beginning. While you were matriculating through
school, how did you cope with the psychological aspect of performing? Like, you
know, as a musician, you may have these feelings of nervousness and that kind of
stuff. How were you able to kind of check those feelings early on?
TL:

That is a good question. Part of it was blind stupidity. I think sometimes you think
you sound better than you really do. I was trying to play Tomasi and [I was] like,
I got this. Just kind of – right? Then I listened to the tape and was like … maybe
not. You have that confidence. And I was fortunate enough be to a big fish. You
know what I mean? I was, like, the only performance major for trumpet. The only
one, for like a couple years, when I was there. I was playing a lot. I was in all the
different ensembles, so I felt I was a lot better than I was. That didn’t really affect
whether or not I could play or not. That was the issue.

DRW: I have been down that road.
TL:

Yeah. Yeah. As soon as I got to Eastman, definitely got humble. Okay. You are
not the man. You are half a man right now so you need to start working on your
fundamentals. Got my stuff together.

DRW: When did you decide on graduate school or did you always know you were going
to go?
TL:

	
  

I always wanted to go to Eastman. That was always my first choice. That was one
of the goals. Like one of those things in like my sophomore or junior year of
college undergrad. I was like, if I can get through this program, I want to go to
Eastman for my masters. I knew at the time [that] I was not good enough to go out
there and do auditions, but it would be great if I could go. I was, like, twenty and
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realized I couldn’t. Once I graduated from here, I was going to go on and get my
masters from Eastman.

DRW: What was the atmosphere at Eastman during that time?
TL:

I was there with, like – Chris Martin was there.

DRW: Wow.
TL:

Yeah. And Andrew McCandless was there who is the principal in Toronto right
now. Yeah. There were some great players there at the time. I mean there has
always been. Their studio was amazing, the way Barbara and Charlie ran it. It was
incredible. I can’t say enough good things about that program there. And what
they did at Northwestern after that, and of course, now at Rice. They are just the
best. So professional. They train you for careers. That is what they do. And they
know how to do it. Obviously. Their track record speaks for itself.

DRW: So was it Barbara who kind of influenced you into going to orchestral playing?
TL:

Yeah. Yeah. I would say that and the school, too. Yeah. I would say. Be around
people who were – I mean – but Paul Merkelo was playing in the Rochester
Philharmonic and Chris got a job in like the Buffalo or Albany Symphony like
right out of school. So here are my contemporaries, my peers, working in
orchestras. It was like, okay this is possible, if I stay on this path. Maybe not
today. Maybe not tomorrow. But maybe in a few years, if I keep at this. I might
have a chance of doing this.

DRW: That is amazing. That is amazing. I am just going to tell you, I hope I don’t come
across as a fan, man, but it is because of that tenacity that you and so many others
did before that, it gives the new guys like me a chance. There is about four or five
Black trumpet teachers in universities that are really hungry to perform and to
teach and all this kind of stuff. And every time I talk to them, they are friends, the
first thing they talk about is you. They talk about Langston. They talk about all
the guys that came before and that are still doing this.
TL:

That is cool.

DRW: You guys give us energy.
TL:

That is cool. That is good to hear.

DRW: It makes me want to pick up my horn. I have rehearsal tonight and I am going to
kick butt. I feel good. I am about playing.
TL:

	
  

Nice. That is cool.
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DRW: After Eastman, it is to my understanding that you went into the military band.
TL:

Yeah. I went into the Military Band. The U.S. Marine Band.

DRW: Can you talk to me – well, what sparked your interest in military bands?
TL:

What sparked my interest was a paycheck. That is primarily what it was. And it
was a cool situation because there was no one there. I could go in as an E6 or
something. No basic training. It wasn’t so much about being in a military band. I
grew up in a family that was really anti-war, anti-military. So when I told my
parents that I was accepted to the band, my mom was a little intrepid. She asked
“Do you know what you are getting into?” Not totally, but at least I knew it was
basically a ceremonial job. I wasn’t going to be going – as a last resort – as a
serious, last resort; I wouldn’t be going in to see anything. It was basically to play
in the band. It had a great reputation, the Marine Band. And I always felt like I
would just do the enlisted, anyway. Just four years and then I would try to move
on and do something else.

DRW: Can you talk a little bit about the audition process and the mental preparation for
auditioning for a band like that?
TL:

Oh, for the band? They ran the audition pretty much like any audition. Like an
orchestral audition or even when I auditioned for Dallas Brass. It was kind of
repetition. They send you the repertoire a few weeks in advance so you get to
prepare it. And then you get to the site and then – I don’t think the Marine Band
was behind the screen, but it might have been. It has been so long, I can’t
remember. But anyway, they give you four or five things to play. You play it and
then go wait in a holding room somewhere. Then you advance to the next round et
cetera, et cetera. What I’ve learned over time was that it isn’t so much about – you
aren’t competition against the people around you. You are more or less competing
against yourself and how you do in that situation. How you deal with the nerves.
How much you can block out all the other distractions.

DRW: Absolutely. I am still learning that. That needs to be practiced as much as Clark.
TL:

No kidding. I have to warn you I have only got like ten percent on my phone left.

DRW: I guess I need to keep moving then.
TL:

No worries. No worries.

DRW: How many times – after you decided that you want – now that I know I am kind
of under the gun, I am trying to figure out what questions I want to ask the most.
While you were in the Marine Band, did you have any problems, you know,
socially, or did you have any problems with, like, people having an issue with a
person of color?
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No. Not that I can remember. Nothing. Nothing. I wasn’t the only one who was.
There was a couple, maybe a handful of us that were Black players in the band. I
can’t speak for them but for myself I didn’t experience anything.

DRW: Okay. That is great to know. I have always wanted to ask you that, for like, for
years.
TL:

No, I didn’t experience anything like that.

DRW: That is awesome. Describe the audition process – before I do that, how many
times did you audition for orchestras before you finally got the job in St. Louis?
TL:

Oh, my gosh. Wow. Yeah. Must have been twenty, maybe thirty auditions.

DRW: Wow. That is grueling.
TL:

I used to know the exact number but it must have been twenty or thirty auditions
before I got to St. Louis. Yeah. Just keep plugging away.

DRW: How was your time in St. Louis?
TL:

It was amazing. First of all playing in the orchestra was just fantastic. And playing
under Susan Slaughter was just – she is just a consummate professional. She is
the most amazing trumpet player you can imagine. She knew how to do a good
job, she was so fair, and so open, and just accepting, and just – yeah, she was
incredible. It was a great experience. A really great experience.

DRW: That’s excellent. Can you describe to me your – the audition process for the
Chicago Symphony and why did you choose the Chicago Symphony?
TL:

Ah, Chicago Symphony. Its reputation. It is a great orchestra. Such a dynamic
brass section. Of course, it is one of the top orchestras in the world. The ability to
be able to travel all over the world and play Orchestra Hall. You know the things
that come with coming in a great orchestra. The teacher opportunities. Of course,
the music directors are incredible. I mean playing Barenboim, Haitink, Boulez,
Muti. Just musically it is incredibly fulfilling and challenging. And also the
challenge, of course. Playing in an orchestra like this is not easy. But I found that
pushing myself has been more musically fulfilling for me.

DRW: That’s amazing. Another quick question. After you had, you know, auditioned
several times for the Chicago Symphony, because I have heard and listened to
other interviews and you were saying you auditioned a few times …
TL:

	
  

That is right.
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DRW: When you advanced to the finals – this is kind of a tough question. Was there any
reaction from the panel to see a person of color advance?
TL:

The only reaction I got – the only thing that anyone said to me was Maestro
Barenboim, he said after he offered me the position, he said, “You know what?
Some people may say that there are other alternative reasons (wink, wink) as to
why you are hired. Just know you are hired based upon your ability.” He wanted
to make that clear to me that he understood there might be a perception of why
this was happening. I didn’t think of that at all. That never really occurred to me
ever at all, but I could see how some people might put that together you know.
But no. They did it very fair. There were four of us in the finals. I had never seen
this before, but they had all of us on stage to listen to each other. I mean I have
been on a committee here, I don’t know how many times for different auditions.
So many times and we never, ever did that for anybody else. But I think they
wanted to have that, to have total transparency. To have it totally open. They
screened us down, and all of the candidates, all four of us, were asked to play and
then move to the other side of the stage. The other person would play, et cetera, et
cetera. It was just how they auditioned.

DRW: Can you describe your first day and your first rehearsal with the Chicago
Symphony?
TL:

Sure. So it was Ravinia. Ravinia 2002. I can’t remember the rep. I should
remember the rep. Just being so excited to be there. Such a beautiful venue. Of
course, it is great. I actually played with the orchestra before I was offered the
position. A couple times I played Mahler 3 and with Boulez, I think it was, and
then I played one other. I think I played New Year’s Eve concerts here. I played
that. So I played with the orchestra before and I just remember the first
performances with them. Rehearsals and concerns were like, wow. This is a
totally different level. Everything was so easy. It was so easy to come and fit in.
People just knew their parts so well. Playing Mahler Third was so familiar to
everybody. I was like, wow! Okay. And they dynamics were incredible,
especially the softs. I was like, wow, this is especially soft. It was pretty cool.

DRW: Wow. Man, that is amazing. Really. Did you ever receive any racially motivated
behavior from colleagues?
TL:

I am not going to say no but I am not going to say yes. I will just say that – how
do I put it? Ahh, I wasn’t surprised by some things that were said and done.

DRW: Absolutely. I understand that you are still doing this job.
TL:

Exactly. And they know what they did. They know what happened whether or not
they – someday, I will talk about it.

DRW: I had to ask because that is the source, it is the crux of the presentation.
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I understand.

DRW: Let’s see. Describe the feeling of another person of color winning the position in
the orchestra.
TL:

Can I describe the feeling of …

DRW: If you have ever heard of anybody else of color winning a position. How does that
make you feel?
TL:

I felt good when Billy won the Met job. I was like, “Go Billy!” That was cool.
Co-principal.

DRW: He is Co-principal. Yeah.
TL:

Yeah. That was cool. I was really – because he came to me and played a couple
times. A couple times before he took the audition. I thought this guy is good.
When I heard he won that position I was like, wow. That was cool. Not because
he was Black but because I knew this dude. He sounded really good. He actually
won? It worked out. Wow, that is cool. Let me tell you one of the most interesting
experiences I had dealing with race and the orchestra. It was back in 1994, the
New York Philharmonic had a program where they would invite (people in). I got
a call from Carl Schreiber. I went to audition for the position. I can’t remember
what the opening was. I didn’t advance. He called me a couple days later. “Hi.
This is Carl Schiebler from the New York Philharmonic. We would like to invite
you to the finals. We have a program where minority students, if they don’t make
it past the first round, they can automatically be invited to the finals to play if they
so choose to.” I was like, “Wow! That is really interesting.” I thought about it for
a while and I was like, “I don’t know – this doesn’t feel right. This doesn’t feel
right. I feel like I should have got it on my merit. I don’t really like this idea.” I
thought, well, maybe it would be – I asked him if it would be okay if I came to the
audition and sat in the back and just listen. Maybe I can learn from just hearing
the other contestants. I tell you what, man. That was one of the greatest
experiences because it was great to be there. It was great to see how it worked. To
see how the audition worked. But most importantly I realized I was not that far
off. I am not there now. I totally understand, I didn’t play well enough. But I am
not that far off in listening to these other candidates. They weren’t like these gods
of trumpet. They are human too. They made mistakes. They were just normal
people. I was like, wow. Maybe in a few years, I can get there. That was really
inspiring for me to be able to hear on the other side like what the expectations
were.

DRW: That is amazing. Man, that is incredible. I wanted to ask you so has the climate of
the trumpet section changed over the years?
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Yeah. Let’s just say it has gone from hot, as in hot, to scalding climate. It is an
interesting situation. I will just put it that way. I could never imagine it being like
this. Well, when Chris was here as principal he was – I mean, he kept everything
under check. First of all, he is such a great guy and just an amazing player. He
didn’t have any qualms about it. He just played so fantastically. Just really
incredible. But since he left, it has gotten a little um – there is a vacuum. Let’s
leave it that way. So – and the way he left, under the circumstances he left, left a
bad taste in everyone’s mouth. I hope we get a principal soon who will be able to
sort of bring things back to where they need to be. But yeah, I guess it is safe to
say there is not a whole lot of love in the section.

DRW: Oh man. I guess it is going to be easy to answer this one. How stressful is it
having a position in an orchestra? Like when I watch you all on television like
they will do – like the Chicago Symphony will do a podcast or something. And
they have a video feed and I watch you guys play. And I am like they look so
poised, but I wonder what is really going on.
TL:

Well, you prepare. You just get your stuff together even before the first rehearsal,
so you are not even dealing with those issues. Like you were talking about
nervousness or whatever. That is not an issue. I mean, if you don’t prepare that is
when you get nervous. If it is something you are just not ready to play or ready to
do. Or you look to your part and realize this part is exposed or is just
transposition. You do your due diligence so by the first rehearsal you are ready.
You are basically performing at concert level at the first rehearsal. That is my
expectation for myself at least. I don’t want there to be any surprises. None at all.
I just keep my eyes on the conductor and have my part totally under control. So
yeah, that is how I approach it. That keeps the level up for everybody. Everybody
has the same expectation of each other.

DRW: Here is an easier question I guess. What was your most memorable moment in the
orchestra?
TL:

Oh, my gosh. There have been a lot. Some concerts with Barenboim, tours, maybe
going to Vienna for the first time. That first international tour. Maybe Japan for
the first time. Some concerts have been incredible and the music. There have been
a lot. There have been a lot. Probably some with prominent conductors and great
repertoire.

DRW: Wow. Just listening to you talk about that is inspiring. What would you want to
say to a person of color who desires to pursue a career in orchestra playing?
TL:

	
  

I say don’t think about the color. Don’t think about your color. Don’t think about
anybody’s color. Just think about the color of music. As vibrant as it is. Keep your
pallet full, use as many colors as possible. Don’t worry about someone’s
perception of you because of the fact that you might be Black, you might be
Latino, you might be of color, you might be a woman, you might be homosexual,

	
  

174
whatever. Don’t worry about that. The most important thing is how you are able
to convey the music of the composer that is right in front of you. If you have that,
it doesn’t matter, it shouldn’t matter, what color you are. But you need to bring
the color out in the music.

DRW: Absolutely man.
TL:

Right?

