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ABSTRACT

The Distin Family and its Influence on the
Development of the Brass Band M ovement in

Nineteenth-Century Britain.
Ray Farr

This dissertation examines the influence of thaiDiBamily brass ensemble on the developing
brass band movement in nineteenth-century Britasmwell as drawing critically on previous
research - e.g., Herbert (1991), Myers (1991), Nemes (1998), Jones (1995), Taylor (1979),
Russell (1997) and Scott (1970) - the thesis rev@x@s and re-interprets the significance of the
Distins in the light of new empirical and archivakearch carried out as part of this project. The
focus of the research is on the significance of Bhistins’ contribution to the following
important aspects of the historical developmenbmiss bands: brass performance practice,
repertory, publishing, contesting, and the tecHraca technological development of instrument
design and manufacturing. The claim is made thatrttportance of the Distins lies in the extent
of their artistic ambitions, their capacity for geme innovation, and their tireless business
acumen and entrepreneurship.

Throughout the nineteenth century the brass baodement emerged as part of the
larger processes of social, cultural and politicdlange, and the rapid progress of
industrialization. These changes manifested theraseélso in the brass band world, most
significantly through the introduction of valvedstruments (particularly the saxhorn), the rise
of mass production and new markets, and the gradoetase in leisure time and a relative
improvement in social conditions. This dissertatawgues that what distinguished the Distins in
this historical context was their capacity to rewsg opportunities, both artistic and
commercial, and through their entrepreneurshiplag the leading role in the establishment of
the brass band movement in its modern form.

The discovery of new material in the course of tégearch for this project challenges
established views, ideas and conceptions of théuegen of brass bands and their repertory.
Particularly relevant in showing the importancela Distins to brass bands are the documented
newspaper and magazine reports from an estimat@dd @erformances during their concert
tours around the world, many of which are refertedand included in this study. It was
therefore also in part due to their fame as peréosnthat the Distins were able to wield such
influence, as a result of which thousands of bizasds sprang up throughout Britain in the
nineteenth century. Against the claim (Rose, 1888) ‘Adolphe Sax was the inventor of the
brass band’, the evidence presented by this das®rtshows that the Distin contribution (in
spite of its sometimes dubious appropriation of theas of others, including Sax) was
ultimately the more significant. While each separatrand of the Distins’ entrepreneurial
activity and their seminal influence on early breaad development is shown to be crucial, it is
the combination of these strands which is used a&enthe case that without the Distins, the
brass band as a medium would not have become ishtathl
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| ntroduction

The focus of this dissertation is the emergencihaif very British institution, the brass band in
the mid-nineteenth century, and in particular tbie played in this by the Distin Family brass
ensemble. This thesis argues not only that ther3istlistinctive contribution was to act as a
catalyst for the development of the brass band mewt from its early fragmented beginnings,
but also — and most importantly — that without tle@intribution the brass band as a formalised
and established medium in the form in which we knbwoday, together with its associated
culture, would not have come into existence. Thisiot to say that the Distins were the sole
cause for all that followed, but it is to say thia¢irs was themost significant influence (both
directly and indirectly). The aim of this projestto explore the extent of the influence exercised
by this family of musicians on every aspect of breand development in Britain in the years
1830 to 1860, and to do this through a detailednexation of their impact on the spheres of
performance practice, manufacturing and instrumecinology, music publishing, arranging
and dissemination, and the central role of bandest® to the movement.

Methodologically | have taken a range of approachekis project. First and foremost
this is an historical musicological study of thestns, their influence and the context in which
they worked. This has involved a considerable amainarchival work, and | have made
particular use of materials discovered in the oeur§ my research in the British Library
(especially Collingdale), the National Library otdland, and the Brass Band Archive in
Wigan. At the same time two other approaches hasen ltaken, which have been quite
fundamental to the nature of the material itselheQof these has been the editing (and
preparation of performing editions) of early brassid scores from the mid-nineteenth century
that | have shown to have demonstrable links tdXiséns. The other approach has been to seek
out original instruments from the period, both taka a collection of these instruments for
research purposes and to employ them in the peaforenof some of the music of the time. This

has been essential not only to discuss these metris in the context of the technical and



2
technological innovations of the period, and towvshibow Distin was involved in these
developments (as well as the way in which he @tilildeas that had originated from others like
Sax), but also to use them for performance. Asaddepsional conductor, arranger and brass
player myself | have been able to attempt to reéerdad sounds and performance styles of the
time, and to contribute to our knowledge of eantgds band music-making. Building on the
evidence accumulated through this tripartite apgnazt archival work, editing of early editions
of scores, and practical exploration of brass umsénts of the period, some manufactured by
the Distins, | have been able to support my claofficiently to be able to speculate with some
confidence on the distinctive features of earlysbrband performance practice in the middle of
the nineteenth century. While one can never beaicem this kind of territory, because of the
absence of complete sets of documentation, ando$lyi because of the lack of recordings,
nevertheless one must at a certain stage be isiagooto be able to make reasonably educated
guesses.

In the course of my research | have uncovered nupuekiously overlooked archival
material that casts new light on the historical amance of the Distin Family and its work, and
which clearly shows the need for a re-evaluatiothefr significance. This material challenges
established views, ideas and conceptions of thie bfrbrass bands and the development of their
repertory during the nineteenth century, and alsoves to indicate something of the
contemporary fame achieved by the Distins in allkwaf life by the 1860s. Indeed, striking
evidence that they had become a household namediYictorian Britain is the reference to
them, and the humorous consequences that mightfloawed from their ubiquitous presence, is
to be seen in the cartoon drawing in the magaRumeh (1862) which shows Henry Distin as
multi instrumentalist testing a collection of ingtrents just prior to his extraordinary trade stand
at the International Exhibition. Evidence of thisik is mostly ephemeral, but some is of real
substance, with evidence of the Distins’ involvemianthe creation of a distinctive repertoire

for the band movement they had encouraged, andoeisiagly supplied with instruments.
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Brass bands have generally been categorized asulggomusic’, and Herbert has
suggested that brass bands and their music haeeddittle scholarly interebuntil relatively
recently because of this ‘popular music’ label @ied to them. The earlier literature on the
subject from the nineteenth century includes tlom@ering books by Algernon Rose, likalks
with Bandsmen® (1895) and also by Enderby Jackson in Giggin and Promotion of Brass
Band Contests (1896); however, these are largely personalizedhi@mated, and imprecise
accounts, and are thin on historical detail. Th&t §erious text on the subject only came in the
1930s, when Russell and Elliot publishEe Brass Band Movement® (1936)

It was Arthur Taylor's boolBrass Bands® (1979), and also Jack Scott’s pioneering but
still unpublished PhD dissertation ‘The Evolutioh tbe Brass Band and its Repertoire in
Northern England’ (1970) which first drew attention to the geneealK of serious research in
this important area. Subsequently the developmettieobrass band movement in nineteenth-
century Britain has been extensively researched doodimented by a number of significant
scholars in this field. Particularly important amgothese are Dave Rus$e{tL987), Trevor
Herbert7(1988, 1990, 1991, 1992, 1998, 1999, 2000, 2004)0ld Myer§ (1991, 1997, 2000,
2003, 2011), lan Jone$1995), Roy Newsont& (1998, 2005, 2006), Lloyd Farrar and Robert
Eliasort* (2001), and Eugenia Mitroufia(2011).

That the Distin family had a role to play in thevedlpment of brass bands has certainly

been acknowledged, especially by Jack Scott (1&Ho) states that ‘John Distin ... eventually

! Herbert, Trevor, ‘Nineteenth-Century Bands: ThekMg of a Movement', in Trevor Herbert (edBands: The
Brass Band Movement in the 19th and 20th Centuries (Milton Keynes: Open University Press, 1991) p.7.

% Rose, AlgernoriTalks with Bandsmen. (London: Bingham, 1895).

3 Russell and ElliotThe Brass Band Movement. London: Dent, 1936.

“ Brass Bands by Arthur Taylor. Granada Publishing Ltd FrogmdBe Albans, Herts. 1979.

5 Scott, J.The Evolution of the Brass Band & its Repertoire in Northern England (Thesis submitted to University of
Sheffield 1970).

® Russell, DavePopular Music in England 1840-1914 A social history (Manchester: Manchester University Press,
1987) p.175.

’ See bibliography.

® Ibid.,

® Jones, lanBrass Bands in York 1833-1944 (York: University of York, 1995).

1% See bibliography.

1 Eliason, R. and Farrar, L. P. ‘DistirGrove Music Online ed. L. Macy

12 Mitroulia, Eugeniaand Myers, Arnold, ‘The Distin Family as Instruméfékers and Dealers 1845-1874'.
Scottish Music Review, Vol. 2, No 1 (2011).



4
became one of the most important personalitieshefrtineteenth century in brass music’
Lloyd Farrar and Arnold Myers (2003) also claimttiae Distin Family ‘indeed influenced
greatly the world of instrument manufacture and elplosive growth of brass bands during
their lifetime’** However, most scholars agree that brass bandshanBistins deserve more
attention from historians and musicologists. Myamnsl Mitroulia acknowledge that ‘the Distin
Family is today unknown to most peopte’My research project takes its cue from the work of
scholars such as these, and it seeks to fill irs gayol shed new light on already known facts.

Myers and Mitroulia state that the Distin influeneeas equally divided between
performing and manufacturing enterpriesvhile Robert Eliason and Fartamaintain that it
was the acquisition, by Distin, of the British aggrior saxhorns that was the key factor in the
development of the amateur brass band movelfigdh examining the evidence | propose a
different interpretation. The agreement betweenlpli® Sax and the Distins was made around
1845 and transferred soon after Henry Distin tooktiol of the company in 1851. This five or
six year period is too short to be considered § feetor and it is my view that the sale and
distribution of saxhorns during those years, whastils had the agency, was only a small
contributing factor in the development of the brassmid movement. | argue that the most
important factor was the Distins themselves, thhotige full range of their activities within the
brass band world over decades, which combined e bhgpowerful influence on almost every
aspect of banding. Providing saxhorns for a sheriogd was only a small part of their
contribution, and as | claim in this dissertatidhere was more to their influence than

performances and manufacturing. Following Adolpte’$s design, the saxhorn instruments

13 Scaott, J.The Evolution of the Brass Band & its Repertoire in Northern England (Thesis submitted to University
of Sheffield 1970)

Y Farrar, L. P. and Myers, Menry John Distin, Paper given at the Galpin Society Conference asid4l
Instruments, Oxford, London and Edinburgh, 7 Auqg$3.

15 Mitroulia, Eugeniaand Myers, Arnold, ‘The Distin Family as Instruméfdkers and Dealers 1845-1874'.
Scottish Music Review, Vol. 2, No 1 (2011).

18 Mitroulia, Eugeniaand Myers, Arnold, ‘The Distin Family as Instruméfékers and Dealers 1845-1874'.
Scottish Music Review, Vol. 2, No 1 (2011).

" Eliason, R. and Farrar, L. P. ‘DistirGrove Music Online ed. L. Macy (Accessed 27 March 2008).
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were taken up by almost every kind of band througtiurope and America and even Hector
Berlioz championed the cause. At that time hundrefisiot thousands, of amateur and
professional military bands became established;elvew it was only in Britain that the all-brass
band took root and developed into a movement vaiilether countries chose to incorporate the
saxhorns into their existing wind bands. While thasons for this phenomenon are due to a
complex range of factors, it will be argued that thost significant difference was that Britain
had the Distins.

The structure of this dissertation is built aro@mdexamination of key issues concerning
the Distins’ contribution to the development of theass band movement. | argue that the
influence of the Distin family, in particular of B and his second son Henry, was fundamental
because it engaged materially with the developnoénbrass bands in six substantial and
concrete areas: (i) performance; (i) performinglest, techniques and repertory; (iii)
instrumentation and the gradual standardizatiothefformat of the modern brass band; (iv)
brass instrument importation, retailing and manuwfigicg; (v) arranging and publishing of sheet
music; and (vi) contesting. The dissertation fali® two main parts: Part One, consisting of
Chapters 1 to 4, and Part Two, consisting of Chragido 8.

Part One provides a historical context for the ttgw@ent of what became the ‘brass
band’ and sets out to place the Distins within #nisl to argue a case for their seminal role.
Chapters 1 to 4 set up the main stages of my anguamal provide an overview of the activities
of the Distins, which the main emphasis on theqakfrom 1835, which marked the beginning
of their family group performances, to 1868, whieas the date when the Distin manufacturing
business was sold. | propose that to understandignégicance of the Distins’ contribution it is
first necessary to get a sense of the historicatesth of bands and ensembles in the period
leading up to 1835. Chapter 1 accordingly givesaecount of the beginnings of the bands in
early nineteenth-century Britain and goes on twiol®an overview of the key developments of

the brass band in the light of the Distins’ sigrafit interventions and the importance of their
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entrepreneurial activities. Chapter 2 examinesinbdesiduals in the Distin Family brass group
and their particular skills. It does this throughging particular emphasis on John, the father of
the family who was the virtuoso trumpet and keyedlé player who founded the Distin Family
ensemble and who instigated their business enseprnitially in connection with Sax. It also
emphasizes the great importance of Henry, Johe@nseson, who was directly responsible for
developing the Distin Family business intereststlre direction of musical instrument
manufacturing. Chapter 3 considers the Distin Rarbilass ensemble itself, its performing
activities, and how the group evolved through eixpentation with different instrumental
combinations into what we might today recognizeadsrass band. It also sets out to indicate
how the Distin Family ensemble served as a roleehtmdthe developing culture of nineteenth-
century banding, and how at the same time it cdddsaid to have functioned as the ideal
marketing vehicle for the promotion of the instrurtge first of all imported, and then
manufactured by the Distin firm. Chapter 4 discegbe importance of the Distins’ performing
activities in relation to their contribution to trdevelopment of repertory together with the
influence of their presentational style.

Part Two takes up key issues raised in overviewart One and seeks to develop and
expand them in more detail in Chapters 5 to 8. T®hapter 5 focuses on the instrumentation of
the ensemble and the adoption of saxhorns. Ché@pmramines the important role played by the
Distins as instrument manufacturers. Chapter 7 e@srthe output of the Distins as composers,
arrangers and publishers, and the influence thisdmathe developing repertory for the brass
band movement. Finally, Chapter 8 considers brasd bontesting and the Distin influence.

The dissertation is divided into two volumes. Vokir®ne contains the dissertation
itself, while Volume Two contains the extensive &pgices. As discussed within the body of
my main argument in the dissertation, importantutioentary material is presented in the
Appendices, to which the reader is referred atvesle points. Appendix A provides a

chronological list of nineteenth-century events aafformances related to the Distins with
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advertisements and reviews made from archival rese@ppendix B is a copy of the Sax
Instrument Catalogue from 1877; appendix C is dibigpertory list; and appendix D is a list
of Distin patents.

In the process of carrying out the research fos gtudy | have also accumulated a
collection of early brass band scores (many witiediDistin connections) and | am currently
preparing scholarly editions of them. These schladitions (which have already found a
publisher) will, hopefully, be taken up by moderands and come to be regarded as an
important aspect of the band heritage. These adit@we not included here as such (I anticipate
using them as part of a future research projelthoagh the original unedited versions are often
referred to in this dissertation. Also embeddedughout the dissertation are illustrations and
photographs of nineteenth-century brass instrumemtsluding several Distin antique

instruments in excellent condition, some of whidtave used in recent period performances.



Part One



Chapter 1
The Evolution of the Brass Band Movement in Nineteenth-Century
Britain

I ntroduction

The brass band represents one of the most remarkatking-class cultural achievements in
European history according to Dave Russéllirthermore, Russell claims that brass bandsexteat
the first mass involvement of working-class peapléenstrumental art music, not just in Britain,
but possibly anywhefeand by the end of the nineteenth century thousahdsese institutions
existed® Supporting these views, Trevor Herbert has stiesteass bands are important to
Victorian cultural, social and music histofy’However, this movement did not simply appear out
of nowhere. A range of social, cultural, and impatly, technical and technological developments
also provided the foundations for the emergencthisf phenomenon. At the same time, certain
individuals, now largely forgotten by the brass dhanovement itself, played a fundamental and
decisive role. Central among these individuals wdsbn Distin and his remarkable family of
musicians.

