
37 a

A HISTORY OF TDOTHE CONCERT BAND 

AND IS JSTC 

THE3Is 

Presented to the Graduate Council of the 

North Texas State College in Partial 

Fulfillment of the Requirements

For the Degree of 

MASTER OF KUSTC 

by 

Raymond Lloyd Cook, B. A.  

Corpus Christi, Texas 

August, 1955



PREFACE

The purpose of this study is to trace the development 

of the concert band from its earliest stages to the present 

time and to compile a list of original compositions for 

band that are worthy of serious concert performance, in

cluding compositions from 17%O until the present.  

The data for this study were accumulated from the 

musical literature lIsted in the bibliography, the catalogs 

of major band music publishers, the actual scores of 

numerous major works for band, the scores and catalogs 

of some major band libraries and from conferences and 

correspondence with some prominent anthorities in the band 

field. any of the actual scores of original band compo

sitions were accessible to this study from the band library 

of the Universitv of Illinois, one of the largest of its 

kind in existence. Also, much invaluable information was 

received for this study from conference and/or corres

pondence with the following authorities in the band field: 

ark T. A indsley (University of Illinois), Clarence Sawhill 

(University of California in Los Angeles), Bernard Fitz

gerald (University of Texas) and Donald I. Moore (Baylor 

University).
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CHAPTER I

THE HISTORY OF EARLY WIND INSTRUMEJTS, THEIR 

COMBINATIONS, AND THEIR MUSIC TO THE END 

OF THE BAROQUE PERIOD 

In the fourteenth century there were in common use the 

direct prototypes of most of the instruments with which we 

are now familiar. However, a number of these instruments 

were used effectively, both separately and in groups, 

many centuries before this time.  

A musical culture is known to have existed in Egypt as 

early as the fourth millenium B.C. The instruments of the 

Old Kingdom (before the eighteenth century B.C.) were 

chiefly harps and flutes. After the sixteenth century B.C.  

in the New Kingdom are found the addition of oboes, lutes, 

and many percussion instruments including the drum.1 

Geiringer confirms the use of the bone flute with finger 

holes back as far as the Stone Age (3000 B.C.). He also 

confirms the use of a primitive drum in that age if not 

somewhat earlier.2 It is believed that the drum or other 

percussive instrument was in existence before any type of 

lWilli Apel, Harvard Dictonar of 'usic, p. 235.  

2Karl Geiringer, Musical Instruments, p. 38.

1
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horn. Man's consciousness of rhythm and the stimulation 

and comfort of it is experienced, and he could not refrain 

from stamping the ground, clapping his hands, etc.; this 

developed into beating on different types of instruments 

such as logs, rattles, etc.3 The use of these early 

instruments can be traced mainly to their "frightening 

power" towards the enemy. Primitive man must have marvelled 

at the sound of the drum and "thought it the voice of a 

spirit, and worshipped it*" 

Other instruments also were in use during the Stone 

Age. The flute was a charm for rebirth in Melanesia.  

Sachs lists the first instruments as being rattles, stamped 

pits, flute without holes, ribbon reed, and the bull

roarer.5 Each of these instruments made use of the very 

basic rhythmic feelings and beliefs of the primitive man.  

Later, man finds that the "frightening power" of a' 

horn is much greater than the drum and adopts it in his 

martial music which has become very important in "scaring 

the foe." 6 

3Curt Sachs, TeHist of musical Instruments, p. 26.  

4Henry George Farmer, The fise and Development of 
Military Music, p. 1.  

5Sachs, istoryof of1 usical Instruments, p. 63.  

6John F. Rowbotham, A Fistory of Music, p. 20.
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Much speculation exists concerning a possible pre

historic German music culture because of the discovery of 

the Lur, a beautiful long trumpet of the Nordic bronze age, 

dating from the twelfth to the sixth century B. C. Geiringer 

states that it was in use all over Denmark, Scandinavia and 

Northern Germany about 1000 B.C*7 However, Apel states 

that it is remarkable as evidence of a high standard of 

bronze founding rather than of a "prehistoric German music 

culture."8 Nevertheless, this finding indicates some type 

of wind instrument in existence in this early age even 

though Geiringer describes "the slightly conical and boldly 

curved lurs, with the finely worked ornamentation at the 

bell end" as a distinguished creation of the Bronze Age and 

as marking the peak of "prehistoric instrument making."9 

In Fig. 1 is a picture of the Lur, a bone flute, and a 

drum which is reproduced from Geiringer.10 Sachs describes 

the Lur as an instrument with entirely conical bore, flat 

disk at the end of the tube and a mouthpiece resembling 

those of modern tenor trombones. He verifies its existence 

in the Bronze Age but does not consider it a basis for 

7Geiringer, Musical Instruments, p. 38.  
8Apel, "German MusicV Harvard Dictionary, p. 293.  