DRW: Yeah. That is great. That is inspiring. That makes you – it kind of just takes the
pressure of you.
TL:

It does. It totally does. At the end of the day, that is what it is about. Ultimately,
that is what it’s all it is about. Hopefully, that will be enough to convince … to
win over the committee, the music director, or whoever … and ultimately your
audience. If you are satisfied with that, and they are satisfied, hopefully the
conductor will be, and the composer will be satisfied with that, too.

DRW: I have a question about community outreach. Are there any organizations geared
toward retention of people of color? Does the Chicago Symphony do anything for
the outreach of the community?
TL:

Oh yeah. We are doing stuff all the time. All the time. And no matter where we
are, here, or we were just in Florida, and people were out doing stuff. Wherever
we are, California, overseas, in Taiwan, I did an amazing outreach program there.
Yeah, CSO is critically engaged in the community here and abroad.

DRW: That is terrific. That is so good. I have had such a wonderful time talking to you
today. I have talked to a lot of people – well, not a lot. But I have talked to almost
everybody and it is such a diverse kind of representation and that is exactly what I
was after.
TL:

Cool. That is awesome, man.

DRW: This is going to be a great project.
TL:

Sounds like it.

DRW: I will be sure to send you a transcript of this (interview) and my dissertation once
it is complete.
TL:

Please do. Please do.

DRW: If you could do me a really important favor. Could you make sure you send me –
scan and e-mail the sentence – the form?
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Yes sir. I will do that. Yes, yes, yes.

DRW: I don’t want your phone to die but I do want to say thank you so very much for
doing this. You have no idea what it is like to talk to your trumpet hero.
TL:

Oh man. My pleasure man.

DRW: You had posted something on Facebook a couple years ago. It was you and
Wynton and I was like, man, my two favorite people.
TL:

That was awesome.

DRW: These two people have no idea how much musically they have meant to me.
TL:

That is cool.

DRW: Yeah, man. I am like, there are guys out there that are kind of shaping their lives
off of what they have seen and heard. You did a recording with the Marine Band
one time in like Midwest or something. I heard the recording and it was insane
man.
TL:

You are sweet. That is cool.

DRW: I was like, “Man! Who is this guy?” It was another moment where I stopped what
I was doing and just started listening. This is insane.
TL:

You are nice, man. Well, listen, I better go before we get cut off.

DRW: Okay. Well, thank you so much and please send that e-mail to me. Do you have
my e-mail?
TL:

I do. Yes. Yes.

DRW: Well, thank you so much. And have a wonderful day and thank you for doing this
project.
TL:

You are welcome man. Thank you.

DRW: Alright, thanks. Bye-bye.
TL:

Bye-bye.

(End of interview)
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APPENDIX C-4
UNEDITED INTERVIEW TRANSCSRIPTION
LYMAN BRODIE
5 March 2018

DRW: First of all, I wanted to say thank you so much for doing this, and I really
appreciate you taking the time out to help me out with this project.
LB:

Oh sure, sure. Happy to do it.

DRW: Alright, I guess we’ll go ahead and get started then. So, can you tell me about
where you grew up?
LB:

I grew up in Tampa, Florida. That was a long time ago now. Let’s start with that
one. Yeah – interesting life in Tampa. You have some more questions regarding
growing up so I can answer those things for you, following growing up in
Tampa.

DRW: How many siblings do you have? Do you have any other musical people in your
family?
LB:

Well, you know, in our house there was – it was pretty interesting from the
standpoint that there was several people that actually played piano. My sister
played flute in the band when she was in high school, I’m not sure she went
much further than that. But that was pretty much it and – most of the folks on
one side of the family actually did a whole lot of non-reading playing piano.
They learned tunes from each other. They would play things at, you know,
family gatherings. And my mom always played piano basically, but she ran a day
care center for a long time. She actually had the oldest African-American
business in Tampa. It was a daycare center called The Helping and Nurturing
Kindergarten and every morning she’d sit at the piano and play tunes that we
sang to when we were in kindergarten, you know – and all that sort of stuff. But
that’s about as much they did in band.

DRW: Well that’s incredible – that incredible.
LB:

Yeah.

DRW: So what intrigued you about music – so early?
LB:

	
  

You know what, the truth is I don’t think I really have any idea. It was one – it
was one of those things where – there was one day that the – the folks at the –
the elementary school said that if anybody is interested in playing in the school
band, you know, go home and talk to your parents and if they’ll send – bring
back a note from your parents and – and then we’ll have that discussion. Right?
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DRW: Right.
LB:

And so the – the long and short of it, the honest truth of it was that I really
wanted to play trombone.

DRW: Oh.
LB:

But the – the person that actually came in from the music store – came in and
sort of examined each one of us, you know, for – apparently for certain traits that
would lend towards certain instruments. He walked around the room and he said
this person should play the clarinet, and this should play the flute. He came to me
and said you should play the trumpet and I said well, okay. That was sort if the
end of it.

DRW: Oh, okay.
LB:

And here we are, a lot of years later – and a lot of trumpets later.

DRW: Oh yeah.
LB:

Here – here we are.

DRW: So what was your middle school and high school band programs like?
LB:

It actually was one in the same. At Blake High School where I went, it was 7-12.
So I went straight from sixth grade and elementary school right through high
school. There wasn’t a middle school in-between. I had six years of the same
band director, the same program, the same activities, you know. It was kind of a
non-stopper. It was six nice long years of learning stuff.

DRW: Okay. Who was a major musical influence on you early in your study?
LB:

T.J. Simpson.

DRW: Okay, can you talk about him?
LB:

Yeah, oh yeah. T.J. was a real mentor. Really kind of a second father figure. As
it turns out, there’s actually a book you might be interested in – let me see if I
have it over here. I have it close by. Hold on – hold on one second. You can see
this thing, but this – this book – called A Band in Every School.

DRW: Oh, okay. Wow. That is very interesting.
LB:

	
  

And this is, it’s called Portraits in History – and Historically Black Schools
Band Programs in Florida.
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DRW: Wow.
LB:

And it goes back in the eighteen hundreds that this guy did research on. His
name is Dale Thomas.

DRW: Okay.
LB:

And the reason I bring it up is because you asked about T.J. Simpson. Well, as it
turns out, in my little genealogical study of things in my own family, I found out
that my uncle, who was a school principal in Lake Wales, Florida, started a band
program back in the early ’50s and the person he had hired to lead the band
program was T.J. Simpson.

DRW: Oh, okay.
LB:

I didn’t know that until I got this book.

DRW: Oh, wow.
LB:

Right. Yeah. And I saw that T.J. was director of bands in Lake Wales’ at
Roosevelt High School in 1953. So then when I got to Blake, he was then the
band director at Blake High School in Tampa. I can’t quote exactly all of his
training but I know he went to school in Chicago. I actually surmised that he
went to, I think, Roosevelt University in Chicago. During that time period, I
think, maybe what might have even been Renold Schilke who was teaching
there. You know. I don’t know all this for a fact, but I’m just kind of putting two
and two together about who was teaching at what places back during that period
of time. You know. Because that was course – in the Chicago – that was that
same period as the [Fritz] Reiner era.

DRW: Yeah.
LB:

[Renold] Schilke was a member of the Chicago Symphony back in those early
days. So anyways, you know, you kind of put two and two together and this
could have been the fact – but I’m not – I’m not exactly certain that was the case.
So anyway, he came from there and came down to Florida to become the band
director at Blake, and he was there really until, gosh, he passed away. Everything
we got was some combination of that, you know. What he learned in Chicago
from those guys around there, plus what he learned from other people as well,
you know. But he was a major influence, he told us what mouthpieces to go get.

DRW: Right.
LB:

	
  

In our case, what mouthpiece to go get [was important] because – this will make
your day right now – we all played Bach No. 1 mouthpieces.
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DRW: Wow.
LB:

Yeah.

DRW: Huge...
LB:

Everybody there played a Bach number one mouthpiece.

DRW: Wow. That’s incredible.
LB:

Yeah. And so the deal was, nobody knew any better or different or whatever.
This is a mouthpiece; it’s what he told you to go get, so that’s what you went and
got. You know.

DRW: Yeah.
LB:

He said, well, we need to get better horns. So we went and got whatever the
better horn was, and my first one was an old Holton and the second one was a
Buescher. You know. And I mean, look, that was what I had until I got to
college.

DRW: Wow.
LB:

So – yeah, so that’s how that turned out. And it goes – it goes to show you the
power of imagination because they were just imitating everybody you can think
of using that kind of equipment. You know. One of the kids there, Willie Nelson,
used to always try to do everything Maynard Ferguson did.

DRW: Oh, okay.
LB:

You know, and he would always – he’d always try to copy what Maynard did
this and Maynard did that and he would play whatever Maynard played. You
know. On that Bach No. 1.

DRW: It’s a tall order.
LB:

Well, the thing of it is, it just shows you the power of the imagination number
one, and also the power of just playing, not knowing.

DRW: Yeah.
LB:

You know? ’Cause nobody ever told us what was easy and what was hard, we
just knew that, you know, this is what it was and – if you wanted to achieve it,
you had to practice to get there.

DRW: Yeah.
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You know? And it wasn’t a matter of, “Oh, I should try a different mouthpiece
’cause nobody – back in those days, we weren’t around people doing that, you
know. They said you should play a 5C or you should play this. Or so-and-so
plays this, and so-and-so plays that, you know. We were just – we didn’t know.
We just simply didn’t know. And so it – here’s how you do it, you play this. And
that’s the way that worked out.

DRW: Wow.
LB:

But T.J. was a huge, huge influence on all of us. He pretty much wrote every
show we played with marching band, you know, he wrote all the music. Did all
the arrangements. You know, during the classical part of the season, we played
pretty much standard things. Standard repertoire. Marches and, you know,
Sousa– those kinds of pieces. You know [Haydn Wood’s] and Mannin Veen.
You know, those warhorse type things.

DRW: Definitely.
LB:

And that was sort of a standard thing during the spring part of the year, but
during the fall, everything was marching band.

DRW: Alright – why did you choose orchestral playing versus a different genre of
music?
LB:

Actually, you know, I heard a live orchestra – it was the Tampa Philharmonic. I
heard them live. The first time I heard anything like that was when I was 16.

DRW: Yeah.
LB:

	
  

I remember just – just hearing the sound of-of the person I didn’t know of that
would be my teacher Don Owen– play and it was just this thing I’d never heard
before. And I thought, that just sounds real cool, you know. But I forgot what the
piece was that we were playing. But you know, I just heard this real clear sound
and something that was just very attractive about it – and so when I – you know,
was getting in my junior year I actually went to USF for band camp during the
summer. And that’s when I met Don and – and he talked to me about, you know,
how things work at USF and that I would be eligible for a service award. They
didn’t really have what we call scholarships now, you know. You went to work
as a musician, basically it was, seriously. So if they needed someone to play in
the pit band for a theatre production, or if they needed somebody to play for
reception for, you know, somebody in the administrative part of the university or
something like that – then you know, okay, go do it – that’s part of your duties –
and as a result, you know, I got the tuition paid and those kinds of things. And it
was, of course – it wasn’t overly expensive compared to how things are now, you
know. There were on a quarter system, I think I paid like $125 a quarter for…
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DRW: Wow!
LB:

… to go to college. And I lived at home the whole time, you know, to cut down
on that part of the expense. And so it all worked out pretty well. But that kind of
pushed me in that direction, and of course once I got to USF, then I started
learning all kinds of things that I had no knowledge of at that point, you know.

DRW: Yeah. Who was your first trumpet teacher?
LB:

The first – the first kind – the first formal trumpet teacher, the guy was Henry
Pisano.

DRW: Okay.
LB:

Henry was – I think, I started actually taking real lessons in my junior year and
then T.J. was the person that got us connected. He said – he just told me one day,
you need to start taking lessons. And so, you know, then I went and talked to my
parents and blah, blah, blah... “Can I,” you know, “do this sort of thing?” And it
turned out that Henry, he was a band director in town as well and his training
was from the Cincinnati [College-]Conservatory [of Music]. I think Eugene Blee
was his teacher, you know, from the Cincinnati Conservatory; I think he was,
like, first trumpet in the Cincinnati Symphony back in those days.

DRW: Wow!
LB:

And so I went to see him, and of course I got what I call the great trio of trumpet
books – Arban, and Clark, and Schlosberg.

DRW: Yes.
LB:

And that’s where we kind of started. Okay, every week, you work up this one,
work up that one, do this, do that. And that was the routine. And typically on the
way out of the door, he’d always pop on some recording of someone. The first
one, and really the only one, that I remember of distinction was a recording of
the Maynard Ferguson album called Music For Dancing.

DRW: Okay.
LB:

And there again, I heard this sound that was like, what in the world. I mean, it
was – they would tell me stories about, you know, because back in those days,
you know, there were actual bands on tour, you know, like the Kenton Band,
Woody Herman … and that Maynard had come to play for some event, some
dance or prom, or something like that…

DRW: Yeah.
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He was telling me stories about hearing him live back then.

DRW: Wow.
LB:

Yeah, so I heard this recording and I thought, “Well, holy moly. I never heard
anybody, anything like that before. You can really do this, huh?” I thought okay,
that’s pretty cool.

DRW: Yeah, it is.
LB:

So yeah, but that – that was, like, our weekly lesson, you know, with him, and I
did that for my junior and senior year in high school. And then I went to USF the
next year as a freshman.

DRW: When you went to USF, who did you study with?
LB:

Don Owen.

DRW: Okay.
LB:

Don Owen was the teacher, yeah. I still talk to him like every couple of weeks.

DRW: Oh, wow.
LB:

We’ve known each other – literally, we’ve known each other for well over 50
years.

DRW: My goodness! That is amazing! That’s amazing!
LB:

Yep. Yep.

DRW: It’s something about…
LB:

Yep, we still…

DRW: There’s something about trumpet teachers, they stay with you. I talked to my
trumpet teacher – maybe like, four days ago.
LB:

Yeah.

DRW: Somehow we just stay in contact, you know. Now that we’ve got technology it’s
easier to stay in contact with each other.
LB:

Oh yeah.

DRW: And I think…
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Yeah…

DRW: I think – I think it’s because of the impact that they have on your life. You know,
I…
LB:

Yep.

DRW: I know right now that I would not be a musician had it not been for my first
trumpet teacher.
LB:

Yeah, yeah. No there’s – there’s more of a connection there than there really are
in many other fields. Because, you know one – because one - it’s not just about
earning a degree about with these folks; it’s about learning a whole lot of life
lessons.

DRW: Yes.
LB:

You know, things to do, things not to do. You know what I always say, when to
put up or shut up or…

DRW: Absolutely.
LB:

Or how to do it, how to go about it and those kinds of things are much more than
just I learned the fingerings, you know.