This dissertation takes as its starting point vi@ivshe relative significance of the Distin
Family in the development of the brass band toduend in the existing research literature. For
example, Jack Scott writes: ‘John Distin ... evalyubecame one of the most important
personalities of the nineteenth century in brassieit while Lloyd Farrar and Arnold Myers

claim that the Distins indeed, influenced greatlg tworld of instrument manufacture and the

; Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1992))%.
Ibid., p.7.
3 Ibid., p.186.
* Herbert, Trevor, ‘Nineteenth-Century Bands: ThekMg of a Movement’, in Trevor Herbert (edBands: The
Brass Band Movement in the 19th and 20th Centuries (Milton Keynes: Open University Press, 1991) p.7.
® Scott, JackThe Evolution of the Brass Band and its Repertoire in Northern England (Thesis submitted to University
of Sheffield 1970), p.29.
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explosive growth of brass bands during their lifetP However, while there is some recognition
of the Distin’s contribution to this explosive grthw in terms of performance, manufacturing,
publishing, arranging and contesting within the @f academic research, outside this sphere the
Distin name in today’s brass fraternity is virtyallnknown. | argue here, in the light of material
that has emerged from research | have carriedasuhis project, and which fills in many of the
gaps in our knowledge of the Distins, that thefluence should be viewed as seminal, for without
their efforts brass bands would not have beconabbsied in the way they have.

In this chapter | provide a larger historical coegiving an overview of brass band
evolution in the nineteenth century, and | identéytain important contributing factors such as the
arrival of the valve, new brass instruments, sigaift bands, key individuals, repertory,
publishing, the standardization of brass bands,camtests. Within this larger historical context |
sketch in outline the contributions of the Distinseach of these aspects, and the ways in which
they sought to exploit opportunities presentedsTdutline sketch provides the basis for the more

detailed examinations of each of these aspectsisucceeding chapters.

Origins

Before the start of the nineteenth century, comrhamateur instrumental playing around Britain

consisted of small, isolated groups of musiciarag/ipg an assortment of instruments. Some of
these groups became bands, which functioned asfchands, town bands and military bands,
with some musicians performing in each kind of emsle. Most music was played from memory

or improvised, but gradually musicians became nard more literate and an amateur band
tradition became established. Professional muscmerforming art music had, of course, been

around for a long time, but these performancesh®mh centred within the society of the upper

® Farrar, L. P. and Myers, Aenry John Distin, Paper given at the Galpin Society Conference agit4l
Instruments, Oxford, London and Edinburgh, 7 Au@@93.
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classe§and so the beginning of an amateur tradition fonatg in the lower classes provided an
important legacy for the eventual development @f linass band moveméhwhile there were
comparatively few professional brass players aramaino widespread tradition of amateur brass
playing before the nineteenth centdrthere were the professional military bands, which
according to Herbert, emerged in the 1790s and cartleee styles: regular army bands, militia
bands, and volunteer corps bands. These bands ihpmambered between six and twelve players
(plus percussion) and the most common instrumentie bands were trumpets, clarinets, fifes
and flutes on upper parts, with horns, bassoomgests and trombones on the lower pétts.

There were also church bands in rural Britain hatrtcommonest between 1780 and 1830,
although according to Herbert, ‘brass instrumertisndt figure prominently in church bands'.
Town and village bands were common at the beginafripe nineteenth century and some cities
still employed waits These were paid-musicians who played in small ggoior various civic
functions and had their origins in a tradition llagthundreds of years. However, the Municipal
Corporation Reform Act of 1835 resulted in the dissal of the few remaining civic musiciatfs,
although many of the groups had lost their supgexteral years earlier due to the economic
effects of the Revolutionary and Napoleonic WArs.

Formally organised amateur bands did not appedrabdut 1815, with the first specifically
all-brass bands making their appearance in thest8&@h one of the earliest recorded brass bands
being the Coxlodge Institute Band of County Durharhich was founded in 1808. While detailed
records of this particular band are lost, the Injstaf the Cyfarthfa band, from Merthyr Tydfil in
South Wales, is however well documented. They aid ® be the firsBritish all-brass band

established in 1832 with the first knownglish all-brass band is said to be the York Amateurdras

"Herbert, Trevor, ‘Nineteenth-Century Bands: ThekiMg of a Movement’, in Trevor Herbert (edBands: The

Brass Band Movement in the 19th and 20th Centuries (Milton Keynes: Open University Press, 1991), p.13

8 Ibid., p.13.

? Ibid., p.9.

% 1bid., p.11.

Y bid., p.12.

12 Bevan, Clifford, ‘Brass Band Contests: Art or Spgrin Trevor Herbert (ed.Bands: The Brass Band Movement in the 19"
and 20" Centuries (Milton Keynes: Open University Press, 1991), 2.10

13 Taylor, Arthur,Brass Bands (Hertford: Granada Pub. Ltd., 1979), p.16.

14 Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1991)4.
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band, formed in 1833 by Daniel Hardman and Jamekk@i’g At the beginning of the nineteenth

century only three types of brass instruments edistrumpets, horns, and trombones and while
trombonists were employed by the civic authoritesswaits and also occasionally by cathedrals,
‘the trumpet and horn had little special and indiidl significance in art music in Britaif®.(There
was also the serpent, which is described later).

The first important technical development came i invention of the keyed-bugle, made
(according to some authorities) by Joseph Hallitley810’ This was a chromatic version of the
signal bugle, which had been around for many yaadsthe new design became an essential feature

of early bands®

Figure 1: Keyed bugle
Source: Durham University collection of antiquedsranstruments

15 See Newsome, RdBrass Roots (Aldershot: Ashgate, 1998), p.5. See also RusBalg,Popular Music in England
1840-1914 (Manchester: Manchester University Press, 1997194.

16 Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1999), p.

Y The invention of the bugle has, for many year ha&ibuted to Joseph Halliday, however, recergaesh by
Lasocki, and published in the Historical Brass 8t¢s journals 2009 & 2010, has contradicted this.

18 Newsome, RoyBrass Roots (Aldershot: Ashgate, 1998), p.4.
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The keyed bugle initially had five keys and a cosgpaf twenty-five notes and after some
developments (including those of John Distin) walled the ‘Royal Kent Bugle’'. It was the first
chromatic brass instrument in the soprano registai, was dedicated to Prince Edward the Duke
of Kent and Strathearn (1767-1820). The most oudétg performer of the keyed bugle was John
Distin whose instrument was borrowed and copiethkyFrenchman Jean Hilaire Asté (or Halary)
in order to make similar instruments in variousesiZzorming a family of instruments which he
patented® and called ophicleides. The patent describes fgpes of instruments: a clavitube
(keyed bugle), quinticlave (alto ophicleide), I'agleide (bass ophicleide) and a clarion métallique

(a type of bass clarinetf.

Figure 2: Ophicleide
Source: Durham University collection of antiquedsranstruments

These ophicleides gradually replaced the bass aoththe serpent, which had previously been

used in Britain for nearly 250 years.

19 French patent No.1849 of 1821. Dudgeon, RalphyédeBugle’,Grove Music Online ed. L. Macy
http://www.grovemusic.corfAccessed 8 October 2009).
2 bid., p.21.
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Figure 3: Bass horn Figure 4: Ophicleide

Source: Edinburgh University Collection of Histohtusical Instruments

The name ophicleide is the Greek word for ‘keyetpaet’, alluding to the medieval
instrument it replaced (shown above-right) and #hilalary may claim to have invented the
instrument, Fétis asseftsthat ‘in 1790, Frichot, a French musician, residim London, invented
the ophicleide’ and Victor Mahillon maintains thB&&gibo was the inventdf. However, it is
interesting to note that the maker of the firstiojgnde in London was John Astor and, while no
date is given for Astor’s instrument, Rose statasthe battle of Waterloo, the ophicleide was
used in the regimental bands of both the EnglighBelgian armies’, which means that, contrary
to most sources, Halary did not invent the ophitdei

The next, and without doubt the most significantedepment in the technology of brass
instruments came with the invention of the valved avhile Scott maintains that in 17&h

Englishman named Charles Clagget invented chronratiocpets and horns by means of a valve

% Rose, AlgernoriTalks with Bandsmen. (London: Bingham, 1895), p.222.
2 |bid., p.245.
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system?® most authorities state that Heinrich Stélaetl Bluhmel were the inventors in 1814 who
took out patents in 1817. A rotary valve was laygble work of Riedl, and this was patented in
18322* Both Stdlzeland Bluhmel were awarded a joint patent, althoumthelaimed the ‘system’
their own, rather than a shared inventfoand after various ‘improvements’ by manufacturers
such as Adolphe Sax and Henry Distin, the basigdes the valve adopted for general use was
that of the Parisian maker Etienne Francois Péiimdi838%° Primitive groups and bands were
transformed by the invention and application ofvwhé/e to brass instruments which provided full
chromaticism and gave greater flexibility and scdpe the whole brass instrument family.
Newsome considers the application of the valve atmirely responsible for the growth of brass
band$’ and Herbert concurs that the invention of the @awd its application, revolutioniZ&d
brass instrumental playing and was the principssoe why a large, working-class brass band
movement came into existernteHerbert may be correct in this statement as sdlealved brass
instruments of all shapes and sizes numbered im theusands especially when the Distin

instrument factory became established around 1850.

Growth
Of critical importance to the growth of brass bamdBritain, according to Herbert, were economic,
pedagogic and other pragmatic factffrslowever, Myers suggests that the widespread amtopfi

the new all-brass instrumentation was a matterasfet a preference for the sound of concerted

% Scott, JackThe Evolution of the Brass Band and its Repertoire in Northern England (Dissertation submitted to
University of Sheffield 1970), p.39.
24 Reynish, Tim, ‘British Wind Music before 1981’ Waite: http://www.timreynish.com/repnatbwm.htrfAccessed
5" October 2009).
% Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1992),p.
% Myers, Arnold, ‘Instruments and InstrumentatiorBiritish Brass Bands’ in Trevor Herbert (ed®ands: The Brass
Band Movement in the 19" and 20" Centuries (Milton Keynes: Open University Press, 1991), p.178
?’Newsome, RoyBrass Roots (Aldershot: Ashgate, 1998), p.24.
% Herbert, Trevor, ‘Victorian Brass Bands: Classst€aand Space’ in Reynolds, G (et @he Place of Music: Music,
Foace and the Production of Place, (London: Longman, 1998), p.109.
% Herbert, Trevor, ‘Nineteenth-Century Bands: Thekig of a Movement', in Trevor Herbert (edBands: The
E%rass Band Movement in the 19" and 20" Centuries (Milton Keynes: Open University Press, 1991), p.17

Ibid., p.19.
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brass instruments. Newsome gives two main reasons for the growingulaoity of bands in the
early 1840s: firstly, the great improvements in thenufacture of brass instruments and secondly,
brass instruments were undoubtedly easier to lEaplay*” - a point supported by Russell, who
writes, ‘brass instruments were relatively straightard to learn3® An aspiring musician with
limited resources of time and money could achiesailts relatively quickly on a brass instrument
compared to a wind or stringed one, and somethigeistins, became highly proficient.

Herbert suggests there were three types of amdwess bands in the early stages of
development; those that benefited from sponsorghg subscription bands and those attached to
the volunteer movementAmateur bands needed financial support in ordeexist, and some
sought patronage from wealthy people, while ottiemmd sponsorship from industriali&tsvho
were persuaded that music offered the entrepretage and small, ‘a rich field®

Russell maintains that, ‘formal organisations mayeéh resulted from the dissolution of
church band$” and his argument is strong when we consider ti@nvorgans were re-installed to
churches many amateur musicians who had previqualyed in the services may have found a
niche in the town band.

Authorities such as Taylor, however, maintain tthee development of an amateur band
movement came as a result of the influence of anjlibands and their mudiand this view can be
supported by the fact that military musicians, sashJohn Distin, became bandmasters, leaders,
teachers and arrangers. After Waterloo (1815) thene many musicians amongst the redundant
soldiers who found themselves at home with litttenothing to do but dwell upon memories; an

alternative option was to continue their activitieivilian life. The same problem of readjustment

31 Myers, Arnold, ‘Instruments and InstrumentatiorBiritish Brass Bands’ in Trevor Herbert (ed®ands: The Brass

Band Movement in the 19" and 20" Centuries (Milton Keynes: Open University Press, 1991), p.169

32 Newsome, RoyBrass Roots (Aldershot: Ashgate, 1998), p.29.

¥ Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1992(.

% Herbert, Trevor, ‘Nineteenth-Century Bands: ThekMg of a Movement’, in Trevor Herbert (edBands: The

Brass Band Movement in the 19" and 20" Centuries (Milton Keynes: Open University Press, 1991), p.24

:ZRusseII, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1992).6.
Ibid., p.179.

%’Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 199796.

%Taylor, Arthur,Brass Bands (Hertford: Granada Pub. Ltd., 1979), p.16.
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faced the Volunteer barfisand as Russell states; once the Napoleonic Ware woaer, it is
probable that many former military musicians puitimusical experience to uSeThe military
bands that remained were supported by the patroofatiee commanding officers (mostly from a
wealthy backgroundj who paid, from their own pockets, the costs ofpikeg (or hiring) a band for
parades and military functions. Royalty and memioéthe aristocracy also kept private bands for
their own use, for example the Prince Regent’s Bamormed around 1795 by the Prince of Wales.
This band was composed entirely of selected, skiteisicians from Britain and abroad - including
John Distin and when, in 1820, George IV becamg kite name of the outfit was changed to the
King’s Household Band. Queen Victoria also formaatigate band in 183%.

The Agricultural and Industrial Revolutions, ofathtime, had far-reaching effects on the
poorer people of Britafi and also on the structure of popular musical*fifRussell claims the twin
processes of industrialisation and urbanisationzhathjor influenc& on bands which were formed
from the workers in factories, mines and mills. Expansion and formalising of leisure time that
took place from the mid-nineteenth century were tfdhe key social changes of the industrial
agé® and a regular, weekly band rehearsal at a seé @lad time was the result of the new work
discipline®® Enterprising industrialists and the middle-clas$ and mine owners were anxious to
jollify opening ceremonies and worker's ‘treat$’and to add dignity to formal occasions such as
political rallies and demonstratiorsThese industrialists, usually from the upper-meddlasses,

were witnessing, on a regular basis, the distinctiod fame achieved by the Distin Family, and saw

“Olbid., p.17.

“! Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 199794.
2 Taylor, Arthur,Brass Bands (Hertford: Granada Pub. Ltd., 1979), p.17.
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the value of such performances in terms of morgrawemert’ and cultural reform® Music
making was seen as a civilising influence with aegal attitude that regarded music as a force for
better morality amongst working peopfeTheir support was an attempt to gain some politica
control of the masses for fear of unrésind possible strike action, or even revolt, andaéy
pervasive was the belief that music could act asoeial cement® However, while these
entrepreneurs utilised music-making as a vehicleawitrol, they must to some extent have been
influenced by their love of the att,and by 1850, says Jackson, ‘almost every villagegroup of
mills in the north of England had its own batidand Russell adds, ‘perhaps the majority of
working-class bandsmen were minets’.

Russell maintains that at the heart of the edrlag®empts to provide ‘decent’ popular
musical recreation was the desire to limit the @lat drink in working-class cultuf®,and while
several bands had important links with temperangarisation¥' the prominence of alcohol and
the public house in the band world was significaPtblic houses frequently acted as band
headquarters, providing a gathering point and aaetal placé?

Another contributing facture to the growth of bamdas that of increased musical education.
A host of self-appointed music professors sprangougatisfy the needs of an ambitious working
class, such as: ‘Messrs. Distin, professors obthéorns® and it became apparent that knowledge
was power, and in addition to these professors o$itn were the professional conductors of
military bands, who had close associations with ynamateur bands and an interest in their

development. Yet despite the increase of formahitrg and education in bands, the main transfer
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of knowledge and skills was from generation to gatien or as Russell puts it ‘the key institution
in the training of bandsmen was very often the Raffiand in this respect the Distin Family was
the pinnacle of achievement.