9Geiringer, Musical Lnstruments, p. 39.  

10Ibid.

u-
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1. I Umn froir thrC Stnnc. Age. 1/10ut (oo0-2500 B.c. Found in Central Germany 

2. Bone flute from the Stone Age. Pound at Blrnhlmin rL)cnnark), about 3000

2500 B.C. (c4. S. Muller) 

3. Player of the Lur. Drawn by Angul Hammerich 

Fig. l.--Reproduction showing drum and flute from the 
Stone Age and Lur from the Bronze Age.
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assuming the existence of a great musical culture at that 

time. "It is a grave error to confuse the potentiality of 

an instrument with the music it actually performed."1 

The Bible denotes that the music of the temple (the 

"High-Church" in Jerusalem) was in the hands of the 

Levites, who were entrusted with the care of the sanctuary.  

Instruments such as the Qasosra (a straight silver trumpet), 

MagreLa (powerful pipe organ), the Tziltzal (cymbals) and 

others seem to have been used mainly for the sounding of 

signals of assembly and for religious ceremonies.12 

Daubeny states that the Easosra of the Jews was about 

twenty-one inches in length, and quotes Josephus (37 

101 A.D.) as stating the "number of trumpets in use in days 

of Solomon was 200,000.t,13 

"The Levites which were the singers . . . stood at the 

East end of the altar, and with them one hundred and twenty 

priests sounding with trumpets.i1J 

The Shofar is another horn mentioned in the Bible and 

evidently was in use in these times. It is made of a plain 

goat's or ram's horn without a mouthpiece and produces only 

llSachs, Historyf of Musical Instruments, pp. 147-148.  

12Apel, HarvardDictionary, p. 379.  

13Ulric Daubeny, Orchestral Wind. Instruments, p. 81.  

14ILChronicles, 5.:12.
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two harmonics (the second and the third). It is the only 

ancient instrument preserved in the Jewish cult today. It 

is traditionally used to end the New Year's Day and the Day 

of Atonement ceremonies.

The instrumental music of the Temple fell into 

oblivion after its destruction in 70 A.D. However, the 

Hebrews made use of the trumpet in their wars, probably for 

signalling and for its "frightening, power" as mentioned 

earlier. Its use is indicated in the following passage 

from the Mosaic ordinances, "And if ye go to war in your 

land against the enemy that oppresseth you, then ye shall 

blow an alarm with the trumpets, etc." 16 

Primitive man's horn, which developed into various 

species of the trumpet, was used by the Egyptians along 

with the drum in their important military music in an age 

about the "sixteenth century before our era. "17 Sachs 

mentions the appearance of the trumpet in Egypt about 

1415 B.C. as used by soldiers. But it did not serve 

military purposes only. It was used as a sacred instrument 

in the worship of Osiris, early Egyptian god.1 

15Sachs, History of Musical Instruments, p. 110.  

16Quoted without source in Farmer, Rise of Military 
Music, p. 3.  

17Ibid., p. 2 

18sachs, history of Musical Instruments, p. 100; 
Osiris was the great Egyptian deity of the sun.



7

The Aulos (a pipe with either single or double reed 

and usually a double pipe which had finger holes, four to 

fifteen of them) was the most important instrument in 

Greek music about 1000 B.C.19 

Of Egyptian ancestry and used some by the Hebrews was 

the Halil (probably a double oboe) which was used for 

highly exciting and "virtuoso-like" music; it even had to 

be banned from ritual use because of its exciting and 

distracting type of music.20 

According to Arthur A. Clappe',the principle of the 

trombone was known to the Assyrians, Egyptians, Hebrews, 

Grecians and Romans. This particular principle referred to 

is not that of the slide but that of the large bore (approx

imately trombone diameter) of the large curved trumpet they 

used. Clappe also states that "the Romans had instruments 

structurally similar to modern slide trombones" which 

again refers to the bore and, in addition, to the exact 

shaping of the curved tubing. Instruments of this kind 

were recovered from the ruins of Pompeii, which was buried 

by volcanic rock and ash in 79 A.D., in excavations there 

and presented to George II (1738-1820).21 

19Kathleen Schlesinger, The Greek Aulos, p. 37.  

20Apel, Harvard Dictionary, p. 379.  