DRW: Yes.
LB:

So yeah, and you learn from some people basically a lot of things not to do, you
know. Then you also understand that, at different times in life, you’re gonna run
across people that – that understand things from a perspective that’s very
different than yours.

DRW: Yes.
LB:

You have to learn to accept that, too. That’s basically what it is. They know
something, or see something, or feel something, that is maybe completely
opposite of what you think or feel…

DRW: Yeah.
LB:

Then you understand there is more than one way to think about things in life.

DRW: That’s right. Also, with the addition – in addition to Maynard Ferguson, were
there any other trumpet players that you were listening to in your graduate years?
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Well yeah. Well once I got to college, there were basically three people that we
spent time, most of us did, listening to. It was Adolph Herseth in Chicago, there
was Maurice André, you know, in France, and there was Snooky Young.

DRW: Oh yeah, I love Snooky.
LB:

Yeah. We – one of the – one of the nice things – I was happy to be able to do
here at the University was actually get to have Snooky actually come to campus
and actually talk about his life and music.

DRW: Wow…
LB:

He was eighty-nine years – eighty-nine years old.

DRW: Wow! Man!
LB:

He spent three days with us.

DRW: Wow, Man!
LB:

Yeah it was – that was one of the neatest experiences I ever had. Because I had
met him in New York in 1970.

DRW: Wow!
LB:

When I was on tour with the American Wind Symphony Orchestra – out of
Pittsburgh.

DRW: Yes.
LB:

And this was the first year they did a tour of the Burroughs of New York.

DRW: Oh, okay.
LB:

They built – they built a barge and did the New York Tour. And there was one
Monday night we had free. We went in to the city and happened to be able to get
in to the Tonight Show when they were still in New York. I walked up and we
talked and he – he was the most nice, cordial person I ever met to start with. He
said to us, he says, “Would you like to hear some more music?” And I said,
“Well, sure, what’s going on?” And he says come over to the Vanguard tonight
around nine o’clock, and it was the Thad Jones-Mel Lewis band playing their
Monday night set.

DRW: Wow, man. This is an amazing story.
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Yep. Live and in person, man. And it was everybody you ever heard of, you
know – Jimmy Knepper, Jerome Richardson, and Richard Davis. Mel’s playing
drums, Roland Hanna was playing the piano. I mean, it was like the Who’s Who
of New York, you know…

DRW: Yes.
LB:

That night. And we sat through every set.

DRW: Yeah.
LB:

You know, the whole night. We got back home at like two o’clock in the
morning or something – three o’clock, or whatever it was.

DRW: I’m – I think that was worth it.
LB:

Oh yeah, it was worth the trip. The other interesting thing about that – this is a
sidebar thing – one of the other people that was on the tour with us that year was
Janice Robinson, a trombone player who was at Eastman at the time; and it
wasn’t just a couple years later, she was actually playing in the band.

DRW: Okay.
LB:

She had moved into New York, and then she was actually playing with Thad and
Mel.

DRW: That’s in...
LB:

That’s kind of a neat thing too. So anyways, but that’s – those are the three guys
that we spent the majority of time, at least I did, you know. Listening to Maurice
André play solos. Listening to Bud Herseth play in the orchestra, you know.
Listening to Snooky Young play whatever Snooky was playing.

DRW: What was your undergraduate audition like?
LB:

You know, I can’t even remember that. I don’t even know what I did. I honestly
don’t. I don’t have any idea what I played, you know. I know that when I got
there, the first thing, the first thing that Don … the first book that he had me buy
was the Bordogni Transposition Book.

DRW: Yes, I know that well.
LB:

	
  

You know the one – where you – you play a different phrase in a different key
trumpet? It all sounds like – it always sounds like one ètude. But every few bars
it changes from trumpet in E-flat to trumpet in F to trumpet in D to whatever,
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you know. That was the first thing, and actually that’s probably one of the more
important things I think we ever did.

DRW: Wow!
LB:

’Cause most – most your life playing any orchestra music is playing something
other than what’s really on the page.

DRW: Absolutely.
LB:

You know.

DRW: Wow. That is a – that’s a tough book to start undergrad with.
LB:

That was the first book, you know.

DRW: Wow.
LB:

I think then, I think – I think the second one was, might have been Charlier

DRW: Wow.
LB:

Yeah.

DRW: You started right at the top.
LB:

Oh yeah, yeah. Well and then, you know, those guys from that era were really –
you know they were – they were – they were built – they were built around
routine, you know. So, you know, Don had a prescriptive daily routine thing that
he gave everybody and we all did those “start of every day” exercises and they
pretty much were, you know, taken from Schlossberg, Clark kinds of things. And
from – a whole lot of stuff from Earnest Williams.

DRW: Okay.
LB:

Yeah.

DRW: During your time there, you had alluded to earlier that you still have a great
relationship with your trumpet teacher.
LB:

Yeah.

DRW: What was the – the climate of those lessons during that time?
LB:

	
  

Well, he was another father figure, you know?
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DRW: Yeah.
LB:

Even more so because my, my, my father passed away during my junior year.

DRW: Oh, I’m sorry.
LB:

And Don was like, you know – it only took me until I was about 45 until I could
call him Don, you know; he was always “Mr. Owen” all the time, you know. He
walked in one day and he said, “You need to play this mouthpiece,” and that was
the mouthpiece that I needed to play because that one was actual – was really too
big. The biggest part about changing it was not so much sound, was about pitch,
you know?

DRW: Yeah.
LB:

’Cause all of the sudden, I couldn’t play up to anybody’s pitch I was playing
with. I couldn’t push the horn in anymore, it was always low. So anyway, back
in those days, what, what he was using was a 2C with – with an S, and the S was
for Symphonic or whatever it was. But it was – that was it and I played that thing
all the way through college until I got to grad school; and I played it a long, long
time.

DRW: Wow.
LB:

That was a standard mouthpiece that was just, you know it worked well for
everything that we had to do. And the other thing, the other change, was that we
were using, back in those days, Benge trumpets.

DRW: Oh.
LB:

I got my first really good B-flat trumpet first; the next thing I got was a C
trumpet, you know, a Ben’s C trumpet.

DRW: Okay.
LB:

And so those were the horns that we used primarily and those are the only horns
I actually owned until I got – until I graduated, you know.

DRW: Wow.
LB:

Because I didn’t have at that point – you know, I forgot when I got the first
piccolo. And I didn’t – I didn’t own a fluegelhorn then cause I only owned those
two instruments. And that was pretty much it for a long, long time.

DRW: Was there a large community of people of color? Like black people, or you know
just, a wide diverse group of people at the school?
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No. No, there were about 20,000 students at the University at the time I was
there, and I think campus wide, there might have been twenty of us.

DRW: Wow.
LB:

Pardon? That was the whole University.

DRW: Oh. Wow.
LB:

Yeah. Yeah. That didn’t matter if it was political science, or music, or art, or
whatever, didn’t matter, it was cause – no – bottom line, the answer was “No,”
there wasn’t a large population.

DRW: My goodness.
LB:

Yeah.

DRW: So what was that like, going to a school where there wasn’t a lot of people of
color there? Back in those times?
LB:

Yeah well, the thing of it for me was, I was more interested in the music than
anything else.

DRW: Yeah?
LB:

So I wasn’t – well – there wasn’t a good, and on top of that, the folks that were
there were very, very protective. So there were things that when – that, that I
never knew about. I never had any knowledge of and they never made me aware
of anything. You know, I was just another guy in the band, in the music program
you know? That’s pretty much just the way it was. But you know, you know
things were different around us all the time. My attitude was always “You tell
me where you want me to be and I’ll sit there and do what you need me to do.”
But so, you know, that wasn’t the influential part of anything. It was just make
some music and learn and grow and you know, that sort of thing.

DRW: Wow. That’s amazing that you were able to just be thinking all about music and
not letting anything else get in. You know, I want to ask you about the
psychology about that time. I’m really interested in knowing how to navigate a
time like that. And how you were able to just buckle down and kind of be, you
know, on the straight and narrow. Was there any other time outside of the
university where the students made it known that they had an issue in those early
days?
LB:

	
  

No, no. You know, the thing of it was, like I’ve said, and I’ve always said it to a
lot of folks. My inspiration always came from knowing that during the worst
time and all the human relations of the world, there were people that were
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making a mark in life, you know? The Duke Ellington’s and Louis Armstrong’s
and I know people want to take on those people because they didn’t do this that
or the other. But, but they did something that has lasted their lives and our lives
and will last onto other people’s lives. They kept making great art.

DRW: Yes.
LB:

You know, when Duke Ellington died, people mourned because they said, “Man,
you know a genius has now left our presence.”

DRW: Definitely.
LB:

And so because they were constantly creating things, you know, and I tell people
this all the time – that good still wins. I mean, you know you can have feelings
about stuff but the reality is good still works, you know.

DRW: Absolutely.
LB:

And we focus on doing good and its really kind of the same thing that I say
constantly like right now people would like to blame someone for people not
being kind to each other. You know, and I usually turn that around and say,
“Okay well why don’t you be kind to somebody.”

DRW: Absolutely.
LB:

If you be kind to somebody in fact, I’ll tell you this and this is an actual true one,
When Snooky Young was here, one of the questions we asked, you know, was
“If you were to give the musicians here just one word of advice, what would it
be?” and you know what he said?

DRW: What’d he say?
LB:

“Be nice,” that was it!

DRW: Wow!
LB:

Two words, “Be nice.”

DRW: “Be nice.”
LB:

“Be nice!” I thought, wow, this guy is eighty-nine years old and his most
important words that he feels are be nice.

DRW: That’s incredible.
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Well yeah! And I did a talk not a couple of weeks ago and people are trying to
get down to the political issues and blame things on individuals, you know, and I
said. “Well you can’t control those people. The only thing you can control is
you!”

DRW: You’re right.
LB:

And if you’re nice to people, right, and they’re nice to people, then we have
communities of people being nice to each other … we can get models of
something that maybe doesn’t exist anywhere else. I don’t see anything wrong
with that!

DRW: I think that’s great, thatLB:

Let’s just be nice to each other!

DRW: Absolutely, you’ve said it! Well, can you describe to me about what, or talk to
me about what you started in the Dallas Wind Symphony? What was that like?
LB:

Oh! That was fun. Well, Kim Campbell and I have been friends for a long, long,
long time and we went to undergrad, not undergrad, graduate school together.
Kim was a fabulous trombone player; we’ve done some things off and on. He
was talking to Howard Dunn at one point – Howard was the director bands and
SMU back then, back in the mid 80’s – and he said, “Would you be interested in
doing some wind band music?” I said, “Well sure let’s give it a shot.” He
essentially asked “Can you put a trumpet section together?” so I called all my
friends up and said, “Do you guys wanna play some stuff?” and we started doing
Saturday morning rehearsals. He did the same things with all the sections. You
know he called one person and said put together a clarinet section, a saxophone
section, a trombone section, et cetera.

DRW: Yeah.
LB:

	
  

And so we started, basically sort of in a jazz idiom. They had rehearsal bands,
alright, well, we had a bigger version of a rehearsal band, that’s what we had. He
pulled out all of these pieces and we sat down on Saturday mornings and played
a bunch of music, and then we’d go and hang out, have a lunch … and have a
nice Saturday, basically. That’s how it worked out back when we started all of
this. And then from week to week, you know, somebody would have a job of this
kind, or that kind, and somebody couldn’t make it, so we started rotating people
in and out. But then, he and by “he” I mean Howard Dunn was a big member of
the American Band Masters Association and they would have a meeting in
Dallas every year at that time. And when all these different folks would come
down, it might be Colonel Bourgeois and the Marine Band, or Bob Reynolds
from up in Michigan, and all these kinds of folks, and they would come in and
say, “Well, I would like to conduct this.” So, they’d bring in a piece and then
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they’d conduct the ensemble or whatever piece they decided to bring in for the
thing. So the concert then associated you know with the ABA meeting. So, we
did that. Then, from around nineteen… whatever it was, eighty or so, we, the
Chicago Chamber Brass had a group back then that Richard Frasier used to run
and they would – they wanted to do a recording that was called The Brass and
The Band.

DRW: Yeah.
LB:

Each of the players in the group did a solo piece. One of the trumpet players did
the Arutunian, another one did the Rustiques. The horn player did something, the
trombone player did something, and then we did pieces for the whole group …
and quintet. That kind of thing. And that was record on Crystal. So we did that
recording and then after that, we made a connection with Reference Recordings
[that was in San Francisco] and then we did a series of recording with them over
the years that I was there. I finally left the group after about twenty years or so
even though I kept playing with the group, even after I moved from Texas to
Florida. And I would commute to Dallas like once a month to play the concerts
that we were doing then. And that was really good, that was a really good
experience. But as schedules got to be more complicated and I had to say, “Well,
I’ve got to stop doing something.” So anyway, they’re still going strong, and
Jerry Junkin, I think this year is his 25th year [with the group].

DRW: Wow.
LB:

As artistic director of the wind band … so they’re still having a great time.

DRW: Yeah, it sounds like it, man. That is amazing that you were there at the beginning
of the Dallas Wind Symphony.
LB:

Yeah I was there from day one.

DRW: Wow.
LB:

I’ve had a lot of those “day one” experiences.

DRW: I think that is remarkable that you are its first principal trumpet. And all those – I
think you and I were talking previously and you said you had made about
fourteen or fifteen recordings or albums with them over the years …
LB:

Yeah, a bunch of them and … they used to also record the live concerts too, you
now, so there’s some good ones there, too. I’m still trying to find my Maslanka 4
recording because that was a humdinger.

DRW: Wow. I wanted to ask you about university teaching. How did you get involved
in academia?
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Well, that’s a good thing about role models, see … When I was at USF, all of the
teachers that were with the university were also principals in the orchestra in
town: the flute teacher was principal flute, the trombone teacher was principal
trombone, and so on and so forth. That was the first time I knew of that … as a
model of existence. Put it that way. One could perform and teach and that would
be a whole-life kind of thing. You know, after that point I didn’t know anything
about any of it. That’s one of the reasons I tell folks that modeling is probably
the most important thing in those people’s lives. Because people don’t do what
we say, they do what they see people doing.

DRW: Absolutely.
LB:

You know, I think that’s true in most areas of life. If some kid rolls up and they
see Uncle “So and So” acting a certain way and they think that’s a cool way to
act, then they grow up acting like Uncle “So and So.” And that can be good or
bad. But if you see models of things that go “Well, gee, I didn’t know that was a
possibility,” you know, “I didn’t know that kind of world existed,” that to me is
extremely important. So, to be bluntly honest, I saw what Don was doing – he’s
playing and he’s teaching me, and he’s teaching all these other people here, and
they’re playing and, you know, sitting in the same section with him and learning
and growing … and so you realize, “oh wow, this is kind of a neat thing.” You
know? You find out the “ins and outs” of how all this stuff works and we all
grow up.