The class system itself is thought by some to be aroitapt contributing factor in the
development of brass bands. Herbert, for examp&ntains that the early development of brass
bands was led ‘either by commerce or by socialpesior classes’> While acceptance by the upper
and middle-classes was essential to the survivlbhatls, the resilience of the working population
was, argues Russell, the most crucial fa¥tdte working classes were not mere recipients but ¢
partners in the process of cultural producticand Russell expands these ideas with the statement
‘in the last analysis, the brass band movement&ngth and quality was derived from the working
class.®® With the exemplar of the professional military Haor the Distin Family, a factory worker
or miner with ambitions to improve his quality @kl could achieve some success playing a brass
instrument in a band. However, the band, througfulhction as entertainer, could reach out beyond
the social class which producef’iand from the middle of the nineteenth centuryisastof the
English working class began to enjoy an improveniefinancial statu$® Between 1876 and 1896,
the years of the Great Depression, the combinettedf a slight increase in actual wage rates and a
40% decrease in prices resulted in a nationalimiseal wages of 66%. This meant that sections of
the working class had an increased economic capémit musical enjoymeft and this new
financial position affected banding in another exdphire purchase, which enabled working-class
people and organisations to buy their own instrusjeand has been described as ‘the very basis of

the brass band?

® Ibid., p.221.
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At this time, concert-going became a more commaivigcand, perhaps more importantly,
as far as the history of brass bands is concerthedfranchise for listening to ‘serious’ music
widened beyond the middle clasSesnd according to Russell, ‘the appearance of cthe@med at
a broad-based, ticket-buying audience was a newgohenon.’” This can be seen, for example, in
reports from Distin concerts where audience figuveee in their thousands (see Appendix A).

The volunteer movement, founded in Britain in Mab9 fearing a French invasion, proved
another important stimulant to the developmentheftirass bantf. The new volunteer bands were
heavily subsidised by the government, and condidiefanding of the volunteer force was spent on
bands during this period. The regiments, officébgdhe upper and middle classes, absorbed and
utilised local bands, many of which were all-brassids, and were often provided with rehearsal
rooms, instruments and uniforMsnd as Herbert says, ‘the volunteer movement bahted and
saved many brass band$0One such newly created brass band was Distin’si@mes Band which
also functioned as an army volunteer band, paidnwieguired by the Queen Victoria's Rifles
regiment’”’

While loyal supporters for the Salvation Army ntighsist that their brass bands were an
important facet in the developing brass band scRussell is adamant that, ‘in no sense were
Salvation Army bands part of the orthodox banditi@al In fact there was positive hostility
between the two camp& Nevertheless, mention should be made of the ifriusf the brass band
as a medium into the Salvation Army and the subsatggrowth of their bands on a parallel
trajectory. The first official Salvation Army Corfnd was formed in Consett, County Durham in

December 1879,

3 Herbert, Trevor, ‘Nineteenth-Century Bands: ThekWg of a Movement’, in Trevor Herbert (edBands: The
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Another important aspect in the development of diznds in the nineteenth century was
the opportunity that arose for people to travetrajn 2° and as Russell says, ‘it is inconceivable that
such events as the Belle Vue and Crystal Palace lwlampionships, which involved the
transportation of thousands of competitors and tapas over distances of up to 300 miles, could
have developed without the railwayThe railway companies made concessionary faresahei
to bandsmen, and this facility was to become viighe expansion of the brass band moverfent.
Special mention should be made here, of the piamgpefforts of impresario John Enderby Jackson
(1827-1903) who, in1860, negotiated special arnavages directly with the railway companies to
transport bandsmen and supporters to his serieomietitions held at the Crystal Palace in
Sydenham, London (see Chapter 8). Brass bandsalgerén demand at seaside resorts, exhibitions,
flower shows, Sunday-school outings and so f8rimd the availability in the 1840s of inexpensive

rail travel made it possible for brass band musgi@ undertake concert tours.

Manufacturing

While some historians suggest that brass instrumh@®velopment and brass bands grew from a
desire for improved, sophisticated instruments artdtic freedom, Herbert says that brass bands
came into existence with ‘capitalist-inspired mesvof inventors, instrument manufacturers and
publishers®* Whatever the motives, the manufacturing of brassiments became a huge concern
with the arrival of the valve, which revolutionisédass bands. Initially, the valve was applied to
horns and trumpets and then to the post horn, whedame the cornet. Schwartz, in his artidle

Cornet Compendium, states that the cornet was invented in 1825t Myers suggests that it was
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circa 1828 There is no evidence to show who made the firstatpit could have been the same
person credited with inventing the ophicleide, Halaf Paris®” but no matter who invented the
instrument, the cornet’s popularity, when it ardvia Britain around 1833, was immedi&ténhen

the Distin’s brought the cornet into their ensemhl&840 and the Grenadier Guards band also took
them up, the success of the cornet was assured.

In the 1850s a widespread adoption of the firsbgacsed familyof brass instruments took
place; the saxhorfi§ invented by the Belgian Adolphe (Antoine-JoseBhx. Taylor, Russell and
Newsome agree that ‘saxhorns brought about the mmpesirtant development in brass instruments
after the arrival of the cornet Saxhorns were sold in large numbers throughoubfusoon after
their creation and were introduced to Britain thglothe Distin Family’s exhibition tours of 1834,
Following the acquisition of the British agency faxhorns the Distins established a major brass
instrument manufacturing company, and when the MgsBemperance Band won the 1853 Belle
Vue contest, performing on a complete set of sax@upplied by Distin; other bands were
inspired to begin the process of conversion toefresy instrumenté Herbert, Eliasen and Farrar
agree that ‘the Distins gave the Sax designs a gowendorsement® and Russell adds, ‘the
saxhorns owe much of their popularity in Britairthie Distin Family3*

In other European countries such as France, GernBaigium, where saxhorns were also
adopted in large numbers, all-brass bands didaket toot, and | suggest that one important reason
was that these countries did not have the sustarathple of highly virtuosic brass ensembles
like that of the Distins to provide an attractiveoahel of what an all-brass band could achieve.

While the Distins made several trips to the comtingnd received glowing commendations, in
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general, there are some hints as to the reasoribdrfailure to ignite an all-brass band growth

when we read reports such as the following Gernomcert review of July™ 1844%°

In the Grand Hall the night before yesterday, Tlgib Family opened their series of performances on
klappentrumpets, following their serenade in theslp facilities of the Pavilion the night beforeh&
memory of which triggered remarks, that the haostes of the brass instruments appeared more emgoyab
outdoors rather than in a confined space, and @ehem put next to the nightingale, this artistic figmill

do well to devote themselves to more of the gaylaetly rather than the melting style.*

* Implied, the klapphorns and chromatic trumpets daqgwod where they belong. However, when the mesjaires soul

and emotion, brass should stay away because thgytdhe tender and noble towards caricature.gMobriginal.]

There are several reasons why the Distin Famégdensemble may not have exerted the
same kind of enthusiasm for brass music performamcéhe continent compared to that of the
remarkable popularity achieved Britain. Firstlgyrpets were regarded as suitable for outdoor
useonly and not for ‘art music’ (as may be deduced from téport above), and the educated
German public had an expectation and perceptida te role of brass instruments. Some clearly
disapproved of operatic areas played on brassumsints and considered that such instruments
should be reserved for martial, uplifting and roagsmusic only. Secondly, the Distins, and their
instruments, were viewed as foreign and becaustheofprevailing political unrest, there was
distrust towards anything and anyone foreign. Furtiore, the reputation of the Distins as
purveyors of musical excellence had not precedethtand the Germany audiences, at that time,
were not suitably open minded or impressed witlr gexhorn performances to consider their type
of brass performance as an alternate for the agistiltured musical ensembles. Pictures of early
German bands (military and community) show a prepoance towards brass instruments with
very few woodwind instruments and while saxhornsensold in large numbers to Germany, local
composers and arrangers continued to utilize anglde woodwind instruments to cover the
upper, melodic parts. Without the sustained exaraplée Distin Family brass ensemble playing
art music, all-brass combinations failed to develdmateur bands in Germany today are mostly

wind bands and while they do have national charsties, they are international in style and

% Baderblatt fur die Grossherzogliche Stadt Baden, July 2% 1844.
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instrumentation. The hundreds of amateur bandsvarg well organised and take part in
community events, concerts and competitions innailai way to contemporary British brass

bands.

Significant bands and key individuals

Brass band development in nineteenth-century Briteas often encouraged by a leading figure or
group entering the scene at various times, stinmgjdtrther development. Enderby Jackson (1827-
1903) is the first noteworthy name from this perioginly due his entrepreneurial sucé@safter
attending one of Frenchman Louis Jullien’s (181Ba)8performances, Jackson was inspired to
follow him in his quest of ‘bringing music to thegple’®” According to Russell, ‘nobody did more
to encourage the habit of concert-going amongstwibeking and lower middle classes than the
conductor/promoter Louis Julli&hand it was Jullien’s pioneering spirit which matied Enderby
Jackson. Distin and Jackson were close friendsnemkled together on several brass band events.

When Adolphe Sax invented his saxhorns in 1844pbéeame highly significant in the
development of brass bands (as mentioned earlie) has association with the Distins is an
important thread through this dissertation.

Richard Smith was probably the most successfii®garly band trainetsin Britain.

% Ibid., p.20.
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Figure 5: Richard Smith
Source: lllustrated News of the World, Augu&t13861

Later in the century, a group of three musiciamaeto dominate the brass band scene: John
Gladney, Alexander Owen and Edwin Switknown today as the ‘triumvirate’ who between them
trained every successful band for over forty yeaisaping the history of the brass band
movement® Gladney received the unofficial title, bestowedhdm during his lifetime, of ‘father

of the brass band movemeHt.

Figure 6: John Gladney, Alexander Owen and EdwiiftSw
Source: Newsome, RoByass Roots (Aldershot: Ashgate, 1998)
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Some of the bands during this period earned leggnd#atus, including Mossley
Temperance, Black Dyke, Meltham Mills, Besses ®&#rh, Fodens and St Hilda Colliery for their
outstanding achievements in competitions. Thereewaso notable brass instrumentalists, for
example: the father and son trumpeters Thomas Hagdor and junior, Jules Levy, the great
cornet virtuoso, Hermann Koenig, the famous coistetind, as previously mentioned, the Distin

Family brass ensemble.

I nstrumental standardization, repertory and music publishing

While, at first, there was no standardized instmtagon for brass bands, by 1854 the distinction
between wind bands and brass bands was quite @létidones agrees that the instrumental
standardization of brass bands came by the midsl'85@hile Russell gives the date as around
1870% and Herbert suggests that it was around 18%75Standardisation of brass band
instrumentation came as a result of several infltesrbut perhaps the most important was the music
publishing industry which started producing printaedsic sets for bands in a limited way in the
1830s, almost as soon as bands became establisteethadiunt’’ The first known example of a
publication specifically for a brass band is Mad&ae’'s Eight Popular Airs for Brass band,
published by R. Cocks and Co. of London in 183t it was the Distin publications of tiBzass
Band Journals in 1869 which eventually established a standardimettumentation for the brass
band as we know it (see Chapter 7). Once the newdatdized instrumentation was established and
cemented by the music publishing industry, banggpifasettled for their publications and the line-
up they suggested? Standardization also allowed the realization ef toncept of the compulsory

test piece, which all bands were required to playai contest, thus giving a fairer basis of
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comparisoi™®>. When John Gladney was appointed conductor tohdeitMills Band in 1871, he

remodelled the band’s instrumentation to that rewemded by Distin’s publications to:

1 Eb Soprano Cornet

3 Bb Solo Cornets

2 Bb Repiano Cornets

1 Bb 2 Cornet

1 Bb 3 Cornet

1 Bb Flugel Horn

3 Eb Tenor saxhorns

2 Bb Baritone saxhorns

3 Trombones

2 Bb Euphoniums (Bass saxhorns)
2 Eb Bass Tubas (Bombardons)
2 Bb Bass Tubas

Percussion (as required)

and because of his success, the combination beta@nenodel for all brass bantfs, and has
remained virtually the same until today.

The repertory for early brass bands, aside fromtests, encompassed a wide variety of
styles and Herbert says: ‘it is hard to think obtwer musical ensemble that had such a wide range
of repertoire at this timé*? Their repertoire included operatic selections @wen complete
overtures:* but generally there was a distinct blend of ad papular music that is still a feature of
the band repertory today* These arrangements were mostly provided by skilezfessional
bandmasters, such as John Distin, who were inilalefigures in the formation of the brass band
idiom.**> While many publishing companies were establisthedughout Britain in the nineteenth
century the most significant were R. Smith, Distamd Wright & Round. Publishers were not

limited to sheet music production, and the esthbisnt of magazines such as Brass Band News
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(1881) and British Bandsman (1887) did much to guashd stimulate the growing brass band

movement and to construct its identity.

Contests

Several authors have built a case in support ofdlevance of contests to the development of brass
bands in nineteenth-century Britain. Taylor haddoabt that when contests first began they proved
a unifying and energising force which helped toeghands and banding an essential idehtty.
Contests provided financial and material rewardsbfnds, and the benefits of greater reputation
and higher esteem, and these events also acteduassffor the entire brass band moventétithe
origins of brass band contests lay in bell-ringawnpetitions dating from 1748° and with the
increased enthusiasm for team sports such as fodtaile the first recorded band contest was in
Sheffield in 1818, the first formal brass band eshtook place in 1845 at Burton Constable, near
Hull in Yorkshire, as part of a day of general myaraking organised for the local people by Sir
Clifford Constabl&® with instruments supplied by the Distin comparge(€hapter 8).

As contesting became a regular part of most batalshdars, two main events took pride of
place. The first was the Belle Vue Manchester interhich first started in 1853 and is still
running today as the British Open Championships arganised by John Jennison, manager of the
Belle Vue Gardens, and James Melling. The winnegheffirst Belle Vue contest was the Mossley
Band performing on a set of instruments suppliedti®y Distin Company’. The second most
important event in the band’s contesting calendas weld at the Crystal Palace in London and
organised by Enderby Jackson with assistance fremrDistin?% Jackson negotiated with the

railway companies to provide free, or cheap, trartsjor all the participants, enabling hundreds of

1% Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1997Y6.

17 Taylor, Arthur,Brass Bands (Hertford: Granada Pub. Ltd., 1979), p.32.

18 Herbert, Trevor, ‘Nineteenth-Century Bands: ThekMg of a Movement', in Trevor Herbert (edBands: The

Brass Band Movement in the 19" and 20" Centuries (Milton Keynes: Open University Press, 1991), p.37

119 Bevan, Clifford, ‘Brass Band Contests: Art or 3pgrin Trevor Herbert (ed.Bands: The Brass Band Movement in the 19"
and 20" Centuries (Milton Keynes: Open University Press, 1991), 8.10

120 Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1992))p.

121 see Chapter 8.
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bandsmen and supporters, travelling mostly fromnibwth, to attend the contest in London. 1860,
the year of the first Crystal Palace contest, wasagor landmark in the history of brass baffds,
and the contest continues to this day as The NatiBrass Band Championships. Contests are by
their nature sporting events but it should be noeetd, however, that bandsmen were aiming for
excellence in music performance and glowing repibas reviewers indicate that standards were
very high indeed. The successful bands, naturdBcame influential to the growth of the

movement.

Conclusions

This chapter has shown that the evolutionary foaféscting the development of the brass band
movement in nineteenth-century Britain may be sssenumerous and varied, and the combination
and balance of these factors is weighted diffeyesmthongst authors such as Taylor, Scott, Russell,
Eliason and Farrar, Newsome and Herbert. Whilearebeis sketchy in places, the factual growth
and development of brass bands by the end of tieteenth century suggests that a great social and
musical change took pla and by 1890 there were an estimated 30,000 banesistence in
Britain.**> The overview, which has been presented, has edtlihe important contributing forces
to brass band development and in each of thesetagpe Distin name is significantly prominent.
The following chapters examine the weight of digance of the Distins, and | argue that
the effects of their influence was fundamentallyctal to the evolution, development and
establishment of brass bands in nineteen-centuitgiBrthrough their performances, experiments
with brass instruments, teaching, arranging, phbbig contesting and, most importantly, their

instrument manufacturing.