21Arthur A. Clappe, The Wind-Band and Its.Instruments, 
p. 119.
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The material out of which the Hebrews fashioned their 

trombones (trumpets, large bore) is mentioned in Numbers 

10:2 where God, in the year "2454 after Creation," commands 

Moses to have two trumpets made of thick silver, "in order 

that the people might be summoned together and to give them 

a sign when the army was to depart."22 

All of these instruments and others were evidently in 

use in these early days of recorded history. However, the 

main instruments in use seem to have been the trumpet, 

drum and flute. The Greeks adopted the trumpet from the 

Egyptians who had a tremendous influence on early Greek 

music, as evidenced by the early Greek writers. However, 

the Greeks reserved the trumpet mainly for signalling 

purposes while they used the "soothing tone of the flute 

during the march and exercises" to keep the troops cool 

and firm.23 

An interest in musical perfection by these ancient 

peoples is attested to by the fact that in 396 B.C. the 

victors of the Olympic musical contests were two trumpeters, 

Timoeus and Crates.24 

22Michael Praetorious, Snta Musicur, Vol. II, p. a.  

23Farmer, Rise of Military Music, p. 3.  

24raubeny, Orchestral Wind Instruments, p. 82.
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The Romans regarded military music as seriously as any 

other branch of the art. They had a host of instruments, 

including the hydraulis (an organ of ancient Roman origin 

with a system of hydraulic pressure), the tuba (straight 

trumpet), the buccina (curved trumpet), the lituus (small 

trumpet) and the cornu (horn). Performers on these 

instruments were called Aeneatores who march in front of 

the army on the Column of Antonius25 and the Arch of 

Constantine,26 indicating the possibility of their use in 

marching music as well as in signalling. Indeed the use 

of most of the wind instruments and drums of this era seems 

to have been for signalling, though they were sometimes 

used in other military events and in religious ceremonies.  

The music which was played by these "Aeneatores" and 

other musicians must be left to conjecture for there are 

no recorded specimens. It is probable that t eir music 

continued to be exclusively the "noise" or "frightening 

power" of the military forces and that all of the music was 

memorized and passed down from generation to generation and 

from one musician to the next in much the same way as many 

25The Column of Antonius was erected in 176 A.D. by 
Mark Anthony to commemorate the Smperor Puis Antoninus and 
his own victories in the German and Sarmatian Wars.  

26The Arch of Constantine was erected in 315 A.D. in 
commemoration of Constantine's victory over Maxentius and 
is the best preserved monument of Ancient Rome.
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of the old chants and "folk songs" have come down through 

the years.  

The use of wind instruments in battle must have been 

very effective as Farmer indicates in describing the war

like Britons who began their attacks with taunting songs 

and deafening howls accompanied by the blowing of a great 

many horns and trumpets which,.according to Polybius 

(205-120 B.C.), Chief Greek Historian of the Hellenistic 

Period, "quite terrified the Roman invaders of the time," 

(c. 130 B.C.)27 

There is evidence of the use of martial music to enter 

battle in almost every country in Europe during these early 

centuries. The trumpet, because of its big, majestic 

quality (referred to by Daubeny as "brilliant and cutting" 

quality), was nor becoming reserved for the use of kings 

and noblemen only. Daubeny tells is that "trumpeters had 

the standing of officers and were permitted to wear the 

feather of nobility in their caps, being also provided with 

horses and grooms. 28 This is confirmed by Kappey who also 

states that they acted as heralds and were required to play 

brilliant tunes which are known today as "flourishes" or 

"fanfares" for special occasions.29 

27Farmer, Rise of Military 1usic, p. 4.  

28 Daubeny, Orchestral Wind Instruments, p. 83.  

29Farmer, . Qit.. p. 8.
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The effect of the military music to inspire the troops 

to battle has been more and more recognized and used by 

nations at war. In Butler's "Hudibras" (1663) he refers 

to "(The sound) of trumpet and of drum, whose noise whets 

valour sharp, . * 3 His use of "the sound" and "noise" 

as the music of the trumpet and drum further substantiates 

the belief that almost all of early martial music was used 

for its noisy, frightening, and valiant sound rather than 

for any great musical effects.  

None the less, the trumpet became increasingly an 

instrument of pride, honor and the "pomp of war" for the 

nobleman. "In European countries during the Middle Ages, 

the number of trumpeters attached to prince or nobleman 

conveyed, to a certain extent, degree of rank."t31 

As the trumpet became more and more the reserved 

instrument of noblemen and kings, the horn and drum con

tinued to stir the troops to battle until they became as 

important as the banners and standards of the King's army 

and thus these two became attached and grouped together on 

the field of battle. But besides the clamor and noise of 

the instruments on the field of battle, they were becoming 

used in other ways, including their use in religious 

30Farmer, Rise of Military Music, p. 1.  

31Daubeny, Orchestral Wind Instruments, p. 83.
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services and in secular celebrations. However, the early 

Christian church excluded musical instruments from their 

services, as indicated by Clement of Alexandria,32 "We do 

not need the psalterium, the tuba, drum, and flute, which 

are liked by those who prepare themselves for war.63 

Lang says, 'We possess only a few late thirteenth 

century manuscripts containing pure instrumental music, 

among them instrumental motets, yet, judging from the 

numerous pictorial documents, instruments were widely 

used.u34 

Up to this time only individual instruments and their 

use have been included in the early instrumental music.  