DRW: Okay. What was your first appointment as a professor?
LB:

It was actually at FCU, which is now UCF, which is the place where I am at
now. So I was the first full-time brass teacher here. When I came here, I taught
everything. Trumpet, trombone, tuba, you know, outside the brass ensemble, I
started the jazz band. And for a period of time I conducted a wind ensemble.

DRW: Wow.
LB:

So that was my first regular appointment. I had done some teaching when I was
in school in Texas, you know. I taught, as a TA, I taught 14 students a week.

DRW: Could you tell me about your graduate work in Texas? And alsoLB:

Yeah.

DRW: Could you tell me where you went?
LB:

It was the University of North Texas – it was called North Texas State when I
was there.

DRW: Okay.
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And I studied with John Haynie when I was there.

DRW: Yes.
LB:

The biggest part of that … the real learning curve … there were well over 100
students majoring in trumpet when I was there.

DRW: Wow.
LB:

To say it was a competitive environment when I was there is an understatement.

DRW: Yes.
LB:

A lot of kids would come and play on Tuesdays every Tuesday afternoon was a
trumpet recital.

DRW: Wow.
LB:

So each of us in our own studios would have students play on different weeks.
There was always somebody who would come up and blow everybody away,
and you go, “Who is that person?” Because if they didn’t happen to make any of
the ensembles, they’re not playing in this group or that group, and you’re like,
“Where’d they come from? This person sounds great!” But, it just shows you the
competitive nature of a place like that, you know. There were some 1,700 music
majors there when I was there, you know, so there was a lot of things (going on).
There were like 12 lab bands and 12 jazz bands, you know. There were students
every place playing all the time in the un-air conditioned buildings with windows
open playing double C’s or something crazy.

DRW: Wow.
LB:

Yeah, it was pretty interesting.

DRW: What was it like taking lessons with Mr. Haynie
LB:

	
  

It was interesting. He was a real stickler for all of the French, you know, ètude
books. He was a real proponent of pretty much all things Earnest Williams, so
there was a lot of regular, you know, kind of preparatory work, I would call it.
Lots and lots of drills. Scale juries, technique juries, and all of those kinds of
things, which are all really good because then, when you had to go play
something somewhere, there wasn’t that sense of “Gee, I have never done this
particular thing before” … there was triple tonging and double tonging this kind
of thing and that kind of thing. In the course of working up all those exercises
you probably had done something related to that. I remember the very first time I
played one of those Star Wars things.
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DRW: Yeah.
LB:

You know the end of Star Wars when all the real stuff is in the third trumpet
part.

DRW: Yeah.
LB:

This is really cool! Because it wasn’t the case of “Oh, my gosh!” It was a case of
“This is pretty cool!” Because you’ve already done something related to that …
some Bousquet exercise or something like that.

DRW: Yeah that’s amazing. What was it like living in Texas and existing at UNT and
that sort of thing?
LB:

The whole Texas thing was great to me for a number of reasons. One, I met my
wife so that probably was the most important thing. Two, I fell in love with
Mexican food, you know. And my father-in-law raised an entire family making
Barbeque …

DRW: Wow.
LB:

Yep, he had the best barbeque in existence. He ran a place for over fifty years as
well in Greenville, Texas. So yeah, the Texas experience was just fine, and still
is.

DRW: That’s great, that’s great to know. I have a few questions about the Orlando
Philharmonic, how did that come up?
LB:

Well, literally, twenty five to twenty six years ago the Florida symphony had
existed for a long time, about fifty years at least, and they went out of business
that’d being the long and short of that. They went out of business and the
musicians that were here at the time formed the Orlando Philharmonic. This
organization is in existence because of local volunteers and the existing
musicians that were here at the time. They came from literally nothing to where
it is right now.

DRW: Okay.
LB:

And so I was invited to participate at that point in 1993, what year is this, is that
twenty-five years?

DRW: Yes.
LB:

	
  

Sounds about right. And so, I was invited to participate and became the first vice
president of the organization on the board and we started the whole thing by
doing basically, you know, a fee-based kind of concert. Supporting the ballet, the
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educational system, and the opera here in down. So, it became the pit band for
example for opera productions, for ballet performances, doing educational
concerts, the young people’s concerts …

DRW: Wow.
LB:

That’s really how that started. From that basis, it took us at least three years
before we did an actual formal concert that, in the concert hall, would have
floored had a symphony been performing. But here we are you know, twenty
five years later, you know, doing regular series of concerts of different kinds,
chamber concerts, large orchestra concerts, a thing I mentioned to you, we’ve
done everything under the sun. You know, since we’ve started, you know? We
play now Mahler symphonies, one, two, three, five? You know, we’ve done big
pieces, Ein Heldenleben , you know, of course, old war horses like Pines of
Rome, New World Symphony, and those kinds of things. Pretty much covered a
big part of the repertoire.

DRW: Wow!
LB:

It’s been an interesting journey and a lot of people have come, and a lot of
people have gone on to other things, but it has provided the community with a
really good experience. I mean, this year, for our gala, YoYo Ma is coming in to
play in May.

DRW: Amazing! Amazing!
LB:

So we’ve had Itzhak Perlman here to perform.

DRW: Wow! You’ve had some really, really big names!
LB:

Yeah, yeah, a lot of good people have come through, and we have a lot of good
people in the orchestra too.

DRW: That’s amazing.
LB:

So yeah.

DRW: I have a few more questions. What was your first day like in the orchestra like in
Orlando?
LB:

Oh, that was, that was just fun.

DRW: Yeah?
LB:

	
  

Everybody sitting there and especially coming from really, nowhere and now
we’re doing something. You know? Now people are actually performing things.
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That was all just fun because the … one of the members, the person who was
playing second trumpet with me, Jack Ault, had been a member of the previous
group for eighteen years and I had known him for longer than that.

DRW: What’s his name again, I didn’t get his name?
LB:

James Ault. A-U-L-T. I called him “Mr. Organization.” He was one of those
guys who always has to have it together.

DRW: Wow.
LB:

Very methodical, and strong as a horse, and made a sound that you couldn’t, you
gotta, I mean really, it’s incredible. So, we played together for another eighteen
years.

DRW: Wow!
LB:

And that was probably the highlight, you know, being able to play and work with
him for all that time. So there was a lot of good times.

DRW: That sounds like it. I have a few, I guess, maybe, different types of questions,
like … did you experience any kind of racism, or anything like that, within the
orchestra or people that had objections to you performing …
LB:

No, no, no, no … I never got any of that sort of thing at all. Have you watched
that movie, Be Cool?

DRW: Yeah!
LB:

Yeah, when John Travolta says “I’m in the music business now!”

DRW: Yeah!
LB:

You know, so your experience in the music business is the music business.

DRW: Yeah.
LB:

You know? And that comes with all kinds of things, you know?

DRW: Yeah.
LB:

But nothing, nothing to associate with what you look like.

DRW: Okay…
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Put it that way, you know? You know. Because the way it is now and so much of
music is hard enough …

DRW: Yeah.
LB:

You know what I’m saying?

DRW: Yeah!
LB:

It is just hard enough all by itself. You don’t have to come up with other stuff.

DRW: Absolutely.
LB:

And the plus side of that whole thing is, because all the auditions are behind a
screen, all anybody knows is what you sound like.

DRW: Your situation is different in the sense of both of these ensembles, you were
picked … without an audition process.
LB:

Yeah.

DRW: That’s pretty remarkable.
LB:

Yeah, oh yeah. Well, you know, the thing is, you want somebody to play? And
you know, since then now, you know, we’ve been holding auditions on a regular
basis since then. So whenever there’s a vacancy, there’s an audition held. And
you’ll see how it goes and you’ll move on accordingly, however that works out.
This is not any different to be honest with you, not any different then how it was
back when. And when I mean back when, I am talking about the early part of the
century all the way up until the ’50s, when conductors would talk to principal
players and they’d say, “Well, we’ve got an opening for second trumpet – who
would be interested?” And they say “Let’s call so-and-so.” We have to keep in
mind the audition process, as it is right now, is really not that new. I guess I
would say it’s newer than we think.

DRW: Okay.
LB:

Because you know, you look at situations where players really at the highest
level, you know, many times, move from one to position to another in similar
orchestras. Some of them might be holding, you know like, if there’s an opening
in Chicago for example, then the question might be, “Can so-and-so play with us
for a couple of weeks from this place, or that place, or the other place?” You
know? And that goes on now, and it’s always happened, and it works out well
because all these guys play great so it’s like, yeah, let’s try them out.

DRW: I have a question about there was another ensemble that you performed in.
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Oh yeah.

DRW: I think it’s the Repertoire Orchestra?
LB:

Oh yeah, Sam Floyd’s group in Chicago. That was probably, you know, if
everything was one highlight, that tour with that group, you know, the years that
I played with them. Because we played music that had never been played in
public before in many cases, and we did it in a configuration that probably has
never been done before, and we did it in places that were just great places to
play.

DRW: Wonderful, for the taping, can you say the name of this ensemble?
LB:

It was called the Black Music Repertory Ensemble.

DRW: Okay, and this was based in Chicago?
LB:

Yeah it was run out of Columbia College Chicago and Sam Floyd was the
director of the center for Black Music Research. Sam’s since retired, but during
those years, he essentially resurrected music, you know, as far back as 1800 that
was written by African-American composers … and Hale Smith, who was a
fabulous composer and orchestrator, would orchestrate the music for that
particular ensemble. So it was one trumpet, one trombone, there was one person
came out of us played single reed instruments and flute. So he played saxophone,
clarinet, and flute. Tony Montgomery who has now been the dean at
Northwestern University for some years, played piano.

DRW: Wow.
LB:

I can’t name all the people off the top of my head, but there was a string quartet,
with double bass, and the double bass player did double on tuba. And there was
also a percussionist.

DRW: Wow.
LB:

We were together for several years and did several recordings for NPR and for
the International Public Broadcasting folks as well, and we did concerts at
Lincoln Center, at Orchestra Hall in Chicago, at Tufts University, Morehouse,
Cal Berkeley, you know, Cal State LA … we were all over the place.

DRW: Sounds like a very diverse audience base.
LB:

	
  

Oh yeah, we played the… what’s that place called in Pittsburgh? There is a
concert hall that used to be a … uh... I forgot the name of it now, I’ll think of it at
some point. But anyway, we played many different concerts at many different
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venues and cities over the years. And that was a real highlight. Because you
know, we got to play a bunch of different things, you know.

DRW: Yes.
LB:

We did one Today Show broadcast, we did …

DRW: Wow! What was that like?
LB:

It was cold! It was freezing in that room, and we rehearsed this one piece I don’t
know, ten times, and actually we did it, we played on Lincoln Center on
whatever night it was, and we were booked for the Today Show for the next
morning. So nobody ever went to sleep because the place was packed with
people, and there was all these people I have looked up to all my life who have
just showed up. People like Slide Hampton showed up to the concert.

DRW: Wow.
LB:

You know, and I’m thinking “Whoa! This is way too much for me!”

DRW: That is incredible.
LB:

Yeah it was like, “Wow, this is amazing.” Anyway, so that was a singular
experience to say the least.

DRW: Well.
LB:

Good stuff.

DRW: I wanted to ask you about something just trumpet-based. When you’re about to
play something really, you know, I wouldn’t even say that when you’re about to
have an involved day of playing, what do you typically go over in your trumpet
plan when you’re about to play something in the orchestra?
LB:

Well, you know, the thing that happens, because of what I do – I kind of have a
dual kind of thing. I mean, I work as an administrator all day long, you know. I
do a lot things away from the trumpet, a lot. I do a lot of mouthpiece playing, a
lot of just buzzing things. I started some of these exercises when I was
commuting back and forth during the wind symphony things. What I do a lot of
is literally studying the music. You know? Just really kind of internalize what
I’m looking at. It’s not so much just banging at something over and over again. I
know some people have a technique of let me just play it over and over again …
and try to develop, what I look at, as primarily muscle memory.

DRW: Right.
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I go about it from the position of mental memory. You know, what’s my actual
concept of how this phrase goes. Many times we have a program where there’s
very little rehearsal and very little time to kind of evolve a concept of something.

DRW: Absolutely.
LB:

So what you do is, you know, let that concept evolve as you do it. You know,
and to say, “Let’s go here.” I tend to react to things around me. A lot of people
don’t – they can play what’s on the page, and whatever is happening around
them, is just happening. But I’m not aware exactly then. I always say my
difficulty is, unfortunately, I can hear. I was playing something the other day and
I was like “Wow, the pitch isn’t quite right on this thing and I’ve gotta go get
lined up with that before I can do anything with it.” You know, and once that’s
clear in my head if it’s lined up right, then I can do stuff. You know?

DRW: Yeah.
LB:

Then I can move my imagination. So I try to do those kinds of things, like I said,
just a lot of buzzing exercises. Not really, exercises, just buzzing tunes and
buzzing the lines that I’ve gotta play in. Things like that, just using my
imagination thinking about where I want to go with something.

DRW: Okay.
LB:

Every day is different. I might do some routine today that I won’t do tomorrow.
But I have friends that really do the exact same thing, every day.

DRW: Yeah.
LB:

They start this way and they do the same exercises and try to think as time goes
on. I try to think as musically as I can and not as mechanically, as I think
sometimes we tend to.

DRW: Okay.
LB:

That’s my approach to it, because you know, you don’t have that much time.
You know, if you really have any kind of day where it’s completely open and all
I need to do is sit down and go through this routine and take my time with it, you
know and get to the end of it and go “Yeah, my chops feel great, everything feels
great” and all that sort of stuff. And most of my teachers have always taught me
for years to never think about feel, anyway.

DRW: Yeah.
LB:

	
  

That has nothing to do with it you know. It’s like “Okay, what’s in your head?”
Get that concept out into the bill, you know?
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DRW: Right, just a couple of more questions. So, do you feel any stress in the orchestra
ever? What’s it like just sitting in the orchestra? It’s it a fun opportunity all the
time or …
LB:

It’s different all the time. It’s different all the time. It all depends on what you’re
playing, the context of it, what’s happened before, what kind of prep time you
have for something. All that stuff changes with the day. If you have weeks that
go one after another, like I was describing when you have these new things with
the movie and the music being live with the movie on the screen ... You know,
you run up a Harry Potter and a Star Wars, and then you have this piece or that
piece, and this thing is coming up, and you know, you have to get prepped for
that. That all has an effect on where you are.