123 Newsome, RoyBrass Roots (Aldershot: Ashgate, 1998), p.38.
124 Russell, DavePopular Music in England 1840-1914 (Manchester: Manchester University Press, 1997Y.p.
125 ||

Ibid., p.118.
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Chapter 2

The Distin Family Members

Introduction

| have argued that the Distin Family brass ensemmambers were able directly, and indirectly,
to influence brass band development at a crucajesof its evolution in nineteenth-century
Britain. But exactly how did they affect this dempinent? Each of the individuals in the group
contributed in different ways and their influencadhan impact not only on brass band
development but also the wider musical scene iataanth-century Britain, particularly through
brass instrument manufacturing. This chapter aimshow the importance of each of the
members of the Distin Family to brass band develpnand identifies and evaluates their
individual attributes as well as their enormoud|entive influences. In order to evaluate these
influences we need to examine their skills and Bgpee, establish their credentials, and show
how these attributes were applied. With an exangnaif the individuals in the Distin group we
may better understand how they were able to ma&le ao impression and leave such a strong

legacy on brass bands.

The Distin Family.

£ LI Y
uten EL AL
LYl By £ HTLLAS B CL o ppad AMirerend Fipare s Hions 1

s Towes

Figure 7: The Distin Family — from the left: Geordtenry, John, Theodore and William ¢1830
Source: Undated lithograph from the Marjorie Watann€Collection, Royal Academy of Music
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| shall begin by identifying the individuals in tipecture above from 1830. On the left is George

with a trombone, an instrument which has changey M#e since its invention. George started
playing the natural horn, learning with his brothdout later took up the trombone (unusually
pitched in D), which he played before moving to biass saxhorn in the family brass group. The
trombone was used during this period, mostly aass Instrument so it is somewhat surprising
the he played, what was in effect, an alto slidentsone. However, as a young man with short
arms, the lower slide positions of the alto tromd@arould have been easier to reach than those
of the more commonly used tenor trombone.

Next in the picture, at the rear, is Mrs. Distireén Ann Matilda Loder) sitting at the
piano. She came from an eminent musical familyheftime and was the sister of John David
Loder who was, for a period, a professor at theaRégademy of Music in London and helped
form the Bath Choral Society (1819). Making conme® and developing contacts are
important entrepreneurial aspects in the succefizedDistin Family group as will be examined
in subsequent chapters.

Next in the picture is Henry John Distin playinghatural horn probably pitched in F.
Henry played a variety of instruments within thewg during its career and features largely in
the following chapters in several regards (as balldiscussed). Then comes the father John with
a slide trumpet, and Theodore and William playing natural hornse Timportance of these
instruments will be revealed but from various aedeuthis was an extraordinarily talented,

musical family, ideally situated in history to imsga burgeoning brass band movement.

John Henry Distin

As mentioned, it is important to establish the erdgdhls of each member of the Distin Family in
order to establish their eminence and this is darnthe outset. The father in the Distin Family
brass group, John Henry Distin, was born (like svgenerations of Distins) in Plympton, St

Mary's, Devon in 1793. At eleven years of age, Jahd his younger brother performed in

! Introduced by the English trumpeter John Hyd¢hateginning of the nineteenth century.
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public a flute duet at a concert given by the Saefron Militia Band (an official reserve army

made up of concripts) where the bandmaster wasigessed by the two boys that he ‘obtained
their enlistment as band-boys under his instruttiand so began the Distin career in music.
The band of the South Devon Militia probably hadoaps of drums, a fife group or a corps of
bugles, which was utilized for military paradest imnatever the make-up of the band, we know
that John Distin was given a bugle, a keyed bugteatrumpet to pla¥).

The difference in the technique required to plapugle and a trumpet is not great,
except that the register required for the trumpeifien much higher and therefore much more
difficult. However, at the age of fourteen John wasited to play the trumpet part in a
performance of Handel'Bettingen Te Deum at a grand musical festival in Exeter in 1&12
Handel makes a prominent feature of the trumpethis work, which celebrates a military
victory, and while the trumpet part does not usehigh tessitura range that Bach employed, it
does require an advanced technique, consideraldeciamship and confidence. The trumpet in
use in Britain at that time was the slide trumpéick, with its spring-loaded slide and set of
crooks was capable of full chromaticism but a \afffcult instrument to master.

The South Devon Militia Regiment spent most of 2&hd 1813 in the north Midlands
and an advertisement in tigheffield Mercury shows that John Distin was engaged to play
principal trumpet in the Sheffield Festival OrchiaStwvhile he was stationed in the area. This is
a prime example of the influence by military muaig on band development at that time, where
professional military band musicians helped devdto@al community bands and orchestras.
From a relatively early age, therefore, John Didtiecame familiar with the concept of
professional freelance musical engagements andolesin the broader musical life of the
country. At this time and at this stage of his depment he would have gained valuable

experience and knowledge about the British musiéegsion and he must have realised from

2 Distin, Henry, ‘Our Portrait Gallery, Mr. Henry Dis’ British Bandsman. March 1889, p.132.

% Ibid., p.132.

* Ibid., p.133.

® |bid., p.133.

j Horwood, Wally,Adol phe Sax1814-1894 Hislife and Legacy (Herts.: Egon Pub. 1992), p.33.
Ibid.,
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his experiences that the skills he had developedunig that time were a valuable, rare

commodity and something he would do well to invesie and effort into developing further.
His emerging career opportunities, such as the oam&stioned, would, most probably, have
helped form his ambitions.

The regiment returned to Plymouth in December 1&i@ was demobilized in August
1814 and through a variety of unknown connections Jotstin came to Londomnd enlisted
in the Grenadiers Guards’ Bahd his was an important appointment to a prestigioosition in
an outfit that was considered the best in the aguat that time, and significant because of the
strong influence professional military bands hadttma developing amateur brass bands. Here,
then, was a situation where an ambitious, talentagician who by joining a top military band,
which was at the forefront of musical life of Britawas about to ignite a whole brass band
movement into life.

According to theMusical Times of 1907, British military music seems to have had its
origins in the Grenadier Guards’ and in 1794, dalgnty years before John Distin joined, the
band consisted of one flute, six clarinets, onepet, three horns, three bassoons, two serpents,

a bass drum, cymbals and tambourine.

Figure 8: Band of the®1(Grenadier) Guards at St. James’s Palace 1790
Source: Farmer, Henry Geordée Rise and Development of Military Music (London: W. Reeves 1912), p.1.

& Baron, Mike, Article on the South Devon Militiae& website: (accessed July 2009)
http://web.archive.org/web/20041014091653/http:Awtamilyforest.info/southdevonmilitia.htm
® Distin, Henry, ‘Our Portrait Gallery, Mr Henry Dis’ British Bandsman March 1889, p.132.
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The fact that, in 1814, a 16-year-old boy from frevon Militia was accepted into such

a select group of musicians indicates his remaekgiioficiency as a brass player and
particularly his abilities on the keyed bugle. Witk newly developed chromaticism, it was no
longer a simple tonic and dominant style instrumbased on the harmonic series, but a
sophisticated, complex musical instrument whichnJoistin also developed (see Chapter 5). Of
his abilities theBritish Bandsman 1889 informs us that John Distin ‘achieved muchdaas a
performer upon his improved bugi®and Horwood states, ‘with the Guards he was a
distinguished soloist! while Dudgeon describes John Distin as ‘one of rhest famous
English keyed bugle player¥.John Distin was with the band of th& Guards when the allied
armies occupied Paris after the Battle of Wate(lhme 18 1815) where they stayed for six

months, and the following account is given:

When the allied armies entered Paris, after theldaf Waterloo, the band of the British Grenadier
Guards was in the great column of soldiers thathmeat in review before the grand stand where theeDuk
of Wellington and the Grand Duke Constantine, (Ry)ssho had a keen ear for music, appreciated highl
the playing of the Guards’ band, but was especiafigressed with, and had his most lively curiosity

awakened by, the keyed bugle played by John Ditin.

John Distin played with the Grenadiers Guards’ Bandh 1814 until 1820 and during
that time he fathered two sons: GeoFgedrick Distin who was born in Devon 1817 and Henr
John Distin, born in London, July #21819. The mother is presumed to be Ann Matild&)ne
Loder who was already married with several childgrher husband (Ridgway). In 1820 he left
the Grenadier Guards’ Band to become a member of Kéeorge IV’'s Household Band
(formerly known as The Prince Regent’'s Band) stestibat Windsor and perhaps because of his
contribution to the development of the Royal Kenige he received a special invitation from

the Duke of Kent himself: ‘At the instance of hisajdsty George IV (he) became a member of

19 pistin, Henry, ‘Our Portrait Gallery, Mr Henry Qis’ British Bandsman March 1889, p.132.
! Horwood, Wally,Adolphe Sax1814-1894 His life and Legacy (Hertford: Egon Pub. 1992), p.33.
2 budgeon, Ralph, ‘Keyed BugleGrove Music Online ed. L. Macy (Accessed 5 October 2001).
13 Distin, Henry, ‘Our Portrait Gallery, Mr Henry Dis’ British Bandsman March 1889. p.132.
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the private band of the King at the Court of Windas trumpet-player and solo bugle-player, a

position he held, enjoying the especial favour led King, until the monarch’s dedthThe
bandmaster and Master of the King's Music from 18239834 was Christian Kramer and his
duties included arranging and writing all the musicthe band. He was also responsible for the
recruitment of musicians and was often sent abtoatout for good players. THaeographical
Dictionary of Musicians (1825) comments on Kramer as; ‘a musician of teey Virst order’,
and so these impressive credentials suggest thatDistin had been selected for the band by a
discerning, eminent musician. The king, who wagy veusical himself, took a personal interest
in his musicians and on one occasion enquired Bitgim’s absence from a performance, which
was brought about by a sore lip. John Distin wammded as the best keyed-bugler of his day

and as a slide trumpeter he was also thought wtheut rival:

Mr. Distin ..is utterly without rival in his masteover the trumpet, perhaps the most intractablallof
instruments. In his hands it is made subserviergviery intonation; from the passage which stargs th
hearer like an electric shock, to the softest cadehlis execution is wonderful- brilliant energesiod
thrilling; and anon, delicate, and smooth, andsfieid too, by, unquestionably, the most perfect eshak
ever heard. His finest performance is, perhapscéisbrated solo, the voice part of “The Soldienedt.
No one who witnessed it, and possesses the smapeseciation of what real excellence is, can gasil
forget the effect produced. It is a performancédtitrue genius, and we were glad to see it ackedged

by the audience last week at the concerts givéngrthenaeum —room, in this townh.

John Distin was with King George IV’s Household Bdor nine years and during that
time his 3 son William Alfred Distin was born (in 1822) in \Bteinster, London and a year
later (in June 1823) a"4son, Theodore Distin, was born in Brighton, Sus$ex1829 Ann
Matilda’s first husband, Thomas Edmund Ridgway died on March 17 the same year she

married John Distin®

“1bid.,
15 The Derby Mercury, April 13" 1842.
16 Marriage Certificate.



35
Scott states that Distin was released from milisegice after fulfilling his enlistment

and settled in London playing concerts, teachingpet and bugle and assumed new duties as a
family man?’ however, a poster from 18#%onfirms Distin remained principal trumpet of the
Household Band for nine years. After the death imigkGeorge IV in 1830 the band members
were dismissed Distin was made redundant, howewehis time, he acquired leadership skills
which are shown in the following account where Bsuanes an authority on behalf of his peers

in representing their cause for a better settlement

The members of the band were called upon to givéhep uniforms, which were very gorgeous and
costly. The coats were heavy with solid gold latesiich quantities that they cost seventy-five gagne
each. Through the instrumentality of John Distia tlord Chamberlain not only withdrew the demands fo
the coats, but, in lieu of a pension, caused thmimees of the band to be paid from £250 to £500 ,each

according to their years of service. Distin sold gfold from his coat for twenty-five guinegs.

The dismissed musicians must have felt very ingatithat time and John was clearly
at a crossroads in his life and so after six motehshing trumpet and performing as a freelance
musician in London, John Distin accepted an invtato the position of Bandmaster for the
Marquis of Breadalbane at Taymouth Castle, Loch, Trayscotland, and in 1830 went to live
there with his four sorfS. The fact that John Distin’s daughter, Louisa RD&gin was born on
12" December 1831 in Gillingham Street, London, sutggésat his wife Ann Matilda was not
living with John and their sons in Scotland. Thiaswa defining moment in the historical
account of the Distins, as John Distin took on tasponsibilities, for the first time, of a
bandmaster, and reports of his activities in Sadtlsuggest his experiences from this time were

increasingly related to the early development ofifr brass bands. John had arrived at a point

7 Scott, JackThe Evolution of the Brass Band and its Repertoire in Northern England (Thesis submitted to
University of Sheffield 1970), p.29.
'8 See appendix A.
;z Distin, Henry, ‘Our Portrait Gallery, Mr Henry Dis’ British Bandsman March 1889.
Ibid.,
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in his musical career where his brass playing heleert a new direction, which proved

subsequently to have a relatively profound effect.

John Distin was based in Scotland for seven ye&830-18373' (although most
authorities suggest the period was only three yedrsing which time his sons grew up in a
musical environment and it was during this peribdttthe Distin Family brass ensemble
evolved. However, while the family brass group waseloping a repertory and a reputation,

John was still in demand as a solo performer adeaseen in the poster below.
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Figure 9: Poster advertising a Paganini concertrevliehn Distin was featured as a soloist
Source: The Royal Academy of Music, London (imaggroduced under licence)

John Distin gave two performanéésiith the great Italian violin virtuoso, Niccold &anini, at

the Theatre Royal, Covent Garden Londfamhere his solo item waEhe Soldier Tired; a piece

21 Scott, JackThe Evolution of the Brass Band and its Repertoire in Northern England (Thesis submitted to
University of Sheffield 1970), p.29.
22 See Poster July 171832.
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which requires considerable technique and stariine fact that John was appearing as a soloist

on the same programme as an internationally acethisoloist, clearly establishes him as an
important figure of the time. This would have beenvell-paid, prestigious engagement and
would probably have made a welcome change to higae duties, even though transport from
Taymouth to London would have taken several daysstagecoach, the normal mode of
transport until the British railway system cameiakistence around 1840.

John Distin returned to London in 1837 leavind futhe employment to the precarious
existence of a freelance musician. It is not knavity he took this important decision to leave
his position at Taymouth Castle, but it is highkely that John Distin and his private military
band were made redundant as a result of economsticct®ns. Marquis John Campbell sold
parts of his estate in 1856, and the Scottish kybcantains a catalogue of thousands of books
for sale by auction from Taymouth Castle duringghme time.

Queen Victoria (1819 -1901) took over the thronerathe death of her uncle William
IV (1765-1837) and John Distin played principahtipet at the Coronation, which took place in
Westminster Abbey in June 1838: ‘While giving catseat Willis's Rooms, Mr. (John) Distin
was called upon to perform the duties of principaimpeter at the coronation of Queen

Victoria’.?*

%3 See Poster July 31.832.
24 British Bandsman, March 1889.



Figure 10: Queen Victoria’s Coronation [June 1888h John Distin playing far right
Source: Royal Collection Trust, Her Majesty Queéndbeth 11 2012

Further evidence of John Distin’'s eminence asm@pet and bugle player is to be seen in
the dozens of press reviews in Appendix A. Besitdissimportance through most of the
nineteenth century as a trumpet soloist, John sssignificant contribution to the developing
brass band world was as the leader of the famagdgroup. His experience as a professional
orchestral and band musician and soloist would hsereed him well while developing the
group’s repertory, technical proficiency, perforroarstyle and entrepreneurial skills. He also
passed on to his sons (especially Henry) his dtyiagith regard to instrument design and
technology, and although established as a forerxgonent of the keyed bugle and slide
trumpet, he was never slow to experiment with nestruments, such as the cornet and later the
saxhorn. After a long and successful career wighDistin Family brass ensemble John Distin
found it necessary to reduce the number of perfooes, partly because of the success of the
Distin instrument manufacturing company but alsoadose he was losing his teeth. In 1857 a
crowd of 20,000 packed the Crystal Palace for JoHatewell concert® where he played the

trumpet part in Handel’s ‘Let the Bright Seraphiftom Samson, with Miss Rainsford as vocal

% Horwood, Wally,Adolphe Sax1814-1894 Hislife and Legacy (Hertford: Egon Pub. 1992), p.33.
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soloist. The writing for trumpet, while not extreme still regarded as a major challenge in the

trumpet repertory yet even handicapped by dentablems John gave a virtuoso final
performance: ‘Fewnen have made sweeter noises in the world, and[hasy lost, from great

and continued pressure, the whole of his fronthte&tDespite the poor financial returns from
this conce’ John Distin had no cause for concern as he wdacinsupported in his retirement
by a pension from the British Army with whom he hsatved for many years. In 1855 the first
garrison or training camp for soldiers was establisin Aldershot, and following John Distin’s
promotion to second lieutenant by th® Bevon Atrtillery Volunteers on ™ January 1861,

accommodation and a teaching position was providedim.

b =i

Figure 11: Training camp at Wellington Avenue, Akl®ot,1855
Source: Aldershot Military Historical Trust

This was a period of musical enlightenment forBnigish Army as Prince George, the Duke of
Cambridge and a cousin to Queen Victoria, estaddisthe Royal Military School of Music at
Kneller Hall, Twickenham in 1857 and so the Distiame is seen at the forefront of this

development. For many years, just as brass bandasdeeeloping, John Distin had been one of

%6 The Era, January 2% 1860.

%" The Era, February 5 1860.

28 See websitehttp://www3.hants.gov.uk/museum/aldershot-museuralibistory-aldershot/aldershott.htm
(accessed 23rd July 2011).
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the most respected and admired brass performene gferiod. As a soloist, a professional band

and orchestral player, teacher and leader of thea@xlinary Distin Family, he had been a
pioneer in brass playing for most of his life and imfluence, on a fast growing brass band

community, was immense.

John Distin’s wife and children

Although John was not married until 1829, he fatdesons by Ann Matilda (nee Loder) who
was married (as mentioned earlier) to Thomas EdnRidgway at the time. Ann Matilda came
from a very musical family and she features strgpmglDistin Family concerts as a pianist but
before that, between 1808 and 1810, while stilyaged 18, she performed at The Adelphi
Theatre, Edinburgh as an actress and dancer. Gignéna Distin Family brass ensemble was
promoted as a brass quintet, which negates therilootion of Ann Matilda as a piano
accompanist, but one reporter describes the greup ‘tamily sestet’, giving her position full
status. Her playing standards appear to matchtiExceed those of the brass players from this
review: ‘The Distins are a clever family, but espg Mrs. and Mr. Distin,*® however, Ann
Matilda was not always credited for her piano ageaniments. Misfortune affected the family
when she became ill, just before a planned tripAtoerica in 1848, and from the death
certificate we read, ‘after a severe illness ofdays, Ann Matilda Distin aged 57, wife of Mr.
John Distin, the celebrated saxhorn performer dfealcarbuncle®

John Distin and Ann Matilda’s first son was GeoFgederick Distin, born in 1817 in
Devon who, with the Distin Family brass quintetay#d the bass part; firstly, on horn then
trombone until settling on the baritone saxhorr; the family brass group was reduced in size

when, in 1846, George became seriously affectedrbgar infection, then tragedy struck the

29 The Musical World, November 2% 1838.
%0 The Times, June 24 1848.
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family when on 4 April 1848, just prior to their planned Americasut, and George died of

inflammation of the ear’s tympanum, aged only*30.

The second son was Henry John Distin, born 181®imlico, London. He played
natural horn in the family group to start, but fgdéayed the keyed bugle and the cornet before
settling on contralto saxhorn. Henry became thet sigsificant Distin family member because
of his entrepreneurial skills, innovation and wsidor brass instrumental manufacturing,
publishing and the role of the brass band in sp@atl much of this dissertation will be devoted
to his achievements and significance. While Herlaygd an important role in the family brass
group and the family business, it was when he g the family firm in October 1849 that
his influence was most strongly felt. He built iq@ tinstrument manufacturing company from
humble beginnings until it was sold in 1868 foaegk profit.

From the huge divergence of interests made withen music business we gain an
impression that Henry Distin was a clever, versatilan with boundless energy. As a brass
soloist he could effortlessly and confidently pemfodifficult technical pieces such ahe
Carnival of Venice and he could quickly adapt to most other brasgunmsent he might happen
to come across, such as a new kind of horn or tAlsaa musical director he was clearly
ambitious and resourceful, organising several ighiccessful brass groups, although his
conducting skills may have been inferior comparethe successful band contesting conductors
of the day. There are, however, instances wherdiggays a boastful nature particularly in
publicising and promoting his various ventures, thig may have been acceptable behaviour in
the nineteenth century. Beside Henry’'s boastfulhésbusiness ethics are questionable at times
and one cannot fail to sympathise with Adolphe Sax,example, whose patents on brass
instrument designs were invaded and whose conahatireements were often abused. Henry
Distin, in fact, registered a patent on a saxhafole Sax, only a few weeks after returning

from his first meeting with Sax in Paris.

31 Death Certificate.
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Henry Distin’s genius was in his perception andowation which, together with his

ambition and business skills, he utilised to malsuecessful business empire.However, while
he probably never actually made a brass instruimeicertainly knew what a good one was, and
how to sell it. This intense, enterprising ambitioust have been an inspiration to many
aspiring businesses and indeed, fledgling brasdsband while his motives may well have been
driven by self-interest and capitalism, his innawat nevertheless, proved to be positively
influential to a new brass band community. In 18@Bowing an illustrious career Henry
emigrated to America and continued manufacturings®rinstruments which are still highly
regarded today by collectors, and he was also penfig occasionally, as a soloist in his later
years.

John Distin’s third son was William Alfred Distibborn in 1822, Westminster London
who also started his career on the natural hotharfamily group before taking up the contralto
saxhorn. William also composed songs that includéed United Volunteers, which was
published in London 1860, and he also ‘found fame ainger with a fine bass voitentil he
died in December 1879 in Southwark, Surtey.

The fourth son was Theodore Distin, born in Jun231® Brighton, Sussex and also
started on natural horn in the family group beftaking up the alto saxhorn. Theodore and
William Distin frequently sang together in conceerformance¥ and after a long playing
career, Theodore became a professional baritogerSimppearing at Covent Garden in 1860.
He was a member of the Pine and Harrison Opera @oyypan Associate of the Royal
Academy of Music and he wrote several songs.

John Distin and Ann Matilda’s youngest child wadaaghter, Louisa (or Louise) Rose

Distin. She was born on £December 1831 in London while the rest of the famias living

%2 Horwood, Wally,Adolphe Sax1814-1894 His life and Legacy (Hertford: Egon Pub. 1992), p.34.
% Rose, Horwood and Bate, and Mitroulia and Myenséaer, claim that he died in 1884.

% The Daily Telegraph, 14" August 1860.

% The Times, January 1848.

% Horwood, Wally,Adolphe Sax1814-1894 His life and Legacy (Herts.: Egon Pub. 1992), p.36
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and working in Taymouth, Scotland. She appearedaoone of the Distin Family concerts as a

vocalist when she was quite young and later, irD184 the concert tour of America.

Conclusions

This chapter has examined the individual attribtethe members of the Distin Family who
made a profound impression on the music life ofaniduring the nineteenth century with their
performances, instrument manufacturing, music ghbig, etc. From the very many accolades
for their performances and products shown in AppeAd it is clear that the Distins were held
in high esteem, but particularly important were ¢betributions made by the father John Distin
as an outstanding brass player in the high regastdras an iconic role model to a new society
of brass band players. Also important was the Baamit work of the second son, Henry Distin,
who built around him a brass empire that infiltcateany aspects of British musical life and
shaped the future of brass bands.

The following chapters of this dissertation aimstow the breadth and significance of
the Distin’s influence on brass band developmentinduthe nineteenth century and in

examining their legacy argue a case for the graipgoa seminal, motivating force.
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Chapter 3

The Distin Family Brass Ensemble

I ntroduction

The earlier chapters in this dissertation have shtvat the nineteenth century brought great
changes and development to Britain and its cullifealMusic-making was, perhaps for the first
time, a regular part of community life and not jaspastime for the upper or middle classes.
Bands and choirs were springing up all over thentyuand their membership was
predominantly from the working classes. With th@arative to organise themselves, in order to
make full use of their newly discovered leisuredjrhands faced the challenge of creating a new
organisational style and an effective, balancettunsentation which they had hitherto lacked.
The Distin Family, which was well organized withbalanced ensemble, provided an essential
role model for the developing brass bands. Theegsibnal military bands also provided a
paradigm for the amateur bands but even they took to settle on a complete and satisfactory
instrumentation. However, with the advent of thesnechnology of the valve, both professional
and amateur bands soon saw the potential for ingonewnts. More to the point, with the mass
production of brass instruments in all shapes @&essand at affordable prices, amateur bands,
who wished to emulate their professional counteéspdound the means to become a more
satisfactory, unified medium. With the example obups like the Grenadier Guards Band
(regarded as the finest wind band in Britain), Ehstin Family brass ensemble (regarded as the
finest brass band in Britain), and with the addiibmotivation of competition (amongst other
incentives), ‘brass banding’ became an importamteeéd germane, aspect of British life.

As mentioned earlier, the most significant reasfamsthe rise of the brass band as a
concept and ‘institution’ were the introduction adlved instruments, the arrival of the cornet

and the adoption of saxhorns played and promotethbyDistins. However, although these
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influences were important, crucial to the initivelopment of the brass band movement in
Britain was the influence exerted by the Distin Hgransemble and its performances. Having

previously discussed the importance of the indialdun the group this chapter therefore, seeks
to examine, in some detail, the vital importancéhef Distin Family brass ensemble to the birth
of the brass band and its later growth. This chragdt® shows how the Distin Family itself grew

from a quintet to a large brass ensemble evolvéd ‘e most remarkable brass band in

England’!

Newsome explains that by the 1850s the Distin Ramibss ensemble ‘had already
given over 10,000 concert$’and his exclamation mark confirms that the growvities
were extraordinary. Some of its audiences were wipigally large; in New York in 1849, where
the ‘grand concert hall had been newly ‘fitted upthe audience consisted of several thousand
people’® and at John Distin’s retirement concert, heldhat €rystal Palace, audience figures
were reportedly 20,000 people. Evidence of the gimimmense popularity can be found in
hundreds of reviews and many of these reportsistedlin Appendix A, but perhaps the most
significant commendation appearsTihe Era (April 1893) which states that the Distin Family
was ‘one of the most successful instrumental ent=min the history of Britain®. It is
important, though, to put these findings into cahtand also to present them in a balanced,
objective fashion. Whilst the Distin Family brasssemble was very successful and popular,
they did not fundamentally invent th®ass ensemble as such, and they did not create the
concept of brass ensemble performance practiceselhad been well established for centuries.
However, as Horwood tells us, ‘Sax and his saxhibmough the good offices of Distin, laid the
function [my italics] of a virile brass band movemeéntind so we should relate the success of

the Distins to the development of tieass band movementand not the brass ensemble.

! The Daily Telegraph, March 2%' 1867, p.1.

2 Newsome, RoyBrass Roots (Aldershot: Ashgate, 1998).

% The British Bandsman, March 1889.

* The Era, April 1893.

®> Horwood, Wally,Adolphe Sax1814-1894 His life and Legacy, (Hertford: Egon Pub. 1992), p.33.



46

However, before we examine some of the aspecteeoDistin brass group — its instruments,
music, performance style, presentation and pogmaton, with the purpose of making an
evaluation on its importance and impact on brassl lo@velopment, it is essential to consider its

position in musical history.

The Distin Family brass ensemble as a model

When John Distin assembled his sons in Taymoutblap as a brass group he himdedd a
model on which to base his concept. Composers asicBiovanni Gabrieli (1554 — 1612) and
Heinrich Schitz (1585 — 1672) wrote a great deamokic for brass groups and in Britain
eminent composers such as Henry Purcell (1659-168&e specifically for the medium (his
Funeral Music for Queen Mary of 1695 uses four flatt trumpets and a drum) bubas brass
ensemble performance was rare during this periadbaass instruments had mostly been used
by city waites and by military bands. As Herbesdtss, ‘prior to the nineteenth century there
had not been a widespread tradition of brass pigiyifBritain.®

While there were some obscure brass instrumerggigience, the main instruments in use
in Britain at the beginning of the nineteenth ceyntto cover the musical tessiture of high,
middle and low were:

* Natural trumpets and slide trumpets

* Keyed bugles

e Natural horns

* Trombones (known earlier as sackbuts)

» Ophicleides (following the decline of the serpemd #he bass horn)

These instruments had rarely been used collectaetlthey played a largely unimportant

role in the cultural music life of Britain at thiétne. While John Distin’s concept to form a brass

® Herbert, Trevor, ‘Nineteenth-Century Bands: Thekg of a Movement’, in Trevor Herbert (edBands: The
Brass Band Movement in the 19" and 20" Centuries (Milton Keynes: Open University Press, 1991), p.7.
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ensemble performing ‘art musicinay not have been completely original, the idesusth an
ensemble was nevertheless very unusual and inmevéerhaps more importantly, his concept
occurred just as the boom in the production of biastruments was taking plat&he Distin
Family brass ensemble was formed at an opportamein history and soon established a strong
identity in a unique position to influence and leaguickly developing brass band movement.

In 1830, while serving as Bandmaster at Taym@aktle, John Distin taught his sons to
play brass instruments, continuing a tradition stat exists to this day where such skills are
handed down from father to son. The benefits ahfdr academic tuition and training can often
be expensive or even unavailable, but John Distas aiready a teacher and a professional
player and with the responsibility of parental guide for his four young sons, playing a brass
instrument was a natural pathway to take.

The boys George, Henry, William and Theodore dsyed their skills quite quickly on
natural horns and were encouraged to perform imtfiaf an audience. The first public
performance of the young aspirants was in 1831 nvather John Distin, Master Henry Distin
and Master Theodore Distin performed at the Adelfdneatre, Edinburgh; not far from their
home in Taymoutf.Extracts from the Adelphi Calendar Project alsovsithat on August 7
1832 John Distin performed a trumpet solo at thelpli Theatre, Edinburgh and Master Henry
Distin and Theodore Distin performed French horatduSoon after, in July 1835, the full brass

quintet made its first appearance, playing at telphi Theatre, Edinburdgh

On Thursday evening, notwithstanding the rich éabements spread out upon the boards of the Adelphi
the manager seems to have determined to enhanaoeetital banquet still farther, by making it somethi

of a princely treat — namely, by introducing Mr.sbm, principal trumpet player from the private daof

"*Art Music’ as apposed to military signals, sacoirch music, parade music, folk songs, populasicnetc.
8 Herbert, Trevor, ‘Nineteenth-Century Bands: Thekig of a Movement', in Trevor Herbert (edBands: The
Brass Band Movement in the 19" and 20" Centuries (Milton Keynes: Open University Press, 1991), p.17

° See websitehttp://www.emich.edu/public/english/adelphi_calerdarfactr.htm(accessed July 2009).

19 British Bandsman, March 1889.
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his Majesty George the Fourth, together with higr faccomplished sons, the eldest of whom is scarcel
out of boyhood. These performers used keyed buBtesich horns, and a tromberand the beauty and
delicacy of the music elicited from these noisytimsents, created both surprise and delight. A
divertissement from Rosini’s (sic) opera ‘ll Turtoltalia', a concerted piece from ‘La Gaza Ladsi),

&c., were given with fine effect

One year later, on April 161836, an announcement Tie Scotsman proclaimed: ‘Mr.
Distin and his four sons beg leave most respegttollannounce to the Nobility and Gentry of
Edinburgh, they intend giving a concert, under iDgtished Patronage, on Thursday, April
21%.2 |t appears that John Distin’s plans from the oyt®ethis family brass group, would not
be leading parades or performing at outdoor calrevants or providing music for dances,
which was the normal function of an amateur banthai time. His concept was to perform as
chamber musicians for the middle and upper clagEesciety in concert venues and as artists.
This was radical, innovative thinking and daringscope and, as discussed in Chapter 1, brass
bands soon followed the lead provided by the Dsstmseek patronage from wealthy people.
John Distin’s career, to that point, had includedg@mances for the aristocracy and indeed for
royalty, and he developed this idea for his brassigg a concept which soon became accepted
as a model for brass bands to emulate. Amateurshaeeded financial support in order to exist,
and some sought patronage or sponsorship fromindistrialists or wealthy landowners who
were persuaded that investment in the arts, anctplarly music, offered rewards.