DRW: Yeah, yeah.
LB:

I know, for example, when I talk to folks that work in orchestras that have a real
regular schedule, their tendency – well, some peoples – is to prepare for that first
rehearsal on Tuesday. You know, so they go in with everything ready to go on
Tuesday and see which way the conductor wants to go with it. Once that’s all
said and done, then they’re ready for the week because they’ve got it all done.
Folks are out here doing these kinds of things. Everyone is doing a multitude of
things, whether its teaching or they’re working this place or that place, they’re
doing multiple, a number of different activities. So that influences how you get
ready for something, you know? So, that’s part of what happens. But, playing
music should be a fun activity.

DRW: Yeah.
LB:

Because it is, as I see it on a regular basis, we’re all privileged to have to an
opportunity to actually do that. Because many people in the world will never get
the opportunity …

DRW: Absolutely.
LB:

To know what it’s like to do it, you know?

DRW: I have a question, what would you say to a person of color who desires to pursue
a career in orchestra playing? What would you tell them?
LB:

	
  

Go for it. Literally. If you’re interested in doing this stuff, do it. The reality of it,
you know, is there are probably some steps I would suggest. One, start to work
with somebody who works with what you’re interested in doing. You know, find
a teacher that is in a position, that knows a repertoire, that understands the
concept of the audition process and preparation for it, and start working towards
that goal. Because the biggest part of it is that it’s extremely competitive and
again, you’re behind a screen, and all people know is what they hear. They’re
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sitting there tapping their toes with a tempo of something and listening to how
you interpret things and there are traditional ways to do most of these excerpts
that people have done over the years. You know one of the ones I’ve always put
on every audition is Leonora No. 3.

DRW: Yeah.
LB:

You know, because, you know you can tell right away when anybody has studied
with anyone that’s given them an idea on how you play that. On the page, it
looks like (sings excerpt) and that’s what it looks like. But if you study with
anyone, you know that’s not the way you play it.

DRW: No, not at all!
LB:

Right, it’s not anywhere close to how you play it. So you need to have some
instruction on how you just do some of these things.

DRW: Yes.
LB:

And then part two, at least on the trumpet end of it, is what instrument is best for
what piece?

DRW: Yeah.
LB:

You know? Because you’ll find that so-and-so uses this and so-and-so uses that.
One of the best examples of this is the post horn solo in Mahler 3.

DRW: Yeah.
LB:

You know? There are some orchestras that require you to play that excerpt on
flugelhorn for example. The record that most of us grew up listening to is the one
of John Ware in the New York Philharmonic and he played it on D trumpet.

DRW: Wow.
LB:

You know? Yeah. So you know, there are your options. D trumpet and
flugelhorn … those are two completely different things, aren’t they?

DRW: Yes, they are!
LB:

That’s right. But the one that most of us learn that excerpt on, was listening to
the New York Philharmonic recording.

DRW: Yeah, yeah, yeah. I know that name very well.
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So, at any rate, that’s sort of the thing I would suggest to anybody interested in it.
And the same thing would be true of studying flute, or clarinet, or trombone, or
whatever. Okay, trombone players, one day you’re going to need to use the alto
trombone. And there are some people who will play those same solos we play
them on their normal trombone, you know? But you get to the orchestras and the
guys who have learned these things. When do I play what instrument? When’s
the appropriate thing for the appropriate piece of music? That sort of thing.

DRW: That’s some … man, that is awesome. That is a great answer. I have one final
question, that’s kind of in order. We’ve had such a good conversation that I have
failed to ask it but, how did you get into, not how but why, did you get into
administration?
LB:

It’s real simple, somebody asked me to! That’s the truth! That’s the absolute
truth. The other thing is, over at least in my lifetime, what I’ve gotten the most
satisfaction from is helping other people. You know? So much of what we do is
selfless to a certain degree. But see, when I look back at all of these years when
I’ve been doing all of these kind of different things, I can look at all the different
people I’ve tried to help along the way and look at the successes they’ve had.
And I tell people if you are not interested in helping somebody else, this is not
what you want to do.

DRW: Right.
LB:

Because it’s not exactly, sometimes people think this is a really simplistic. And
folks don’t have any idea how much work there is in doing these kinds of
positions. And it really is about other people more than anything else. In fact, I
have two buttons on my desk – one says “It’s not about me.” Trust me, it’s not
about me, you know, so at any rate, that’s what gets things going. And when you
get success at some things, it leads to other things.

DRW: Absolutely. Well, Mr. Brodie, thank you so very much for us taking your time
and speaking with me today. This has been a real treat just talking to you. I feel
motivated and I feel invigorated when I talk to you about these things. It gives
some a different perspective and helps me think about what I want to do as an
educator as well. And whether or not you know it or not, you’re a mentor to me
right now.
LB:

Yeah, I appreciate that! You can probably mentor most of the stuff I say from
what you write down.

DRW: What you’re saying is valuable and I appreciate your time and I appreciate your
candidness about how you feel about things. It’s been a really wonderful
experience speaking with you today.
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Now when you get things into a transcript, can you send that to me before you
actually go to publication?

DRW: Absolutely, I’m definitely going to send it to you. I was going to mention it right
now actually.
LB:

Alright, that sounds good. And I’ll get this other thing scanned for you and I’ll
get that back to you as well.

DRW: I appreciate that. It’ll make things so much easier.
LB:

Wait a minute, I have gotta get that form over here. Alright, I’ll get that to you,
and I guess I have to get somebody to be a witness here. Okay.
I’ll find somebody over here that’s in the office. I’ve got a few people I know.
Alright well, hopefully you have enough to help you get your project.

DRW: Yes sir, I was gonna say thank you so very much and I …
LB:

Alright.

DRW: I hope you have an outstanding day, and I’ll be in contact after.
LB:

Alright sounds good, hey, thanks a bunch.

DRW: Alright, thank you!
LB:

Talk to you later, take care, bye-bye.

DRW: Bye.

(End of interview)
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APPENDIX C-5
UNEDITED INTERVIEW TRANSCSRIPTION
RODNEY MARSALIS
28 February 2018

DRW: I am so appreciative that you are willing to do this. This is an amazing thing and I
am so grateful first of all.
RM:

My pleasure. My pleasure. I was just looking at filling out that form that you sent.
The consent form. I will send it at the end if that is okay.

DRW: That is fine. Seems like everything is working very well.
RM:

Yeah. Yeah. We use Skype a lot. Our operations manager is in Canada so we end
up using Skype, like, all the time.

DRW: That’s cool man. I guess we will go ahead and get started because I know you
have many things you need to accomplish today. I don’t want to monopolize your
time.
RM:

Alright.

DRW: So the first thing I would like to know is where did you grow up, man?
RM:

Oh. So I grew up in New Orleans. I was born in Atlanta but I grew up in New
Orleans, lived there since I was, like, a baby until high school. I went to high
school there.

DRW: Wow. What was it like growing up in New Orleans during that time? What was
kind of the backdrop of New Orleans during that time?
RM:

That is a good question. Well, New Orleans is really a very cultural city. I was
there as a kid and so I was emerged in a lot of different things culturally, as far as
styles of music, types of people, types of food. Everything. That was – because,
you know, the history of New Orleans where the French had it.

DRW: Absolutely. Yeah.
RM: There is such a cultural mix there that the result is, when you are a kid growing up,
you didn’t realize how mixed the culture is. The time I can remember is post1960s. Like the early ’70s. There was a lot of things that people were trying to
implement. The notions they had in the ’60s and trying to implement these things.
I was aware of the fact that there was bussing but there was a strong effort to try
to integrate, too. Even my family, we moved into a very nice neighborhood. We
were like the first Black family in that neighborhood.
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DRW: Okay. So I understand that everyone pretty much noted that you come from a very
musical family. Can you describe what that was like as a youngster and coming
up as a musician?
RM:

Yeah. Well, my mom and Wynton’s dad grew up as brother and sister. He was the
older brother. So, you know, basically, he was someone – he was an intellectual
man at a time when – in New Orleans and the South – he was some kind of a
geek. Kind of the odd man out. His father was a businessman. A lot of people
don’t know this, but his father owned a gas station and was a business owner. We
are not talking about the 1980s; we are talking about 1930s.

DRW: Wow. That is incredible.
RM:

Right? So he was a business owner and then there were some gas stations – the
next business he had was a motel. A lot of people don’t know about this motel,
either. It was called Marsalis Mansion.

DRW: I didn’t know about that at all.
RM:

Yeah. And the connection is that place is where Thurgood Marshall, Martin
Luther King, Jr., and Ray Charles stayed when they came to New Orleans. They
had a book for when they traveled [that listed] what places they could stay in, and
that the Marsalis Mansion was a top-of-the-line place. It had a swimming pool,
beds with music, and vibrating beds. It was a really fancy place back there. But
yeah, my mom and Ellis grew up like brother and sister. Actually he was the one
who told her, when she went to him, what instrument should he play. In our
family it is not a matter of are you going to play an instrument, it was which one?

DRW: Wow!
RM:

And he said trumpet, because with trumpet you can do a lot of different genres on
trumpet.

DRW: That is very interesting. What type of music was played in your house typically?
RM:

Um, well, a funny thing, actually. My mom was a schoolteacher and in our house,
I was the only musician in our immediate family. So I was taking lessons. By the
time I was twelve, I was taking lessons with Wynton and it was basics. Basic
trumpet stuff. Wynton held up the Arban book. He said, “This is your Bible.”
Maurice André, he said, “This is the best trumpet player in the world.” He beat
my head with the Clark book. This is how he shed those. This is the metronome.
You know those big black metronomes?

DRW: Yes. I actually still have one. It was given to me, and I will pull it out every now
and then and show my students. They will just chuckle. They can’t believe
something like that even exists. As a matter of fact they ask me, “What is this?”
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They have never even seen it. These kids are like eighteen, nineteen years old.
Everything they are dealing with is on a phone, or tablet, or some type of device.
They don’t actually have metronomes, anymore.

RM:

That is true.

DRW: It is pretty incredible. What was your middle school or high school music
program like?
RM:

Middle – well, middle school was when I was studying with – well, Wynton had
already left to go to New York and he left me with his teacher. So my private
lessons were with his teacher. The school itself was good. I mean there was band.
There were solo competitions, those were always good to help you develop your
skills, or test your skills, and get a score for it. There were not a lot of marching
band. It was more like concert band. There was no jazz. That didn’t exist. I think
at that time, we are talking mid-’70s; jazz wasn’t even in colleges as a program.
That’s a fairly new thing.

DRW: This is very interesting. This is wonderful information. I didn’t know that.
RM:

Yeah. I am an old guy but I have a good memory.

DRW: You look great. I can’t tell.
RM:

Fighting it.

DRW: Man, that is incredible. You said – where did you receive your first orchestral
trumpet playing experience?
RM:

That is a good question. George Jansen.

DRW: Can you elaborate on him and who he is?
RM:

	
  

Oh. An amazing person. Because again, you have to think about the time. It was
the mid-’70s. At that time, he was probably a forty-something-year-old Italian
gentleman who moved from New York down to New Orleans to play with the
New Orleans Symphony. The tragedy is he had a stroke and he fell down some
stairs at the college and lost the use of half of his body. He couldn’t play trumpet
anymore so he started to teach. He was teaching private lessons, and I think,
college, too, at Loyola University – Wynton was one of his students. When
Wynton went Juilliard, he sent me to him. He was an incredibly passionate guy.
Well, first your basics. The basics were, he had a routine that you did. I still do
that same routine to this day – forty years later. It was Schlossberg, it was Clark,
it was Arban. And then he – the really good thing he would do is he had another
book that had melodies in it and he would say, “If you do your work then you get
to play this book for dessert.” That is how he treated that. And again in the ’70s,
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he went down there to New Orleans and the other teachers were like, “Why are
you teaching these little Black kids? They aren’t going to play classical music.”
And he thought they were idiots. He didn’t like them at all. He didn’t like Mardi
Gras. He clearly didn’t like their Southern racist attitudes. He was like, “I will
teacher whoever I want to teach.” His students included Wynton, Terence
Blanchard, myself, and like ten other guys. I don’t even know their names right
now. He didn’t care. He taught anyone who wanted to learn. Whether it was a guy
or a girl. He didn’t care what their background was. He cared about trumpet
passionately. Brass ensemble passionately. That was – I was really lucky he was
my first real teacher.

DRW: That is amazing. What was the climate in those lessons? Like, if you had to
explain a lesson, like a typical lesson, nothing extravagant. Just like a week in,
and a week out. What was Mr. Jansen like as a person and as a teacher?
RM:

I am so glad you asked me that. It is funny. It leaves a real impression on you.
First of all, you had to have a little notepad where you would write down what
you did in that lesson. I was a forgetful little kid. He would get so mad at me for
not having my notepad. He would want you to write down what you did and what
exercise. And then it was – I remember Wynton came back to town and was
looking at my chops and he was like “Your embouchure looks different.” And
Jansen was like “I know. I changed it. Thank you.” But you know what? He never
said anything to me about changing an embouchure.

DRW: Wow. Wow.
RM:

But I think he had me playing basics correctly as a little kid for a few years. He
got me from that point until he was about, oh gosh – he actually got cancer in my
lessons and I had to help him up the stairs during my lessons and everything,
because he was doing chemotherapy. I imagine it was really grueling and harsh
back then. But he took me from where Wynton started me as a twelve-year-old
until I was playing Haydn Concerto and Carnival of Venice and all of those kinds
of pieces. I could play that stuff because of him. He was very methodical. When
we went to work on triple tonging, he had me do Arban [exercises] very slow on
the metronome. I could only progress when I got better. I had years of that with
him. And then I was playing Carnival of Venice. It wasn’t hard for me. None of it
seemed hard because every week we had done basics like that for a couple of
years. Every time I get ahold of a student I try to take them through what he did
with me. It is a lot of slow playing, a lot of Schlosberg. Basics. A lot of basics.
That is what it was like with him.

DRW: You seem very – you were very fortunate to have a teacher like that who was so
very patient and a teacher who was so willing to teach you exactly what you
needed to know. Man. I listen to your albums and I am impressed. I love them. As
a matter of fact, I had my studio listen to one of your albums, The Spirit of the
Trumpeter.
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Oh yeah.