While the Distin Family was based in Scotland, Hyesand William Distin both studied

horn and piano for a short period at the Royal Agcayl of Music¢® and from their archives we

! The Scotsman, Saturday 1% July 1835, p.2.
12 The Scotsman, Saturday April 18 1836.
13 Distin, Henry, ‘Our Portrait Gallery, Mr Henry Dis’ British Bandsman, March 1889.
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find a list of pupil$® which records that Henry and William Distin entédanuary 1834 and left
June 1834 and studied horn and piano playing.
According to Russell, the Distin Family concert foemances started in 1844and

I*® and Newson€ state erroneously that the Distins first appearanas in

Carsé’, Langwil
1837 but the evidence above shows that they begdierein Scotland in 183%. This was the

beginning of the Distin Family brass ensemble qarea father and four musical sons, ideally
situated in history, geography and society, to bex@ioneers in a new form of brass music-
making and seminal to its development. The exampigided by the Distin Family brass band,

in terms of its virtuosity, its experiments withstrumentation, the introduction of new repertory

and performance style, came to serve as a modtidarp-and-coming brass bands.

Perfor mances

By 1840 the brass band as a musical medium, arad @mcept, had been accepted into the
vernacular of the British musical world, which igarly to be seen in a contemporary report on
the Distin Family brass band in tMusical World, which states: ‘as a brass band, it is certainly
the finest we have heartf'. Several all-brass bands had been formed atithatdand by 1832
the Cyfarthfa Band, and by 1833 the York Amateundbavere active. If we consider the
differences between the performances of the Disamily and those of contemporary brass
bands we see that the purpose and function wegltlglidifferent and, of course, the size and

scale of the performing groups was dissimilar. @iffa Band and York Amateur Brass Band

4 From *A list of pupils received into the Acadenipce its foundation in 1822-3, together with a tisthe
subscribers to the institution’ published by they@cAcademy of Music in 1838, p.36.

!> From the Royal Academy of Music@ommittee of Management Minute book for the year 1834, there is one
indexed entry for the Distins: 8@anuary 1834 ‘The 2 Master Distins, to be plaaedeu Elliott for piano’, p.6.

'® Russell, Dave, ‘What's Wrong with Brass BandsAt@al Change and the Band Movement, 1918-1964var
Herbert (ed.)Bands The Brass Band Movement in the 19" and 20th Centuries. (Milton Keynes: Open University
Press, 1991).

7 Carse, AdamThe Music Review Vol. 6 1945, pp.193-201.

18 | angwill, LyndesayAn Index of Musical Wind-Instrument Makers (London: Bingham, 1960).

19 Newsome, RoyBrass Roots (Aldershot: Ashgate, 1998), p. 27.

20 The Scotsman, July 11" 1835.

%1 The Musical World, February 27 1840.
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numbered well over twenty musicians and their respe repertories were also quite different.
Bands of the day were performing a wide range ofimin a variety of situations from dance
hall music and parades to church services but seerthere were similarities, such as their
repertory of arias, choruses and selections frompulao opera. Similarly, they were both
performing to an attentive audience (rather thampkr fulfilling a role of background noise)
consequently a fuller investigation into performamstyle and repertory has been undertaken in
Chapter 4.

Around 1850 brass band contesting became an iamiquart of a band’s activiti&sand
their repertory included more serious, dramaticks@uch as the some of the pieces performed
by the Distins The performance style of brass bamds also similar, emulating that of the
Distins; after all, a contest audience was listgrantically. Bands were widening their repertory
to include more Distin-style ‘art music’ and foutttey had an appreciative audience and also
success in competitions as a result of the inclusioserious, dramatic works. Contemporary
descriptions of the group directly compare the iDssto the brass bands of the day and from a
host of other accolades made about the Disting ttem be no doubt that their playing standards
were very high, and with the arrival of band contpets, the values set by the Distins became
the expected standards. The development of brasdsbeame, primarily, from a driving
ambition to attain the performance standards which Distins and other virtuosi had
established, and the Distins led the developmenrtrass bands at this crucial time of their
evolution with repertory choice, playing standardsd performance style. The Distin Family
was achieving enormous success with its style,rtepe presentation and artistic direction
which was clearly appealing and popular, and sersthrganisations followed suit.

Rather than declining in stature or even foldingewlseorge died or John retired, the

Distin influence on brass instrumental performammeased, driven by Henry’'s ambition; at

2 Herbert, Trevor, from feedback comments on thiselitation (June 2012).
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first with the Distin Flugel Horn Union and lateitlv the grand Ventil Horn Union, the Distin

brass ensemble evolved into ‘the most remarkalalsstivand in England®.

Distin Business Acumen

The family brass group was generally known as ‘Digtin Family’ as seen in a letter addressed

to the Philharmonic Society, June 1845.

Sir

In reply to your polite note we beg to tender dwartks to the Philharmonic Society and accept
their offer of ten guineas for the performancewdy &t yours on the 23rd inst. Perhaps you will
be so kind as to give me timely notice of what nemtif pieces will be required.

Forever

Your most obedient

John Distin

The Distin Family

49, Manchester St.

Manchester Square

Throughout their career we see evidence of themmackment by utilising connections with
friends and family members. Looking for work oppmities or business favours they would
often be in contact with people who were in a posito help them directly with engagements
or to develop their network of connections. Simitehaviour exists today of course, but the
saying ‘it's notwhat you know, butwvho you know, that counts’ was very much the way that
Distins ran their business. It is highly likely thiohn Distin’s early career advancement and
appointment to the positions with the Grenadier r@sia George IV's Private Band and
bandmaster to the Marquis of Breadalbane were aethi®y personal favour; of course, the

benefits would have been mutual. Sometimes thenbssiassociates became friends as we see

23 The Daily Telegraph, March 25" 1867, p.1.
24 British Library Letters.
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in a letter from Henry Distin to Enderby JacksoB98F° which starts: ‘my old friend’. This
particular endearment gives us a clearer insigbtnstin’s relationship and close involvement
with Jackson’s brass band projects.

As we have seen, the first performances of tharkamily were in 1835 at the Adelphi
Theatre, Edinburgh and this is where John Distivife, Ann Matilda worked as an actress and
dancer between 1808 and 1810 and where her fisftama, Thomas Edmund Ridgway, was the
dance-master at the theatre. It is therefore, hidlkkely that the first Distin Family brass
ensemble performances at the Adelphi came abautighrpersonal connections and favours.

For most of his life, John Distin had been paidatary whilst employed as a military
musician and his return from Taymouth Castle todamworking as a freelance, self-employed
musician with an uncertain income was a bold maveperhaps born out of necessity. He had
gained some experience in the music professiorabttis time, with a dependent family, his
professional business acumen needed to be shaym thre letter John wrote in 1835 (see
Appendix A), we find evidence of him utilising hretoriety in persuading members of the
aristocracy to sponsor his family brass group, lgtan 1834 when Henry and William Distin
both studied horn and piano for six months at R&\@demy of Music (Lord Westmoreland
assumed all the expenses of their education ifRthal Academy of Musf€) and later we see
their performances receiving similar support antlqueage?’ Unfortunately, we are not always
told who the distinguished patrons are, but sonmegiine sponsor is mentioned, such as the
occasion in 1840 when ‘the performance was undepéironage of the Mayor of Newcasife’
Patronage and sponsorship was, and still is, aorntgpt aspect to the survival of a brass band
and the support gained by the Distin Family wasearcexample of what could be achieved. In

fact, some brass bands went on to attain neargsiofeal status. The Distins were highly paid

% See Appendix A.

% Distin, Henry, ‘Our Portrait Gallery, Mr Henry Dis’ British Bandsman, March 1889.
2" The Scotsman, April 16™ 1836.

%8 The Musical World, February 27 1840.
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on some occasions and one benefit concert, givémeatheatre Royal in Drury Lane, London
(June 1848) and attended by Queen Victoria ancc@®mdbert, netted them £500, but not every
engagement proved so profitable. On May" 2I84G° a report of their concert in
Wolverhampton regrets ‘we believe that the expensesrred were hardly covered by the
receipts.’” In fact, from reports of Distin concette impression is very often given that the
ticket sales (sometimes costing two shilliffgsworth around £8 today) do not cover the costs
of their fees and expenses. Furthermore, thereidece that any profits raised were often
given to charity: ‘Concerts in Limerick, Negah aRdrsonstown netted upwards of £60 for
charity’® The financial profits of the group seem to be irgstent and one wonders how the
group could have survived unless, of course, tmgyyed private sponsorship from rich patrons.
Henry Distin gives some useful information abowg #tonomics of their trip to Paris in 1843,
‘the Distins were glad to get an engagement at Rhes theatre, for one month, seven
performances per week, for 3,000 francs, equivatermbout $25 per week eacfi.There was
also a sizable gift of 500 francs that was presktaethe Distins by King Louis-Philippe when
they performed for him in Paris around the samesfifmAlso, when the Distins travelled to
America in 1848 the contract was $2,500 for foropeerts in the Old Park Theatre in New
York, and on the same trip, a concert in Bostomearthem $506° Perhaps the well-paid
engagements outweighed the poorly paid ones. leagp then, that their economic viability
was secured by a busy schedule of engagements wiech mostly profitable, and some
sponsorship from wealthy patrons. This insecuriguld have motivated them to their best
efforts in performance, presentation and also iirtfbusiness acumen in order to obtain

continued engagements. There are also some instariee their performances are promoted

2% The Musical World, June 4' 1840.

% See Poster Wednesday Octobef 1845.

%! The Musical World, March 9" 1843.

2 |bid.,

% The Musical World, January 2§ 1845, p.41.

% Distin, Henry, ‘Our Portrait Gallery, Mr Henry Dis’ British Bandsman, March 1889.
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by themselves rather than by engagement as we@aeh announcement ie Times of June
26" 1846: ‘Sadler's Wells- The Distins (the originadSHorns) will give a Grand Evening
Concert on Tuesday, June™2Tickets may be had of the Messrs. Distin, atsidve horn depot,
43, Cranbourne Street, Leicester Square’. Amateassbbands at that time were a long way
from this level of professional style promotion,wever the example provided by the Distin
Family was established for them to emulate.

The Distins show a shrewd business sense by tiseigconnections with colleagues,
friends and relations to promote themselvésr example, the Royal Command performance by
Queen Victoria in December $41844 shows that the supporting group was Her Ndges
Private Band with conductor, Mr. George FrederichdArsor’® and we know that he was
related to the Distins: Anderson’s wife Lucy (Nddlpot) had a sister, Fanny, who was married
to George Loder, and Loder was the brother of JDIstin’'s wife Ann Matilda. Further
evidence of using family connections is seen when Distins went to Hamilton, Ontario,
Canada in 1849. There, the mayor of the city waswsin; John William Langmead Distin
(1789 —1879), and so this kind of business approatilising personal contacts and family
relations, became the norm and brass bands follole=Bistin lead.

It is likely that the Distins had other income sires apart from their fees earned from
performances. We know for example that they ranniee class tuition from their base:
‘Distin’s Amateur Cornet Classes assemble nigHtly,the practise of quartets, etc, at Henry
Distin’s Cornet Academy/ sax horn depot, 31, Crambe-street, Leicester-Squafé’John
occasionally taught the trumpet and we know thadrGe was in the jewellery trade and it is
possible that each member of the family could Haae other sources of income; nevertheless,
the achievement of the group as a business ergenpas commercially viable and remarkably

successful for the time.

% The Times, December 151844,
% Horwood, Wally,Adolphe Sax1814-1894 Hislife and Legacy (Hertford: Egon Pub. 1992), p.33.
%" The Times, March 20" 1850, p.1.
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This remarkable business success was carried yothebDistins with entrepreneurial
flair,®® and the style of their business promotion wasotdid in their approach to performance
practise and to public relations. There are maramgtes of unsavoury boastfulness and some
arrogance in the Distin style of promotion, but sinetraits have probably been adopted
consciously with the aim of elevating the percaptamd reputation of the group. For example,
an announcement ifhe Times (January 18 1847) credits the Distins as beippfessors® but
this title is probably self-appointed, and thesaggerations cloud the facts. Another example is
when the Distins first met Sax and encounteredshihorns in 1844, Henry Distin reports:
‘After the engagement at the theatre was over thetette played one night at a grand concert
given by a famous singer, upon which occasion tiegrd for the first time a new instrument
called the ‘saxaphonésic) played by a French artist®’ This account shows several interesting
aspects of the Distin approach to self-promotiocabse the grand concert, mentioned above,
wasnot given by a famous singer but by the eminent compddector Berlioz. They didot
perform themselves at that concert, the new saxuphwas misspelled and the French artiste
was none other than the great Jean Baptiste Arltenplayed one of the first saxhorns. Also,
the occasion was designed to promote the new wadrBerlioz and the new instruments made
by Sax, which included saxophones and saxhorns.eltodlay etiquette would, perhaps,
consider this kind supercilious arrogance distastéiut because we see so much of it in Distin
public announcements and the press releases ofatists at the time, the behaviour appears to
be endemic to professional life at that time. Amotlexample of boastfulness, and self-
promotion, may be observed when the Distins fickipded saxhorns and made the comment:
‘without egoism, we were the making of M. Sax’ naasea manufacturet’. A further example

of boasting which clouds the facts is an announcermeThe Times (April 36 1847) which

% Herbert, Trevor, ‘Victorian Brass Bands: Classst€aand Space’ in Reynolds, G (et @he Place of Music:
Music, Space and the Production of Place (London: Longman, 1998), p.110.

%9 The Times, 1847 January 18p.4.

“9 The British Bandsman, March 1889.

! Carse, AdamThe Music Review Vol. 6 1945, pp.193-201.
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states: ‘The Distins, the original and only perfersion the sax horns and sax tubas will give
their highly attractive and popular concéft’ Announcements such as this could have been
submitted to the paper by a misinformed reportaxherns had been on sale for several years,
but we see that the announcement also includeshamtesement for ‘Distin and Sons’ Musical
Repository’; consequently the supercilious prommlostyle must have originated from the
Distins.

For much of their career the Distins functionetbaomously but in December 1854 an
advertisement iThe Times shows them using the services of a secretary:ifDssElugel Horn
Union are now open to accept engagements for cenicet.ondon and the vicinity. For terms
apply to the secretary at H. Distin’s 31, CranbeuBireet, Leicester SquaféAlso, in June
1864, when the group was expanding further, we tivad they had adopted an agent in Patrick
Anthony Corrt*who was the musical director of Weston's Music Hadrri and the Distins had
previously worked together during performances hLgtiDs Ventil Horn Union with nine
instrumentalists. However, when Weston’'s Music Hdécided to promote a series of
performances of Bellini'sNorma in 1860 the Ventil Horn Union was expanded to tiydive
musicians and Corri, who conducted on those ocngSialso engaged each of the musicians.

The Distin business acumen and promotional styds wlearly successful and Henry
Distin, in particular, continually sought innovatiwopportunities for his company, which he sold
(on June 19 1868) for a large profit. Brass bands today hasenbinfluence by the Distin

promotional style and business acumen as we sgethese examples:

e Grimethorpe Colliery Band: The world's most famoa8iery band.
< Brighouse and Rastrick Band: The best and moststens ‘public subscription band’ in the
world.

* Black Dyke Band: The world’s most famous brass band

“2The Times, 1847 March 17 p.1.
*3The Times, December 1854.

* The Era, June 1% 1864.

% The Era, October &' 1861.
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Changesto the Distin Family Ensemble
The picture below of the Distin family is a copyaofare print belonging to me. It was originally
part of a collection belonging to John Webb, anowshimportant detail about the Distins and

their instruments (which is discussed in Chapter 5)

Figure 12: the Distin family group ¢1840 beforeitlaoption of valved saxhorns
Source: Print belonging to the author

Adopting an overview we see that the Distin Fanhitgss ensemble of the five players, seen
above, developed (despite the death of one memixbrttee retirement of another) into the
Distin Flugel Horn Union of 1857 incorporating selébrass players from London. Then,
following the Flugel Horn Union, came the Distin At Horn Union of 1859, with nine
players, which grew to twenty five musicians forrfpemances of Bellini'sNorma. This

eventually became the Distin and Levy Instrumektalon and later, in 1867, the Levy and
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Distin’s Grand Instrumental Uniéhwith around fifty musicians. The Distin Family bsagroup
had evolved into ‘the most remarkable brass barihigland®’

Henry Distin formed and direct&tbrass bands for various functions which were
‘composed of the workmen employed in his establihif and one of these bands which was
called Distin’s Employees Band, took part in theiblaal Brass Band Contest of 18810ther
brass instrument manufacturers in London followetlDistin example of having an employees’
band, and one of Distin's biggest competitors, @msy performed on Monday Septembéf 2
1867 as the Courtois Brass Band Union, when a exatjgpeared inrhe Daily Telegraph
announcing:

‘The Courtois Brass Band Union will perform a stil@e from Robert Le Diable, expressly
composed for them by Mr. J. Waterson, B. M.Life Guards. This evening (Friday August™ét the
Promenade Concerts, Covent Garden Theatre) Counstiziments will be used on this occasion — Sole

Agent, Arthur Chappell, 45, New Bond-street, of wists may be obtained®,

The instrument manufacturers Courtois took theiDiBamily concept and made a duplicate
arrangement of the very same piece which the Bidtied been performing since 184ih a
version made for them by Meyerbeer, the composetall distain towards such unethical
conduct can be discounted by the fact that thisides clear evidence to support the claim that
the Distins were hugely influential to brass barelelopment. Bands were emulating the
practical model provided by the Distins with thewn countless performances over thirty years
or so, and through the constant process of expatatien and expansion of their ensemble to

the point where a recognizable version the modexashband was established. Further detail on

“6 The Daily Telegraph, March 13" 1867, p.1.
" The Daily Telegraph, March 28" 1867, p.1.
“8 The Era, September®11861.

* The Era, October 1% 1861.

%0 Manchester Guardian, July 24" 1861.

%1 The Daily Telegraph, August 16' 1867.

%2 The Times, December 151844,
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the Flugel Horn Union and the Ventil Horn Uniorgigen in Chapter 4 when an examination of
the various instruments used by the Distins andratbntemporary bands is made.

Throughout the career of the Distin Family brasseenble there were many changes to
instrumentation which shows that the group wasglfitevolving. But while the combination
varied and the instrumentation changed there wakefmite musical style and approach,
featuring balanced, homogenic performances of adiecnand opera extracts, which remained
constant. The most stable phase for the group waeriad of nine years (between 1844 and

1853) when the Distins played their saxhorns.

Conclusions

It is somewhat surprising that, in today’s musiealrld, there seems to be little awareness
outside academia of the achievements of the Distorapared to the importance given to
Adolphe Sax. This general lack of recognition oé tDistins’ contribution has to a valuable
extent been countered by researchers like Horwidedhert and Newsome, among others, who
have acknowledged the Distins’ influence as persaninstrument makers and publishers. For
instance, Horwood states that: ‘Distin and Sax veerapletely complementary. The beneficial
effect of their association was mutual. Their camebi influence on the British Brass Band
Movement is a lasting memorial to them &flAnd Langwill acknowledges their great fame in
their day when he writes, the Distins were heraldedtars wherever they performed and there
are even commemorative pottery jugs (around 40fioed) to testify to their remarkable

fame>*

>3 Horwood, Wally,Adolphe Sax1814-1894 His life and Legacy (Hertford: Egon Pub. 1992), p.33.
> Langwill, LyndesayAn Index of Musical Wind-Instrument Makers (London: Bingham, 1960).
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Figure 13: A Distin commemorative jug dated 1845

Source: Belonging to the author

However, building on the initial academic recogmitiof the importance of the Distins by
researchers like Horwood, Herbert and Newsomeptlsent project has unearthed much new
documentation as well as discovering a number gfomant period instruments, scores and
manuscripts that go a considerable way towardsdilin the large gaps in our previous
knowledge of the Distins, and which serve to confithe fundamental character of their
contribution to the development of the modern bkes®l culture.

Through drawing on this new evidense have considered in this chapter the impact of
the Distins by focussing on the development ofahily brass band which were springing up all
over Britain during the nineteenth centtirgnd were copying, and even developing, the Distin
model of performance practice. | have shown inioetthat the Distins’ contribution to the
development of brass bands was highly significard number of quite concrete ways through
the impact of their performances, their experimemvith instrumentation which saw the group

grow in size from a small ensemble to a large bbassl, their innovations in band repertory,

%> Herbert, Trevor, ‘Nineteenth-Century Bands: ThekMg of a Movement’, in Trevor Herbert (edBands: The
Brass Band Movement in the 19" and 20" Centuries (Milton Keynes: Open University Press, 1991), p.7.
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and their business acumen and in the following tdrag aim to develop, in more detail, each of

the areas | have sketched here.
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Chapter 4

The Distin Family repertory, perfor mance and presentational style

I ntroduction

The previous chapter has shown how the Distinsuémited brass band development, in
nineteenth-century Britain, by their individual aadllective skills and attributes. This chapter
examines and evaluates the influence of the Digtinsugh their choice of music repertory,
their standards of excellence in performance, aed approach to presentation and promotion.
A detailed review of these aspects aims to ex@ame of the most fundamental characteristics
of the Distins and also those of the brass bantsaatimé by throwing light on the established
musical concepts. Consideration of these issudscaiitextualize the group’s musical identity
and give a clearer understanding of the effect arftlence they had on brass band
development. The examination of the group’s repgrteirtuoso style of performance and
presentation aims to show the importance of theirdisn these respects, and the effects they
had on a developing brass band culture from thete&m century right through to the present

day.

Distin Family repertory

Music making in Britain at the start of the ninetdecentury entered the Romantic era (1800-
1890s) established by the music of Beethoven, Smtdnd other composers whose music
introduced a more dramatic, expressive style towhach had previously existed. During this

period the form and functions of music developed #the emotional and expressive qualities of

! Herbert, Trevor, ‘The repertory of a Victorian pirecial brass band’ in Trevor HerbeRopular Music
(Cambridge: Cambridge University Press, 1990), pp-132.
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music came to take precedence over the impas&eknical tradition. Art music became, for
the first time, accessible to the ordinary persnd music-making was no longer an exclusive
pastime for the upper classes. Furthermore (asigsBed in Chapter 1) music-making became
popular amongst the masses, and amateur commuaniysbsprang up all over BritdinThe
professionally organised groups and virtuoso peréos, like the Distins led the musical
direction and an amateur band movement enthusadigtfollowed.

John Distin, as a professional military bandsmad &eelance musician, had been
performing in a variety of musical idioms for maggars before the Distin Family brass
ensemble became established, and the musical stytee group clearly reflected John’s
accumulated experience, knowledge and expertise.Distins played mostly arrangements of
vocal music; well-known songs and operatic ariasubhout their career, but occasionally they
included arrangements of instrumental music inrthepertory. At the time, there were few, if
any, original works written for brass quintet anlisaof some of the pieces played by the Distin
Family brass ensemble is given in Appendix C.

As a trumpet soloist, John Distin became well kndanhis renditions of the famous
obligati to arias such as Handel®t the Bright Seraphimand Storace’sSpirit of My Sainted
Sire (from The Haunted Toweraid to be ‘performed by him only’'He gave numerous
performances of these arias with various soprangess, who accompanied the group on its
concerts and tours. John Distin also became wealWknfor his performances of ‘The Soldier
Tired’ (from Artaxerxe$) by Thomas Augustine Arne (1710-1778). This waggioally
composed as a virtuosic soprano aria, and was pipbéyed in the original key on the slide
trumpet with piano accompaniment, although soma@nammes and reports suggest he was

accompanied by a band or an orchestra. For exampberformance July 11832 where he

2 Herbert, Trevor, ‘Nineteenth-Century Bands: Thekig of a Movement’, in Trevor Herbert (edBands: The
Brass Band Movement in the™and 2¢' Centuries(Milton Keynes: Open University Press, 1991), p. 4
® The Musical WorldMay 11" 1843.
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played in a concert with Paganini at the TheatrgaRaCovent Garden, Londdmccompanied

by the Covent Garden Band. The music is progranuraatd heroic in character, and would
have contrasted well with the virtuosic performsigle of Paganini and the piece, therefore,
would have been very appealing to an audience. ptagrammatic, heroic music suited the
medium of the brass band and reflected in the tepewhich soon followed. Dramatic episodes
from the world of opera sucRobert le Diableand pieces such as Percy Fletchétjsc
Symphonywith its Heroic March became one of the most important ingredients to the
established musical style of the brass band.

When John Distin’s sons began playing brass instnis) they started on natural horns,
and because very little suitable music had beenposed for this combination, special
arrangements had to be made (see chapter 7). @hasgements were probably made by John
Distin himself with the knowledge and understandifighe capabilities of his young boys, such
as The Echo Hunting Duetvhich they performed in 1835 (July"@nd 16')°. The Distins
performed for the first time as a quintet, at theephi Theatre, Edinburgh and a review in The
Scotsman states: ‘These performers used keyeddhuglench horns, and a trombpaed the
beauty and delicacy of the music elicited from &esisy instruments, created both surprise and
delight. A divertissement from Rosini{sic) opera ‘Il Turco in ltalia’, a concerted piece from
‘La Gaza Ladra/(sic), etc. were given with fine effect From the same article, we learn that:
‘The piece which attracted most attention, was simphonious old lIrish air ‘Gramachree’
performed by Mr. Distin on the royal Hibernian hpoam instrument played only by himself'.
Gramachreewas written by an unknown author in 1787, and wfisn sung in a variety of
versions such adlaid in BedlamMolly Asthore andGrai My Chreé (Love of my Hear}! This
was a well-liked song in Ireland, Scotland and Bndl and the inclusion of this song in the

programme, shows that John knew how to appeal taudrence. From the very outset of the

* See Poster July 311832 in Appendix A.
® The ScotsmarSaturday 141 July 1835, p.2.
® Ibid.,
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Distin brass group’s career, we see that its repewas based on adaptations and arrangements
of existing music and mostly of songs. These adiapis were often made on pragmatic
grounds; for example, the arizet the Bright Seraphinvas composed by Handel for string
accompaniment but often performed at Distin colsc&ith piano accompaniment because
string players were not readily availabl€he Soldier Tiredversion for trumpet was an
adaptation of the vocal aria and the ‘divertissetmieom Il Turco in Italia and the ‘concerted
piece’ fromLa Gaza Ladrawere clearly arrangements of extracts from the agpeeflecting

popular, contemporary musical taste.

Theinfluence of the Distin repertory on a developing brass band movement
While some details of the Distin repertory are leg get a strong impression of their
programme style and content from archived prograspnmmosters and reviews. Herbert
maintains, ‘the repertoire played by the Distinsially, but not always, centered on dance
music” but a list of pieces from programmes during tipeirforming career, shows they played
very little dance music and were rarely engageg@rtavide music for dancing. Their musical
policy was determined partly by a personal prefeedout mostly by a commercial viability that
dictated their repertory and programme style. Tias because their livelihood was dependent
upon their appeal to a select section of society {lme general public) and so the repertory of
the group was of paramount importance in orderusiasn, as they most certainly did, a full
engagement calendar.

From the beginning of the Distin Family brassesnile’s career, John Distin had an
understanding of what appeals to a select, payutieace and how to choose programmes
without sacrificing quality. The first indicationf gorogramme style is from the concert

mentioned earlier, in Scotland 1835, when the twalk boys played horn duets and John

" Herbert, Trevor, ‘Nineteenth-Century Bands: Thekig of a Movement’, in Trevor Herbert (edBands: The
Brass Band Movement in the™and 28" Centuries(Milton Keynes: Open University Press, 1991), . 4
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played a piece of music by Mozart described asoac€rto.Leopold Mozartdid compose a
Concerto for trumpet, which is extremely diffictdt play because of its extreme high register,
however, the Distin’s piece was probably not a tmto’ as advertised but a cavatina from one
of Wolfgang Amadeus Mozart’'s operas. John chosgaively simple but, no doubt, beautiful
piece to show-case the efforts of the young Boys.

The Distins quickly learnt the value of combiningtertainment with cultural art music
and this combination can be seen in early band rt@ye which consisted mostly of
arrangements of popular songs which had a simiagrammatic and heroic nature; as we see
from a list of items played at a band performamc8heffield July 26 18172

e The Prince and Old England,

* Rule Britannia,

* Hearts of Oak are our Ships,

* The Duke of York’s March.

e and God Save the Queefwhich was common to both Distin and band

programmes).

As we see from the repertory list above, Distin Faprogrammes consisted mostly of
operatic music and this type of music was also see¢he repertory of other existing bands of
the day® such as the Cyfarthfa Balld The Cyfarthfa Band was formed in 1838 by Robert
Thompson Crawshay of Cyfarthfa Castle, Merthyr Tlydhd this extraordinary outfit had an
illustrious career. This band’s repertory was rddhly eclectic, especially for the time and

while the band was unique in many ways there wepeets of its repertory which were shared

8ona personal note in this connection: My own epldyying career started as a cornettist performsimple duets
with my younger brother, while my father playedrdliant showpiece in the same concert. Even thowghwere
ages 10 and 8 we would get more applause tharatherfbut undoubtedly this was because performangces
youngmusicians have always had great appeal.

° Scott, JackThe Evolution of the Brass Band and its Repertioifdorthern EnglandThesis submitted to
University of Sheffield 1970), p.29.

1% Russell, DavePopular Music in Britain 1840-191@anchester: Manchester University Press, 1992)%.

1 Herbert, Trevor, ‘The repertory of a Victorian pirecial brass band’ in Trevor HerbeRopular Music
(Cambridge: Cambridge University Press, 1990), pp-132.



67

by other bands of the day. Their repertory can ib@led into three very broad categories of
pieces® first, light diversions- quadrilles, gallops, wmds etc.; second, a number of
miscellaneous pieces; for example, Joseph Pafgydéil Overture and third, transcriptions and
arrangements of art music - including opera anidioels works'® The similarities between the
Cyfarthfa Band repertory and that of the Distinsiowhad been performing for a few years
before the Cyfarthfa Band was started, are cledot#sensembles played pieces such as:

* Meyerbeer'sRobert le Diable

* Rossini'sGuillaume Tell

* Rossini'sLa Gaza Ladra

» Donizetti'sLucia di Lammermoor
e Gungl'sCuckoo Galop

* Bellini's Somnambula

+ Offenbach’s Selection froma Grande Duchesse

Mr. Crawshay bought instruments from Distimstrument manufacturing company in
1860, and the Distin Family gave concerts in SotMales in 1842, however the two brass
ensembles may never have come into contact. Thigdtipn of some of their repertory shows
a common preference for a style of music whichtib gopular today and several pieces
mentioned above are still regular features of modand programmes.

In addition to extracts from opera, the Distins Vdooften include in their repertory
popular songs and ballads of the day as we see feports of their concerts In 1840 at
Newcastle Theatre, for example, they inclu@dno, we never mention hey Thomas Haynes
Bayley (1797-1839) performed as a solo item. Sdikgsthese were often presented in a novel

way or played on an unusual instrument and in 1B8% Distin performed on the Hibernian

12 pid.,
13 Ibid.,
“The Musical WorldFebruary 27 1840.
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horn!® a rare instrument which is described in Chaptein5Glasgow in 1840 Henry Distin
played a solo ‘The Light of Other Days’ frofthe Maid of Artoidy Balfe on the walking stick
cornetto, another rare instrument. The DistinsTgrenance practice, music policy and style of
presentation are, therefore, shown to be leadiaglitection of bands at that time, especially in
terms of repertory.

Concert organisers and programme builders were,stitidare, often concerned about
promotingnewworks for fear of poor ticket sales yet they atsow that if they do not include
new ideas in their programming they will eventudlyge ruin. John Distin was also aware of
this and a concert review from Inverness in 183fest ‘The different concerted pieces, most of
which we have not heard before, were done in aarlgsityle, and executed with the greatest
taste and accuracy- Hande\ater-piecewas truly grand™® While the music was unknown to
the audience and a possible risk in an economisesehe Distins delivered a high quality
performance of an unfamiliar work that proved tcab®iccess.

Original, composedmusic for bands was still to come and so arrangésneand
orchestrations were required, and throughout bgnldistory conductors and musicians have put
their hand to arranging, often with mixed resultem a necessity or desire to be creative.
(Arranging is discussed more fully in Chapter 7).

The Distins’ style of programming, throughout theareer, was to present a variety of
items; solos, duets, trios, quartets and full eddenpieces which were performed with the
intension of providing maximum contrast and varieéffis concept has been maintained in
modern brass band concerts which often featureatwmore soloists from within the ranks of
the band, and sometimes, like the Distins, bantiSrwite a guest vocal soloist to complement

their programmes. While vocalists provided varityprogrammes they also gave John Distin

®The ScotsmarSaturday July 111835, p.2.

® The Musical WorldAugust 11" 1837.