DRW: And they loved it. The first thing they said was how easy and free your sound is,
how beautiful it is, and how singing it is. Just like gorgeous. I was, like, that is
what we are trying to do here.
RM:

Free. That is so great. That reminds me. Mr. Jansen – it is funny. These memories
are very vivid. He would get mad at you if you didn’t sing when you played. He
called it “playing Mickey Mouse.” Mickey! It was funny because he had had a
stroke so he could barely talk. “You are playing Mickey Mouse.” He didn’t want
you to play timidly or without feeling. He would really get mad at you if you
didn’t play with feeling. This is like – it must look ridiculous. A sixty-year-old
guy would be yelling at me like I was thirteen. But he was yelling for not
expressing yourself when you played. It was really important to him.

DRW: Wow. That is amazing. What trumpet players were you listening to during this
time, in addition to Wynton and your teacher?
RM:

That is a good teacher. Because of Wynton, I listened to Maurice André
constantly. I listened to him, you know, like, on records. It was, like, the TV and
the stereo. Remember those? It was like a piece of furniture?

DRW: Yeah, like a floor model thing. I have seen those. My dad has one of those in his
spare room still.
RM:

Nice. And I had one in my room. The TV was busted but the stereo still worked.
It had the record player. I used to listen to Maurice André all the time. My aunt
was a representative for Capitol Records. When artists like Prince, and all those
guys came to town, her job was to drive them around to the recording studios to
promote their albums and get them on the radio. The cool thing is she got a lot of
records, like demo records. She would always give me the ones that were
trumpet-related. So I listened to the classical side a lot of Maurice André. Timofei
Dokschitzer, I remember was in Ellis’ studio, The Studio for the Arts, and he had
recorded Timofei Dokschitzer playing Arutiunian. I put that on a cassette and I
wore that cassette out. I think I still have the cassette. Just over and over and over.
That whole album, not just the Arutiunian, because there are other things on that
album that are really amazing. Those are the big classical influences for me. And
that is mostly what I studied. I wasn’t trying to study jazz at the time. I was in
Ellis’ jazz class briefly, but I was always drawn to classical. I was always drawn
to the sound of the classical trumpet.

DRW: Wow. That is amazing. We haven’t officially said where you went to high school.
For the recording, can you expand on the name of the high school?
RM:

	
  

Sure. The one where I really studied music was the New Orleans Center for
Creative Arts or NOCCA. Wynton went there, Branford went here, Harry
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Connick, Jr. was there. So many people. Reginald Beal. So many people at that
school. I knew Reginald Beal when he was sitting as at his electric bass barely
able to walk a line. I remember that.

DRW: Man. You have had an incredible – your childhood is insane. People would kill
just to have those experiences.
RM:

I think it was coming from the ’60s … In the ’70s they were really trying to
implement some incredible ideas. And teachers at NOCCA School for the Arts –
we were like thirteen or fourteen years old, but in the classical department, they
had us analyzing Beethoven symphonies. We were doing all different species of
counterpoint. By the time you got to be a senior at NOCCA, you were analyzing
all sort of contemporary pieces. You were doing college-level theory and we
knew we were, because college professors would come down and test us. And
then on top of that, they would have counseling sessions with Ellis Marsalis, this
other guy whose name was Burt Braud [he was a composer but taught us the
classical part] and a singer named LaReina Ferrell. Basically, based on your work,
they would build a counseling session with you that would last, like, an hour. It
was basically they would go over how you did in solfège, how you did in theory,
how you did in your performance class, and basically how you were developing
as a human being.

DRW: Wow. That is intense and you know …
RM:

Yeah. Most people got thrown out. I got thrown out. I got thrown out and they
told me, “Don’t come back here next semester. Maybe … if you win the Concerto
Competition.” And so I won the Concerto Competition for New Orleans
Symphony and ended up playing the Haydn with them.

DRW: Wow. That is amazing.
RM:

They had [already] thrown me out [but] I went anyway. I was sitting in class in
September and Ellis came up to me and was like, “Didn’t we throw you out of
here?” I was, like, fourteen and I was, like, “Yeah.” He was, like, “Huh.” And
then he walked away.

DRW: Oh, my goodness. This is wonderful. This is wonderful stuff. Man, I love this.
RM:

I think they were still in the era where they could test the grit of students. They
didn’t have to monkey around with us or be so nice to us. They didn’t want to.
They were, like, if you are going to go into the arts, this is a hard thing. We don’t
need you doing this unless you absolutely can’t do anything else.

DRW: Right man.
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DRW: And they produced so many great musicians under that kind of law, if you will. It
is amazing the great musicians that came out of that generation. And I love
listening to the recordings. It inspires my generation and now another generation
has come along, and I feel like it is my duty to make sure they understand what
has come before. You know, there is no quick way to get good at music. There is
no easy way. You can’t money your way into it. You can’t talk your way into it.
You can’t be charismatic. I often tell my students when they come into a lesson,
“After about two to maybe five seconds I can tell if you practiced something or
not. Just the way that you sound and the confidence you show in the music. If you
are not playing it with a confident feel and are having all kinds of response and
articulation problems, those are telltale signs of your effort for the week.” Going
back and talking to them about past musicians and giving kind of antidotal things
about my lessons and how they were. And I often tell them that my lessons were a
lot harsher than these lessons have been. I am in the tail end of your generation
and my teacher, even though he wasn’t a violent teacher by any stretch, was a
very direct teacher. The things that went on in those lessons shaped me as a
musician. And it has been a wonderful experience.
DRW: Continuing on, we have talked about your high school time. Talk to me about
auditioning for college.
RM:

	
  

Well, so all really I knew back then was Juilliard. I know Wynton went to
Juilliard. I knew of Eastman because Eastman professors would come down and
test us for theory at NOCCA so that’s how much I knew about Eastman. I went to
New York when I was in high school, and I was so scared of being in New York
that I decided I didn’t want to go to Juilliard. I was so scared because it was New
Orleans to New York City. It was such a big shock that I didn’t want to go to
school there. So I turned to Eastman. But then, I really couldn’t really afford
Eastman. I auditioned and they – let’s see how did we do that audition? I think –
just a tape. I think I sent an audition tape. I think I was playing the Arutiunian or
something like that. And I got in. I got into Eastman based on that tape. But I
couldn’t – my parents had no money so they – they gave me a lot of scholarship
but it still wasn’t enough. My parents couldn’t pay anything. In the meantime,
though, I had gone to the Boston University Tanglewood Institute for a couple
years. I was playing more orchestra music and meeting people like Roger Voisin
and Rolf Smedvig. I got to hear Empire Brass play at Tanglewood and I was
getting coached by some of those musicians. So Boston University gave me a
complete, full-ride scholarship. So that was my choice. But in retrospect, I mean,
being in Boston at that time was the best thing that could have happened. There
was a whole complex of practice rooms. When I got to school I was still kind of
sad because I didn’t get to go to Eastman. And I was scared because I would just
sit in that big dormitory. It wasn’t what I expected. All these, like, football players
walking around. People would say, “What is your major?” And I am like, “What
is my major?” I am a musician. I didn’t know what I wanted to do. I had one of
those big trunks and I wouldn’t unpack it. I got my trumpets and went down to the
(music) school and went into the basement. In the basement I ran into Sam
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Blafian. He had a studio in the back of the basement. And Sam said, “Glad you
are here.” I think he knew I wanted to go to Eastman so he told me, “It doesn’t
matter where you go to school. What matters is what you do in this basement.” I
was a very literal kid. I took his word for it. And from that point on, I was in those
basement practice rooms no less than five hours a day.

DRW: Wow. That is incredible.
RM:

That is what I did every day. I was down there all the time. Yeah, that was a big
lesson for me. The school or college you go to, it doesn’t matter. It is that
(wood)shedding. I was just shedding constantly. That was the whole – it was like
I have heard people say that this college is the best, or that college is the best ...
My experience is that it doesn’t really matter. You just need a practice room. You
need to be listening to music. You need good teachers to guide you. And a place
to practice.

DRW: Absolutely. Seems like you just need work ethic, you need consistency, and you
need to be able to be willing to do what is necessary in order to improve. You
need to be able to do it for a long period of time without much motivation other
than your own motivation. And it seems like you were able to exhibit this early
on. And man, your career has been amazing. I am so in awe of what you are able
to do. I still follow you on social media, watch your Rodney Marsalis Big Brass
and I am blown away. It is just amazing that you are able to produce such good
quality music. This is a wonderful, wonderful opportunity. I didn’t want to say
that in the middle of the interview. As you are talking about this, though, I am
getting, like, these mental pictures of the things that inspire me. What is funny is
that you are one of my inspirations.
RM:

That is very nice to hear.

DRW: I am speaking to somebody who I have listened to the recordings and I have
watched the films. And I have gotten into a practice room myself because I
wanted to get better. And now I have the opportunity to actually speak to this
person and it has been a wonderful experience thus far. Another thing I wanted to
ask you about was can you talk to me a little bit about Tanglewood and what that
is like?
RM:

	
  

Tanglewood – there were two ways to being at Tanglewood. Back then, it was
more like three ways. One was you were in the Empire Brass Quintet Seminar,
which was really cool because you had Empire Brass members ruling over it. Rolf
Smedvig, Charlie Lewis, Jeff Kurnow were there, Eric Russ was there,…. all
these amazing brass players who had been in and out of Empire Brass. That was
one thing but then, you had the Boston University Tanglewood Institute and that
is what I did. It was like an orchestral program. You are in high school but you
get to play with the conductors of the Boston Symphony, who will come in and do
a rehearsal with you. And you are getting this exposure to playing all this
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beautiful orchestral music. That was really cool. And the contacts that you make
when you do something like that … Quite frankly, one of the reasons I ended up
being principal trumpet with Barcelona Symphony was because, a French horn
player from the Boston University Tanglewood Institute ended up being in the
Barcelona Symphony. He called me and told me about the audition. There was a
networking that, to this day, still happens. I still network with people because of
Boston University Tanglewood Institute summer program.

DRW: That is awesome. That is awesome.
RM:

That is why those things are so important. The Eastern Music Festival, Boston
University Tanglewood Institute … all those things. The people you meet in those
things at those times are the people you are going to end up working with your
whole career.

DRW: How were you treated by your peers while you were at Tanglewood?
RM:

At Tanglewood, it was high school. And so it is a normal high school music camp
experience in that you are removed from your yearly high school situation. It is
kind of a fantasy world. You are around people who do what you are passionate
about. You are all together on this beautiful campus in the Berkshires. And
everything you need is provided. You don’t pay for anything. And so it was an
inspiration being around those kids back then. There are lifelong friendships that I
still have because of those connections.

DRW: Okay. That is amazing. That is awesome.
RM:

And then, in college later on, I was in the fellowship program, which is the
college program. That is a little different because those are people who are getting
ready to go into the profession. College-age and a little bit older. That is a little bit
more of a grown-up environment. I look back now at those people – they are all in
symphony orchestras, executive directors of symphonies, and yeah. It was all a
positive environment.

DRW: That is good. That is great. Was there a large community of people of color?
Were there black people there? Were there many other different nationalities
there?
RM:

No.

DRW: Can you talk to me at length about that?
RM:

	
  

There definitely wasn’t at Boston University Tanglewood Institute and orchestra –
of maybe 100 kids, there might have been two, maybe. And they intentionally
would work to make sure that they would find a Black kid or something. But
never a lot. And the same thing with the college program. It was me and Wayne
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du Maine, I think. As a matter of fact, I think there was even an issue because
Bernstein was going to take us to Europe and Wayne had already done two years.
You are officially only supposed to do two years of the college part, of the
fellowship. But they wanted Wayne to go for a third year. And then someone – I
had a friend who worked in the office and she told me it was literally a discussion
in the office … like, “We already have a Black guy in the orchestra so we don’t
need another.”

DRW: Wow. So what was that like?
RM:

Well, I didn’t hear that discussion, but in the end, Wayne’s amazing ability ruled
out and he ended up having that third year. But the fact that they even had that
conversation is – and now at this stage of my career I like to be a part of
diminishing those types of conversations … It is absolutely limiting that sort of
thinking. It is not just in our profession. It is in other professions, too. Were there
a lot of people of color? No, because they were always creating the situation of
“OK, we got one.” That being the case, there were never really any issues that I
could say because you didn’t have a lot of people who were – you didn’t have a
lot of Black people who were involved in classical music. For me, it was strange
because I came from this environment in New Orleans where that was all I knew
– classical music. Not just Wynton. There was a whole bunch of guys older than
me. It was New Orleans so I was mostly in a Black environment when was a kid.
So my image of a Black man was someone who was smart. Someone who was
strong. Someone who was really wise.

DRW: Absolutely.
RM:

It was passed down. That was the thing. It was like a cultural thing. You teach the
young kid. It was all about knowledge. There was a lot of stuff about knowledge,
knowledge and passing down wisdom. I didn’t have a big brother but I had a lot.
That was my image. Once I went into the classical world, I had already been
fortified with that. I was the only one, or Wayne and me were the old ones, but by
that time, a lot of who we were was already formed. But that was the situation.
And the sad thing is, it is still the situation today. You go and look at a summer
camp for classical music or youth camp for classical music, or my own orchestra
where I am principal trumpet here in Philadelphia … it is a problem on every
single level. Programming, the boards, the audiences, the music that is chosen.
Sorry. I am going on and on.

DRW: That is fine. This is wonderful. That is the whole purpose for this entire project is
to be able to talk about this and raise awareness and effect change in those areas
that you just described. By all means, there is no time limit. So make sure you feel
as comfortable as possible.
RM:

	
  

I appreciate that. That door has never been opened. I have opened it here where I
work at the Philadelphia Chamber Orchestra. I wrote a letter at one point basically
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saying, I have been here a while and I have been an asset musically to the group,
but this has gone on too long. I am sitting in this orchestra and I have not seen one
Black kid in the audience, or at rehearsal, and this is Philadelphia, you know. You
walk around Philadelphia outside, around downtown, inner-city Philadelphia, and
it has always been a very culturally mixed place. You go into our concert hall … I
have been here eight years and I haven’t seen not one group of kids from the local
schools. I put down a list. Number of African-American composers, zero. Number
of these types of composers, zero. Number of women, zero. Zero, zero, zero. And
I wrote down a list and I was, like, the reason this orchestra struggles is because
we are trying to exist in an ivory tower in the middle of Philadelphia. It is clearly
not working. I made a big stink of it and I figured they were going to fire me but
they didn’t. I really didn’t care. I hit that point where I didn’t care.

DRW: Absolutely. Yeah.
RM:

I am taking part of something that is injurious – I feel like it injures my soul to be
a part of this. If it continues like this I am not going to have any part of this. That
is when I started to really grow Big Brass as a business. It is funny because their
response that next season was they hired, like, three Black soloists. It was, like, all
at once. Lately it is, like, it is not as much as they are sitting around doing that on
purpose. It is just the way things have always been. So I do not think they are like
“we have got to stop any Black people from being a part of this organization.” It
is just they have a comfort level they have existed in. And the result is that, for us
in Philadelphia, you have pushed people away from classical music. It is only for
these people, for White people.

DRW: Right. I understand what you mean.
RM:

And now, you are struggling. And now because you haven’t made any
connections, you aren’t connected to the Black community here, you don’t feel
comfortable with the Black church here in town or feel comfortable talking to the
ministers because you have no connection. There is a whole legacy of no
connection. Now they are trying to create a connection. But that is not going to
happen overnight.

DRW: Absolutely. Any kind of relationship, it has to start small and there has to be some
kind of genuine feeling on the inside. It can’t be something contrived. I am so
glad that Philadelphia was willing to listen to what you had the say and make
some immediate changes. It seems that it is just not on their radar. They don’t
even consider or think of it. It is just like this is the norm and we are going to go
with it. This what we have always done so this is what we will always do.
RM:

Right.

DRW: They are forgetting entire demographic groups of people. And that is kind of
cutting it off in a way.
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It totally is. I was asked to speak on a panel at a conference in New York called
APAP Conference. One of the things I brought up was that no business would
operate this way. There is no way. There is no business that would decide to
completely ignore that group or do things that are patronizing to that
demographic. It is just bad for business, if you want to look at it that way. I was
asked to speak at a thing in Oregon next month about this very thing, again
because it’s basically bad for business. It is not good. It doesn’t work to have this
environment, thinking this music is just for these people [and not for anyone else].

DRW: You are right.
RM:

And the notion that they don’t like this sort of music. That is something Wynton
used to talk about. Music has been in the Black community since Day One.

DRW: Absolutely. It is in our fiber. It is in us. I mean music is a part of so many
different things. And also specifically New Orleans. You have music everywhere.
You had it at funerals, you have it at weddings, you have it at christenings, you
have it at church, as entertainment, in bars, in taverns. I mean you name it. It is
endless.
RM:

Right. Our culture, because of the segregation that we have had … the railroad
tracks, this side of town, these people, that whole thing … That brought that into
the realm of music so that people … My experience is – it is just downright funny
sometimes when people are like, “Yeah I went to Curtis.” I won symphony
auditions behind the screens in the United States and Europe, and yet very often
I’m asked, “How long have you been a jazz musician?” Jazz musician … I have
played classical in New York concerts. This concert is going to have Bach and
Mozart, but it will also have West Side Story. Oh I see. So mostly jazz, right ...

DRW: No, it is not jazz at all.
RM:

I say there might be some at the end. I tell them, these are classically trained
musicians. And they would say, “Oh. I see. Like Miles Davis, you mean?” I am
exaggerating but not that much, you know.

DRW: I understand.
RM:

That is how strong that feeling is of certain people can only do certain kinds of
music. It is wrong. It is not true. In my experience that is completely not true. But
it is something that really has to – it is something we really have to work on as a
society. And that is going to be the thing that, in the end, will save classical music
… when the doors really are open. That is the only thing in this country that will
save classical music – when everyone thinks Symphony Hall belongs to them.

DRW: You are right.
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I hope we get there. That is why I am dedicated to helping in that respect. That is
why I decided not to just stay in one region and just play in the orchestra in one
city. With Big Brass we tour the world. Almost every month we are somewhere.
That message is just kind of always there for us. I just feel like, in the time we
have now, that is good. It is spreading. You don’t hammer people over the head
with it. They see it when they look at the group. Like I walk out and play the
Hummel Concerto or our drummer might be a Japanese girl – it doesn’t matter.
What happens is people lose those artificial constructs, barriers that we have in
society. When they go to a beautiful concert - there is even a term for it –
suspension of disbelief. They actually lose that by the end of the concert. It is a
really beautiful thing. And that is kind of what my career has turned into. Playing
the trumpet as you and I know, you have just get into a practice room and share.
You sound great to me. I have been checking you out, man.

DRW: Oh thanks. That is such an honor to hear that from you.
RM:

I was like man that sounds great. Your piccolo trumpet is really very nice.

DRW: Wow! Man you made my day.
RM:

Like you said, you can tell in a couple of seconds what someone has done. You
obviously – you know that it doesn’t take like a lifetime to get good on an
instrument. It takes what you and I have spent some time doing. For me, at this
stage, I want to keep teaching but I also want to do something to help make it so
the doors are open to anyone. To get rid of this way of thinking that comes from,
like, the 1940s, ’50s, ’60s. It is in our society.

DRW: Yeah. It is sort of this – it is kind of an outdated way of thinking. Everyone wants
to cling to their stereotypes. Those stereotypes don’t work anymore. The world is
very diverse and people have different interests. It is time to address those
interests and to allow other people to be interested. Because if you don’t, you are
going to find yourself ostracizing the very people who want to support you.
RM:

	
  

Exactly. And you know, it is funny. There was a – again people were trying. Not
putting them down but I was talking to this girl. She is principal oboe with the
Baltimore Symphony. We played together when she was in Philadelphia. And
something came up where she said, “Have you seen our program and what we are
doing?” And I was like “Yeah. I have seen it.” I knew about it and I knew about it
from being in Los Angeles. Many programs that exist – I think, as I get older, I
am starting to say what I feel more because I don’t care as much. I was, like, how
many people are you producing? With your program of you going to the innercity schools, how many are going to end up getting into Peabody and then
possibly going for an orchestra job? How many have a chance? She is like “We
are giving them exposure.” I was like, “Okay. Let us talk about exposure. You
don’t have to do that in sports. Hey, we are exposing you to a football. Look at
that. We are exposing you to a basketball. That is all. You are not going to
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practice. We are just going to expose you to it. But in classical music, we are into
doing exposure.” I was like, “Katherine. Is that how you got good? Is that what
you did?” She is, like, “No.” And I was like, “I know. You did what I did. You
had a great private teacher. You took lessons. You practiced. You did, like, youth
orchestras. You did summer music camps. There are specific things you did that
got you to where you had a chance. If people had just taken you somewhere and
just brought you in a group and said here is some exposure … you know that
doesn’t lead to what you are doing.” I was, like, what I am interested in are things
that lead to that. Not for exposure. Not to be a role model. Or because it benefits
the organization doing it because they get grant money.

DRW: Oh wow. I didn’t know that.
RM:

They get grant money for doing those things. That is why it is beneficial for them
to do it. But it doesn’t lead to – none of these programs – and see, the thing is, as I
am older, I started seeing these programs when I was about twenty. I am 50 now.
So it has been thirty years. In thirty years’ time, these programs have produced a
negligible number of African-American Black musicians who end up going in the
orchestra world or into conservatories. If thirty years’ worth of this is not
working, this exposure — the string quartet going and playing for the little Black
kids — if thirty years of that doesn’t produce anything, that means you are doing
something wrong or that you don’t care. You really don’t want them.

DRW: I was thinking about that as well.
RM:

Yeah. If you don’t want integration, then just come out and say it because you are
basically just dooming your organization, or your field, or whatever. If you say I
am going to live in America and somehow, even though the demographics are
clearly showing rising numbers of Hispanic people, if you somehow think you are
going to survive as an all-White thing, then good luck. It is not going to work.

DRW: You are right.
RM:

Actually she agreed with me in the end. There are two different things. One is
exposure on these programs and play on Philly and beat on a drum and all of this.
And the other path which she and I were on and that you took, leads to someone
who could end up being called professor or playing in an orchestra. Those are two
different paths.

DRW: Absolutely.
RM:

	
  

I firmly believe in these kids – I am around these kids. If they had all the same
opportunities for real, and I am not talking about exposure, but real opportunities,
weekly lessons with an amazing teacher and going to something – all the exact
same experiences – this problem would not exist in twenty years. We would have
a more integrated society and the field itself would survive and continue because
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it would be more a part of society. Right now, classical music is almost played as
like dooo, doo, doo, diddle. It is almost played in the movies to, like, put people
off. These are rich people with their Grey Poupon. That’s the counter class of
music.

DRW: It is like counter-intuitive in a way.
RM:

Yeah. But I am glad she agreed that there are two different things. But – it makes
you very unpopular. The assistant principal of Los Angeles Philharmonic got very
angry with me in an online discussion because I said to him the same thing I just
said to you. He started saying “What about our program? We have a program and
are doing this and that.” And I said, “Is it producing anything? You are describing
what I was describing thirty years ago. Exactly the same and it didn’t produce
anything. Now you are telling me we are just going to keep doing it more? So you
really just want the grant money for your organization; you really don’t want an
integrated audience; and you really don’t want more integrated programming.
You really don’t want to have an orchestra where half of the orchestra is Black …
or a quarter Black.”

DRW: Just anything over two percent.
RM:

Yeah. Maybe that is where they are comfortable because it takes you out of your
comfort zone. I am not just saying Black. I mean anyone. Latin American. I don’t
care. But somehow – yeah. I think it is essential to things moving forward.
Whether it is from me. Everything I do is based on trying to push that forward.
Catherine, at least, asked me what could we do. And I told her “Give people what
you were given.” I think that is what we can do. I think there is a belief people
inherently, innately have abilities based on their race. I think that is one of our old
ideas.

DRW: When people just start saying these blanket things about race or nationality or
culture, it kind of turns the switch off for me. It says to me this person is not
interested in the person in front of them. They are interested in a way of thinking
that has been taught to them by a person who was ignorant. That they are not
willing to experience the person in front of them. I have experienced some things
in my life as well. That is the reason why this project is happening now because I
want – many of the schools I have gone to I was the only Black person there in
the studio. Take auditions, I am the only (Black) person who shows up. Even for
teaching positions. It is just endless. We need to get a larger pool of people. The
way we do it is by bringing awareness to people who don’t even have it on their
radar. They don’t think of it. They don’t even consider it. Maybe we can effect
change this way. Another thing I wanted – a few more things I want to ask
obviously. What is it like auditioning for a major symphony?
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What is it like? You know that is just a process. The people who do it end up
winning a job. Most of them go through this process where they take a lot of
auditions. I think I did like seventy.

DRW: Wow!
RM:

Yeah. I won about six of them which is a pretty good percentage, but I lost sixtythree. But the sixty-three I lost, or sixty-four, they were learning experiences. The
actual process is very similar. They bring you into the hall. They try to make it as
fair as possible. They have a screen. You walk out and they point to what you
have to play. The whole process is very, very similar. So figuring out how to win
in that process is – some people just get mad because they didn’t pick them or
they didn’t advance. I didn’t do that. I actually – every time I was, like, okay, my
Pertroushka…. I need to figure out how to get it so I am smoother in that second
run and work on some different fingering. I was constantly trying to get better
using that similar process. Which is about as fair as it can be. It is still not perfect.
Now I have been on the other side. I have been a judge in a lot of symphony
auditions and I can hear if it is a woman or a man by the way they breathe.
Women breathe higher and their inflection is different. But the process is not
always standardized for any symphony orchestra audition.

DRW: Another thing I wanted to ask you is how do you mentally prepare for something
like that? When you are on stage and personnel manager is coming to get you and
you are about to go on stage and you are past the preliminary round and in the
quarter finals or finals. What do you have to do in order to get yourself mentally
ready for that?
RM:

That is a good question. I will try to reference the types I have won. When I won,
I was playing the excerpts but I wasn’t just hearing excerpts. I really was hearing,
like, the orchestra. And while I was playing it in the orchestra. And so you kind of
lose awareness of “I am in an audition.” They are listening to every note … [but]
you lose that consciousness and your mind is really in the place it would be if you
were playing the concert … or you were playing the Mahler Three in the middle
of the symphony, the post horn solo. That is the feeling I would have. So to get
that feeling, I practiced that a lot. Like I practiced. I listened to recordings
constantly. I would go to the library and listen to every recording of Mahler Three
– that is how you can get yourself in that state. It is like a state of being when I
won. The times I won that was the state of being. The times I didn’t win, I was
very conscious of everything. That is what I have found so far.

DRW: Another question, in the final round what was the reaction from the panel to see a
person of color advance to the finals?
RM:

	
  

Man, that is a great question. So the first time it happened was when I was
nineteen. I went down to the New Orleans Symphony audition. I don’t remember
who else was there. For the first rounds I was a complete novice to it. But the
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funny thing is one of my colleagues was principal trumpet of Milwaukee
Symphony. He was a kid. He was a little bit younger than me. He was there, a
bunch of other people were there. We played behind the screen. Then the finals,
they moved the committee. They were up in the balcony and it was just me and
the principal trumpet player. This was a second trumpet position. And the thing is
though he is a really cool guy, Paul Randall. In retrospect, now that I think about
it, he is sitting here, he has a nineteen-year-old Black kid and you know, he
treated just like he would treat anybody else. I remember he was like, “We are
going to play this here.” And the music was dun, dun, dun dun, dun dun, dun dun
dun, dun dun, dun dun dun, da da da da da, dun dun, dong. And I am looking at
him, like, this isn’t hard. He is like, “We are going to play this together.” I was
like, “Okay.” I had never heard it before, but it was Dvorak Eight, the last
movement. And we played and it was really in tune. He said that is why I won the
audition – because when we played it, it was really in tune. I wasn’t thinking,
“Oh, I have to try to play in tune,” because I worked on basics so much. I was in
the center of notes and stuff. Again it was the basics. As far as seeing Black
people for the first time, to be honest for you, that particular committee was made
up of people in the New Orleans Symphony … I guess I was nineteen, so about
four years earlier, there was a youth orchestra audition and they were on the
committee for that. It was for a youth orchestra but was also for college students
(and community players). That committee actually picked me to be principal
trumpet. A high school kid, in front of the college and older people. Got to my
first rehearsal and I sat down, college kid sat down second, and whoever was
playing third. I think it was a local older person. The conductor walked in, looked
at us and said something like, “Oh, got to have age before beauty.” Made a joke
out of it. He called that guy up to first and put me on second because he felt more
comfortable with a White guy in front of the Black. My respect goes to that
committee, though. When they put me on first trumpet, they knew that was
controversial. In the ’70s and early ’80s, it was super controversial. You put the
little sixteen-year-old Black kid as first trumpet. Wynton was put on as third
trumpet when he was in high school in New Orleans. This sort of thinking still
exists. It does still exist. This is the sort of thinking that – I don’t think it will be
that hard to defeat, but that is what I experienced. It is a matter of where you
belong. So if I am still running into that “Oh, you must play jazz,” that sort of
thinking is still there. That was my experience but my hope is that by the end of
my career that sort of thinking sounds ridiculous to everyone.