" My father made simple arrangements for his twessond | have also made special musical arrangerfeentsy
children.
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an opportunity to display his prowess as a trungoddist in items such as Handel'st the
Bright Seraphimwhich has a notoriously difficult trumpet obligatd/hile the Distin Family
was essentially a brass ensemble they frequentfgrpeed with piano accompaniment and the
pianist would often assume the role as soloist.

John Henry was clearly the outstanding instrunisata the group, but Henry was the
sibling with most ambition who frequently took tleentre-stage as a brass soloist. When the
group performed in Ireland, in 183%enry played two solos: Mozart@h ciel pietoso{(from
Idomened on French horn and@ihe Light of Other Dayby Balfe on the walking-stick cornetto.
In Chesterfield, 184%° Henry performed the Bellini ariéeco tu VieniO Miseraon the French
horn ‘eliciting loud plaudits’ followed byfhe Echo Hunting Duetith his brother William.

Occasionally the Distins performed music of a msggous nature, as can be concluded
from the report of their concert in Ross on WyeAugust 3¢ 1842° where the programme
consisted of a number of sacred pieces from th&svof Handel, Mozart, Haydn, and James
Kent (1700-1776).

Of special significance is a piece written for thém Prince Albe™ which they
performed on December %61844 at Windsor Castle. Unfortunately this songl ats
arrangement, entitlefer Orangenzweigr The Orange Twidnave not been found.

Transcriptions of orchestral pieces and operatigsavere the staple part of the Distin’s
repertory (and also the brass bands of thefmend pieces by composers such as Bellini,
Donizetti, Rossini, Ricci, Auber, Storace, Bishopnd Balfe were typical of Distin

programme$® Of particular significance was the inclusion ireithconcert programme in

'8 See poster for Theatre Royal, Dublin, 1839.

1 The Musical WorldApril 7" 1842.

20 The Musical WorldSeptember11842.

L The British BandsmarMarch 1889.

2 Rose, AlgernoriTalks with Bandsmeftl,ondon: Bingham, 1895).
2 The Musical WorldMay 13" 1841.
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Chesterfield (April 184%) of the Laughing Gleeby Vicente Martin y Solefalso known as
Martini Episcopi Bracarensis) from the opdra Capricciosa Corretta, o sia la scuola de’
maritati calledVadasi via di Quawhich lasts just one minute and was sung by a#l members

of the group. The humorous song is highly enteirtgirand is an example of a presentational
style used by the Distins where they injected wd aumour into a programme in order to gain
further popularity. This strategy of the Distins asfine example of their influence on a
developing brass band movement and has left ayaghich brass bands follow to this day. In
fact, brass band concert audiences in Britain todeay also be observed showing a predilection
towards light-hearted entertainment and humouhe gresentation of their performances and
often the compére will introduce items with a réper of jokes and humorous comments in
order to fulfil the expectations of the public. Trepertory of brass bands has changed a great
deal over the last one-hundred and fifty yeargraeswould expect, but similarities in repertory
between early bands and modern bands are significathat they show the roots of the
movement and explain how modern brass band repesas formed.

Enderby Jackson gives an insight into early bramsdbrepertory with his detailed
account® of the first brass band contest in Burton Constal1845 where Wolds Brass Band
of York was declared the winner. They played adele fromRossini’'sBarber of Sevillea
piece which had been in the repertory of the Dsstor ten years before this event. Wolds Brass
Band had clearly followed the lead made by theibsst

A regular feature of the Distins concert prograrames the finaleiGod Save the Queen,
which was reportedly arranged with variations bg Distins. The National Anthem has been
dropped only recently from most modern band cosdeut has been, for many years, a feature

that was similar to the Distin concert programmes.

24 The Musical WorldApril 7" 1842.
% Jackson, Enderby, ‘A Memorable Day at Burton Caipist in Musical Opinion and Music Trade Review
(October 1896).
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The repertory of nineteenth-century brass bandswwdsr than that of the Distins and
while bandswere playing serious art music they also included ieirthrepertory the light,
popular music of the day, and provided music fonogg and for parades etc, which was
something the Distin Family brass ensemble rarglyThe Distin’s repertory and programming
style gives an impression of aspirations towards nausic’ and culture rather than popular
music for the masses and while their programmesgaito appeal, the quality of the music was

paramount.

Performance practice and establishing virtuoso playing standards

John Distin’s standards of performance, gaineduiinoa successful playing career, epitomised
everything the group did, and his sons adoptecdetstandards of excellence. Establishing ideals
when there had been no immediate precedent fors beasemble playing and with such
imperfect equipment, makes their achievements reabée. Herbert says, ‘they imposed an
impression of what virtuosity on brass instrumemas’ 2°

After a performance in Berlin in 1846, Meyerbeemeoented, ‘Never have | heard wind
instruments played with so much splendour, pudtyd precision... nothing equals the grandeur
of their style?” Glowing comments from eminent musicians and aibilt up an impressive
reputation and perception of the group, which bexaonsiderably enhanced after a royal seal
of approval was given in 1844, when King Louis Ripé ‘did the musicians the honour to
compliment them graciously on the excellence oif therformance®® During their visit to Paris
in 1844, the Concert Society of 1828 presenteddiséns with four silver medals and further
royal commendations and plaudits followed, awardhng group enormous fafieAn entry in

Queen Victoria’s Journal dated Decembel' 1844 reads: ‘Mama etc, to dinner, after which

% Herbert, Trevor, ‘Nineteenth-Century Bands: Thekig of a Movement', in Trevor Herbert (edBands: The
Brass Band Movement in the®™8nd 20" Centuries(Milton Keynes: Open University Press, 1991), p. 4
2"\West Briton and Cornwall Advertisé3eptember 191851.

8 The Musical WorldJuly 4" 1844.

2 Horwood, Wally,Adolphe Sax1814-1894 His life and Legédertford: Egon Pub. 1992), p.33.
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there was some very good music by the Distin fanmalyather, and his 4 sons, played most
beautifully and really touchingly on a species nfnipet or horn, called the Saxe Hétn

Favourable royal comments like the ones mentiomeda strongly class-conscious society
carried much kudos and the Distins benefited gyedlit perhaps the most significant and
relevant commendation of the Distin Family’s pemfances comes from Daily Telegraph
(March 1867) which sates that the Levy and Disti@snd Instrumental Union was ‘the most
remarkable brass band in EnglandThe high standards of performance establishedhby t
Distins in the nineteenth century have left a lggabich still affects brass band playing today
and often brass band contest performances wileae®8% or even 99% by discerning, critical

judges.

Presentation and playing style

The Distin performances mostly took place in contaills to a paying audience; a situation
which differed markedly from the brass band adgegitof the time which were mostly outdoors,

performing to a non-paying audience. Even whenesimg became an important part of the
banding calendar of events, many contests were dwgltbors and often hampered by weather
conditions and distracting noises. The Distin Fgrprformances were dictated by a formal
behavioural approach and stage manner as wellpdayang style, and as the content of their
programmes was, in the main, operatic extractethveuld have been a dramatic quality to their
performance, intrinsic to the delivery of the musiEvidence of any semi-staging or

theatricalities, however, is rare and so the presiem and playing style of the group, while on

stage, would have been refined, polite and cardfiaéy stood, using music stands, in a tight
formation and addressed the audience between temgoduce the music in a serious, formal

manner. Pictures of the Distins suggest that tlssdcode was always very formal whereas

0 bid.,
%! The Daily TelegraphiMarch 2%' 1867, p.1.
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brass bands of the time were more casually dreaségbs they became attached, via the
Volunteer Movement, to a military outfit, where yhevould be in uniform and required to be
disciplined and regimented. While most Distin andes would be seated some concerts were
given in the style of Musard, as shown in the exarbplow.

CONCERT A LA MUSARD,
Warerroo Roous, Recexr BRIDGE ;
WEDNESDAY.

HE DISTIN FA‘}[ILY
» respectiully intimate that their .
BENEFIT .CONCERT
. will take'plaee = . - .
TIIIS EVENING, Wednssday 31xi Mlay 1843,
{Positively their Appearance but One), _
when, in addition tothe ' - -
SILVER QUINTEITE BAND,

AND. :
MISS SPENCE, of the Royal Aeademy of Musie,
MISS FITZF__A.'!‘RIGI{ 3
will also appear. ¢ .-
R 1\ . S
Quintette, ¢ Ah che Torse” (Zelmirn), -
TuEe DISTINS, - © - Rossini,

Cavating, * Stanca di piu,” MissSvexce, Markiani.
Solo, French Horn, Mu H, DisTIXN.
Duet, * Mire O Norma,” Miss SPENCE

and Miss IS‘I!‘ZK{’).}T!HCK, « - DBellini,
Air, Trumpet, * Oh no, we never men- 5
tion her,”” Mn Distiy, - Sir II. R. Bishop.

Song,“ The deep deep sea,” MissSvexcs, Horn.

Figure 14: Concert Poster
SourceThe Scotsmarivay 15" 1843.

Frenchman Philippe Musard (1792—18%89pave concerts to an audience that, literally,
promenaded or walked around during the performamzk this approach initiated a tradition
(via Louis Julienne) which continues today with series of Prom concerts, usually from the
Royal Albert Hall.

Distin concerts generally contained a mixture afesnble pieces solos, duets and trios
and there was often some singing from the growgmd their programmes showed a propensity
towards special, new or novel items which purpottede unique to themselves. On some of
their programmes, an orchestra or a band had aosimprole, probably in an orchestral pit:
For example, on August 191843° when the Distins performed at the Teetotal Conaert

Glasgow City Hall, they were supported by the bafdhe 24' Regiment. The impression,

%2 Newsome, RoyBrass RootgAldershot: Ashgate, 1998) p.12.
* The Musical WorldMay 11" 1843.

% See poster with programme in Appendix A.

% The Musical WorldAugust 24" 1843.
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therefore, is that the Distin Family was mostlyfpamning as a special feature within a concert
performance, and other items or acts filled thegmmmme. Examining Distin programmes, it
appears that the length of the concert was quae;dmowever reports and reviews often suggest
that the concerts were two hours in duration. Theey have been extra pieces, encores or
lengthy speeches which introduced the items batishtonjecture.

The aspect of vibrato in Distin performances teresting, although there is no evidence
to show they used it. This singing approach usedanbgern brass band players is sometimes
frowned upon by orchestral brass players, who raainguite correctly, that good brass playing
should have a controlled tone, and vibrato, wheeded,may be added. The Distin’'s were
performing operatic arias such as Meyerbe&dabert toi que jaimdrom Robert le Diable,
which is a slow, deeply expressive out-pouring, alhdhe critics expressed their delight at the
performances. This suggests that to be convintiegstyle must have emulated that of an opera
singer using vibrato and my opinion is that Johd &enry, being the upper register melody
players in the family brass ensemble and the meguént soloists, both used vibrato and the
others did not. It is also my opinion that tltantabile, lyrical approach, using vibrato was
established in brass playing by the Distins, andeno brass band playing style comes from this

tradition.

Playing techniques

The playing techniques of all the Distin Family nirs developed and changed during their
playing careers especially when they adopted netvuments. Often new fingerings had to be
learnt and sometimes new embouchures needed tailbeabd as the new instruments they took
up were often prototypes, they would have beencdiffto hold until such things were ironed
out in the design and manufacturing of the instmtsieHenry Distin moved from the natural

horn to take up the keyed bugle along with hisdath the group, and doing this he would have
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had to make stylistic as well as technical adjustsié¢o his performance. A more lyrical
approach was required for the chromatic, melodiedihe would be playing, which differed
considerably from the limited collection of natuhglrmonic notes he previously played. Henry
probably overcame the difficulties and challengksastering the awkward keyed bugle with
the guidance of his father, but there is also asipdity, looking closely at picturé8 of the
Distins from 1844 (see below), that Henry may hslvaped a slightly malformed embouchure,
as the instrument should, theoretically, be heldentmrizontaP’ The weight and imbalance of

the instrument may have forced Henry to play withavnstream’ air column.

Figure 15: Showing John Distin playing left handed
SourceThe lllustrated Newsl844.

Henry on the left of this picture above, is playimg contralto saxhorn at a much lower angle to
his father John on the right (playing an Eb soprsaxhorn) and this could be attributed to his
early development on the unwieldy keyed bugle.

Another curious aspect about this picture is thasthof the members are playing with
the left hand, including the father John Distinx Sa@ight possibly have made some of his first
saxhorns for left-handed players but details ineptpictures of the Distins suggest that this

picture must be either inverted or inaccuratehdf picture is inverted, i.e. back to front, it mean

% The Illustrated Newsl844.
37 Farkas, PhilipThe Art of Brass Playing: A Treatise on the Formatand Use of the Brass Player's
EmbouchureWind Music Inc. USA. 1962.
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that Henry played his saxhorn left handed, butrgpietures show that he played the cornet with
the right hand (see below). The keyed bugle whiehry played before taking up the saxhorn is

impossible to play with the left hand.

Figure 16: Henry Distin playing right handed
Source: Print belonging to the author

The Horniman Museum Instrument Collection corgarsilver alto saxhorn with rotary
valves in the Adam Carse collection (hnumber 728; @eture below) which was made around
1850 by Adolphe Sax and is engrav@de family Distin Ad. Sax e cie Paris T. Distinndon’.
This instrument, probably made for Theodore Dissnbuilt to be played with the right hand

controlling the valves.

Figure 17: An alto saxhorn (1850) ‘The family Disthd. Sax e cie Paris T. Distin London’
Source: The Adam Carse collection, Horniman Musdiondon
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Figure 18: The Distin Family c1848
Source: Poster for a Distin Concert in at Brinleyl H&orcester, Massachusetts, USA on SeptemBaigag.
Source: From The American Antiquarian Society (AA®prcester, Massachusetts (Licensed)

In the picture above Theodord'{Zrom the right) is seen holding the right-hand#éd aaxhorn
and John (left) is holding the Eb soprano saxhoith wght-handed Vienna valves and so the
evidence shows that the picture in the lllustratsavs (figure 14) is back-to-front but further

investigation would probably be futile.

Conclusions

This chapter has examined the influence of theil¥sin brass band development in nineteenth-
century Britain through their choice of music rdpgy, their standards of excellence in
performance, and their approach to presentation pachotion, and | have shown that the
influence was so considerable that a legacy has lefteto present day banding. The innovative
spirit and experimentation within the attributes nti@ned, meant that the Distins were
performing contemporary music, something which yoslaudience will only accept in small
measure, and they were performing and presentimgatnew way. This pioneering spirit was

inspirational to all who experience their perforroesm and helped to shape a paradigm.
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A consideration of the group’s repertory has shaiwvat the Distin Family brass
ensemble had a propensity towards dramatic andalyaperatic extracts and the programme
content of its performances revealed a strateggmértainment and variety balanced with
artistic endeavour, similar to the majority of moguérass band concerts. Comparisons between
the repertory of the Distins and contemporary bapddicularly the Cyfarthfa Band, as well as
between the Distin’s programmes and those of bavdisy, has shown many similarities, but
significantly with the inclusion of extracts fromneteenth-century opera. An operatic stylistic
approach is endemic to British brass band playezs téoday, much to the consternation of brass
players in other parts of the world, and this applowas established by the Distins.

Arranging was a major consideration in the repesoof both the Distins and early
brass bands and will be discussed in Chapter 7.eMerywhile the repertory of the brass bands
was generally wider than that of the Distins, theyre performing the kind of serious art-music
which the Distins pioneered, as well as the populght music of the day. Distin Family
performances took place, mostly, in concert halla paying audience, differing markedly from
contemporary brass bands which played mostly ousdtmba non-paying audience, and while
early brass bands served a different function érttusic life of nineteenth-century Britain, the
repertory, performance and presentational styl¢hefDistins had a strong influence on the
development and musical direction of bands attthre.

While the Distin approach to performance and predem could be considered
somewhat ostentatious it was probably deliberaapiylied in order to raise the profile of the
group and create the best possible impression gmatation as ‘excellent’ professional artists
with impeccable taste. The approach was matche@rbwttractive style of playing which
became increasingly refined and homogenous, edlyegiter they adopted saxhorns.

Taking all these points into consideration, my dosion is that the innovative and

pioneering performance style of the Distins notyanfluenced the developing brass bands in
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the nineteenth century, but actually establish&ddition which is still seen and heard in bands

today. Successive chapters examine further infleeby the Distin on brass band development.
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