DRW: Yeah. Wow. That is an incredible story. Can you talk to me a little bit about your
first day in the Philadelphia Chamber Orchestra? After you won the audition, and
you are there, and it is your first day. Can you talk to me a little bit about that?
How did your colleagues take that? Were they excited? Was there some
hesitation? What happened?
RM:

	
  

You know what I will do, I will talk more about the one that I auditioned for
which was the San Diego Symphony. That was right out of college.
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DRW: Okay.
RM:

First day for that I remember the security guard was there and we were rehearsing
out at the marina and cars were pulling up. I remember this very beat up car with
some freelance musicians who must have been playing with the orchestra. They
pulled up to the guard and they said, “We play with the symphony,” so he let
them go. I pulled up and I had just gotten a new car … had my first car, a new
Ford Probe ...

DRW: Yeah.
RM:

I pulled up and I was like, “Yeah, I am here to play with the symphony.” And the
guy was like “No, you don’t.”

DRW: Oh, my goodness.
RM:

That was my first day. My first day with the New Orleans Symphony, I showed
up with my case and the people who were walking in were like, “Oh! Are you
here to play basketball? We will move our cars.”

DRW: Oh wow.
RM:

Those are my two first-day experiences. I am a stubborn guy so that is why I have
stayed with it all this time.

DRW: You have persevered. Just the thought of it as a nineteen-year-old that would
crush me.
RM:

But you know what the funny part is? I am holding a quad case. I had a big old
quad case. I am short and I am walking towards the rehearsal room. Which is
actually one reason we always plays the “Hallelujah Chorus” from Messiah is
because that’s what we were rehearsing that day. It’s actually in the Big Brass
Show. We always play it. I was walking towards that and they were like “Are you
here to play basketball?” I am like, your eyes and your concept of reality are so
skewed by your notions that you can’t even go with what your eyes are telling
you? A short kid with a big quad case walking towards a rehearsal hall and you
think I am here to play basketball? Do you think I have a flat basketball in this
case?

DRW: Oh, goodness. Oh, goodness.
RM:

	
  

I will just be honest with you. No one has ever asked me before, but those were
my first experiences.

	
  

223

DRW: Wow. Did you have any – did you receive any racially-motivated behavior from
colleagues and, if you did, can you give an example of a situation like that that
has happened, if anything has ever happened?
RM:

Well, here in the States … the most obvious one was when I was in San Diego. I
was assistant principal, which meant if the principal wasn’t there, I had to play
principal in the orchestra. There was one concert where I was supposed to play
principal and the personnel manager, this older white guy who used to be
principal, was subbing. He was a substitute. The operations manager said, “John
is going to play principal for this concert.” I was, like, “Whoa! I am assistant
principal here. If principal is not here, then I play principal.” He was, like, “John
was principal with us for a long time and he is the older, respected position.”

DRW: Oh, man. Wow.
RM:

At this point I am under contract as assistant principal. I stopped everything. I
went to the head of our orchestra committee, Richard, and said, “This is what is
going on. He said this substitute should play principal instead of me on this
concert. My contract says I am the person who does this.” And so everything
stopped. The rehearsal, everything. We had to stand in front of the stage and the
conductor, who is Jack Everly at the time, and we were playing a really hard
piece. It was Pictures at an Exhibition, I think. And some pop things or
something. And we stood there, we talked. The committee person was like, “Yes,
this is his job” to the older white guy who was the operations manager. The
conductor said, “That is how it should be. He is the principal.” And the concert
went on. So I played principal trumpet. But now it is a whole different set of
pressure that has been put upon you. Right?

DRW: Yeah.
RM:

So, it is not the normal pressure but in a way I am glad I did that. I have had that
my whole career. It actually makes you stronger and better because you get more
focused. I was more focused on that concert. It was one of the best that I have
played because of that resistance. It is resistance. I have always experienced that
resistance. When I was in the Barcelona Symphony, I was principal trumpet there.
The principal trombone told me – first of all, he voted for me because I played
better than everybody in the audition. But he hated the fact that I was there. He
told me that. He said, “I will never like you. I will never like you being here.”

DRW: Are you serious?
RM:

	
  

“Let’s go for lunch, for a coffee.” We went to coffee and I asked him, “Ricardo,
Why are you giving me this vibe?” He said, “I will never like you being here.”
And he started going on. For him it was more of the Americans. He wanted a
Spaniard to play in that position. And I was like, “Ricardo, I am teaching all these
Spanish kids how to play in an orchestra because they weren’t trained that way

	
  

224
before. I am training them. They are going to end up playing in the orchestras
here in Spain.” But for him, it was just too strong. He didn’t want it. He never
talked to me. We have played amazingly beautiful concerts together. We played
all the Mahler symphonies together. We played Histoire, we played all the
Bruckner Symphonies. We played concert after concert. And that first trumpet,
first trombone … a lot of that stuff is together, especially Mahler symphonies.
Half of the time he wouldn’t look at me. He would never say good job, never look
at me … but again, that made me –I went, like, three seasons. I would not crack a
note. I wouldn’t give him the satisfaction of one cracked note. I was so focused
for three years of concerts, radio broadcasts, and everything, because I knew how
much he hated me. I was like, I will not give him the satisfaction of hearing – so it
turned out – three years of that as principal trumpet is really good for you. Your
focus gets really good. So anytime I have had that sort of resistance, I find that a
lot of it is race. It is racial. Of course it is. He doesn’t like – to him I am an
inferior person, so the last thing he wants to do is to be on the same stage as an
equal to someone he considers inferior.

DRW: Wow.
RM:

For me, I use it as energy and fuel for focus, you know. That came with me. I
could have been, like, cowering or pissed off. I wasn’t. It just made me more
focused. I went through like three or four seasons. If I cracked a note – in one
concert, I think I cracked one note in one spot.

DRW: What was his response to all of this at the end? Did he ever change his view or did
he just remain a racist until you all parted ways?
RM:

That is a good question. You know what happened to me at the end of Barcelona
in my tenure there, right?

DRW: I read about it in the New York Times.
RM:

Yeah. That was a social thing where, basically, they were just beating the crap out
of all the Africans. I saw it happening in society. They would round up Africans
in the middle of the city in Plaza Catalunya. I almost got rounded up a couple of
times and then they would see my ID. I was, like Jesus, what is going on in this
place? Finally they attacked me from behind and I didn’t see it coming. A bunch
of guys just jumped me.

DRW: What?
RM:

I didn’t see it coming. They jumped me. Even when it was finished, I was, like, “I
am principal trumpet of your orchestra.” So now, they actually had done
something extremely dangerous to their own careers ...

DRW: Absolutely. Absolutely.
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… Because it became an international news story. By the relationship with those
guys, no, it never really changed. And then I left Spain after that. I don’t know if
he changed. I don’t know. Maybe. He ended up hiring one of my students for
principal trumpet.

DRW: Okay. So maybe …
RM:

A girl.

DRW: Your spirit is still there.
RM:

Mireya is still there. She is still there. And the kid who plays – I think he plays
second or assistant in the opera is another one of my students.

DRW: That is fantastic.
RM:

So maybe he remembers that conversation where I told him this is what is going
to happen. Maybe.

DRW: Wow. How stressful is having a position in an orchestra?
RM:

You know, the funny thing is, and this is just trumpet player talk, it is actually
easier to play principal trumpet if that is what you trained to do. You are in a
leadership position and the only person you really have to follow is the conductor.
Sometimes it can be easier if that is what you have been training to do. I think it’s
actually easier to do that than sometimes to play along with someone else. You
get used to it. You get used to that feeling that it has to be there in that moment.
That is what orchestral playing is all about. You have to be there in that moment.
It is mental focus. A lot of books I read back then, and still to this day, are all
about sports, athletic sort of mental training. And you get to the point where you
get pretty good at it. Where you know how to, in the moment, hit that top line G
in the middle of the note because it is something you are doing every day. So it is
not terribly nerve wracking because you are doing it daily in concerts. You get
used to it. It not terribly nerve wracking.

DRW: Were you required to perform on a specific brand of instrument or mouthpiece
during any of your orchestral experiences?
RM:

	
  

At one point when I was in San Diego Symphony, the principal trumpet player
played a Monette. We were doing something like Firebird and he wanted me to
play a Monette. I couldn’t buy a Monette so I started to experiment with different
lead pipes trying to match the Monette, but I am on a Bach, so it’s just not going
to match. The sound is just not going to match. There was a little friction because
my sound wasn’t going to match his and I wasn’t going to buy a Monette. Look,
they hired me on the Bach. They should have hired someone on the Monette if
they really wanted that sound. They are different. All the conductor sees is your
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bell. They don’t care what you are playing. They want you to get it right. They
want to hear the part played where you are not struggling and where it is in tune.
At that point I started concentrating on more, like Vacchiano’s way of playing,
where I had a trumpet that would work. The Bartok Concerto for Orchestra – that
da, da, da, dit, dit – I would pick up the piccolo trumpet and play that. I would
find a trumpet that would work to make the sound. I’ve found that conductors like
it if you make it sound like it is musical and easy; they don’t care what trumpet
you use, and they certainly don’t care what brand. They just want to hear it played
well. So I have never really cared that much about that stuff. I haven’t had a lot of
mouth-pieces. I have always relied on the basics. I am always back to basics. We
have been in concert for two weeks now in Big Brass, and for the next week or so,
I am back to basics again. I am right back to that same stuff I learned through
George Jansen. I am going to be in my basement doing slow, soft basics. That
seems to be – that keeps you. It makes it so all the other stuff doesn’t matter. The
equipment doesn’t matter as much.

DRW: Okay. I have just a couple more questions. What was your most memorable
moment in the orchestra?
RM:

You are asking very good questions. The most memorable moment now is when –
well, it all ties in. The very first excerpt I ever learned from Jansen was the offstage solo from Beethoven’s Leonore. And the most memorable moment was at
Tanglewood. I was backstage. Leonard Bernstein, this was, like, basically, he
only had two more months to live. Bernstein was standing behind me and Roger
Boylan was holding the door opened for me while I played the first part so it
would sound louder. When I played the second part, he was like, “I am going to
close the door at the end.” So as I was playing that last long note, he closed the
door slowly so it the effect, was more intense for the audience. The most
memorable thing about that – first of all, Roger Voisin and Bernstein are standing
right there as I am playing this – so I finished it and Bernstein says, “That’s the
best I have ever heard that.” And I was so in the moment that it didn’t register
with me that it was Leonard Bernstein and that he had played that piece a lot.

DRW: Yeah. Like, all the time.
RM:

And I remember there was a German fellowship student conducting. We are
standing there and Bernstein is like, “What is going on? How come he isn’t giving
you a bow?” He was, like, “Fine. I will give you a bow. He takes my hand and
pulls me out onto stage in front of like the whole 5,000 people in the audience at
Tanglewood. And Bernstein was, like, “That was a trumpet player.”

DRW: Wow! That is incredible.
RM:

	
  

In retrospect, when I think about Lenny Bernstein, the Jewish guy and the
German conductor who was going to keep me hidden, that is why he didn’t – I am
not going to say he did it on purpose, but he was going to keep it hidden of who
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just played that offstage solo. Bernstein was like, hell no. I am seventysomething-years-old and – and Bernstein is the one who brought the Black
Panthers. It was a big controversy. He had brought the – he did a benefit for the
Black Panthers. Huge uproar.

DRW: I did not know that.
RM:

If you search “Leonard Bernstein Black Panthers,” it will come up. It was his way
of saying you are not going to keep that hidden. That is the guy who just played
the solo. That to this day is still the most memorable moment in classical music
for me.

DRW: That is tremendous. That is amazing.
RM:

You don’t realize it in the moment, but in retrospect, all of the implications of that
was pretty cool.

DRW: What would you say to a person of color who desires to pursue a career in
orchestral playing?
RM:

What would I say? I would say find a mentor, find a mentor. And it all depends
on the age of the person. Are you saying like someone who is …

DRW: I am thinking someone, maybe a junior, senior in high school, or college
undergraduate.
RM:

Same thing. On your instrument, find someone who won auditions. Get with that
person. Because Frank Kaderabek used to read from this book by Clark. And
Clark’s philosophy was, if one man can do it then another can. If one person can
do it, then I can do it. It is a very simple philosophy. If you want to play orchestra
some day and you want to win an audition, find someone who plays orchestra and
won auditions and soak up everything you can from that person. Find a mentor
who did what you want to do. It is that simple.

DRW: This has been a wonderful interview. I am so grateful that you have taken out time
of your busy schedule to speak with us today and share your experiences. This is
an amazing opportunity and I am so grateful. In some point in my career, I am
going to try to get up to Philadelphia and take a lesson. There are some things I
want to work on in my playing, as well. We are all students regardless of where
you are and I am always open to learning more.
RM:

That is great.

DRW: If I am – well not if, but when I am in that part of the country, I will definitely
look you up and definitely be in contact with you.
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That would be amazing.

DRW: After this has been over and it has been transcribed, I will send you a copy of all
of this so you can keep it for your archives or whatever.
RM:

I would love that.

DRW: That way it can be completely transparent and that sort of thing.
RM:

I love that. You know about the retreats we do, right?

DRW: I have seen those but I don’t know very much about them.
RM:

Maybe at some point, you and your students could come to something like that.
Those are where we take like a house on the beach in North Carolina, a huge
mansion. Usually there are, like, ten rooms and everyone gets their own room.
Then we bring in people from our field to live in the house and work with those
students every day for, like, a week. And we get different people, like, we will
bring in – New York Philharmonic people, soloists, Rex Richardson, Jens
Linderman, people from Canadian Brass, always someone who is famous in our
field. Instead of seeing them in ITG, you actually hang out with them all day and
do master classes and stuff.

DRW: That is really cool.
RM:

Yeah. So anytime. Maybe your school can offer some support. We have had
people do that where the schools would support a few students to do it.

DRW: It is definitely something I will talk to my department chair about and we will try
to move forward. I will definitely be in contact with you about it.
RM:

I will send you some links to that stuff. That is the kind of jumping point. A lot of
times someone can go to something like that and end up being – it doesn’t take
that long. That kind of experience can make someone, like, “I am really going to
do this” or “Maybe, I am not going to do this.”

DRW: Well, again thank you so much for your willingness to do this. I will be in contact
about what happens next with the transcription. And again, thank you so much. I
hope you have a wonderful day.
RM:

Thanks Demarr. I really appreciate it, man.

DRW: Thanks. Bye-bye.
RM:

Talk to you soon.

DRW: Alright. Bye-bye.
(End of interview)
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