Any groups of wind instruments and the music written for 

them have not really been considered, for until. about the 

twelfth century there had been no "bands" but merely 

wandering musicians and the few individual musicians hired 

by noblemen. Early in the thirteenth century, however, 

are found the formation of bands of pipers and trumpeters 

and a little later guilds developed for their protection.  

It is not until later in the same century that we 

have examples of the music itself. "Almost up to the days 

32Clement of Alexandria was a Greek theologian and 
Saint (c. 185 A.D.).  

33Paul Henry Lang, Music in Western Civilization p.

34Ibid.,sp. 142.
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of Louis XIV the drum was the main accompaniment of march

ing. Trumpets were used for fanfares and signals, but the 

earliest recorded marching tunes seem to be those of 

Byrd's 'Battle'." (William Byrd, 1543-1623)35 

Wind instrument players were now being called on for 

more and more important duties both individually, as we 

have observed, and now in small groups and "bands." Some 

were hired for royal service as was Randolph, the king's 

trumpeter, in 1292.36 Some were used for municipal and 

civic signalling, a carry-over from the military, as in 

Dover where the Bugmote Horn was used for calling the 

city "Corporation" at the order of the mayor. The minutes 

of these town proceedings were constantly headed "At a 

common Horn blowing." 3 7  Night watchmen (Waytes) first made 

their appearance during the reign of Henry III (1216-1272), 

"these being armed men who carried rude kinds of shawms 

(oboes) for signalling purposes.",8 

In many of the towns of the Middle Ages, especially in 

Germany, there was the practice of keeping wind players 

35Percy C. Buck, The Oxfordj History of usic, Intro
ductory Volume, p. 217.  

3 6 Farmer, Rise of Military Music, p. 9.  

37A. J. Hipkins, Musical Instruments, p. 1.  

38Daubeny, Orchestral Wind Instruments, p. 38.



(usually only two or three) in towers for the purpose of 

keeping watch to alarm the town of approaching danger and 

also to announce the hours by playing at specified times.39 

Meanwhile the royal trumpets of the king were still 

gaining in prominence. The flourish of trumpets at the 

public reading of a King's proclamation now became as 

essential and official an item as the impressed seal upon 

an invited royal decree. "Trumpet bands were developed by 

the elect, and courts the world over used their brilliant 

fanfares, not merely as 'sonorous metal blowing martial 

sounds', but as a recognized part of regal insignia."0 

It is regrettable that specimens of this "regal music" 

were not preserved but until about the seventeenth century 

the music played by the bands of trumpeters was learned by 

ear, ane transmitted without notation, "as something of a 

secret nature.  

"Meanwhile the trumpets blew, and their sounds being 

harmoniously blended, there arose a kind of discordant 

concord of notes.'1+2 This quotation is taken from Bohn's 

39Richard Franko Goldman, Th-e. 2and's usic, p. 21.  

40Henry George Farmer, Lilitar usi p. 10.  

41"Wind-Band," Grove's Dictionary of Music and Musi
cians, p. 733.  

4 2Farmer, Rise of Military Music, p. 11,
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"Chronicles of the Crusades" emphasizing the use of trum

pets (and horns) by the Crusaders when they went to battle 

the Saracen army (1096-1270). However, the Saracens used 

many more instruments in their martial music, including 

the trumpet (nafir), born (_buq), reedpipe(zamr),kind of 

oboe (shawm), drum (tabl), kettledrum (naggarg), cytbals 

(sunuj) and bells (jalajil). "Furthermore their players 

were organized into a band which played unceasingly during 

the conflict for tactical purposes."43 This practice 

spread all over the continent until each country maintained 

not only the King's trumpets for signalling, but also a 

separate military band. The trumpet gave the "signs of 

war" and the band (all kinds of shawms, reedpipes, horns 

and drums) inflamed the souls and courage of the warriors 

and created fear in the enemy. 4 4 

Meanwhile, as has already been noted, there were other 

military musicians who kept watch from towers in fortified 

castles and towns and sounded the horn when danger threat

ened. The jobs of these municipal musicians and those of 

the court and field of battle were being endangered during 

this time by an ever increasing number of wandering min

strels who carried secular music about the countryside 

43Farmer, Military lusic, p. 10.
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singing and playing new and fresh exotic forms and styles 

of music, and making their way by fair means or foul, by 

what jobs they could best secure. Indeedthese vagabonds 

grew so in numbers and in immorality that the Church and 

the State formulated laws of repression against them.  

These laws of repression were also intended as 

protection for the established court, municipal and mili

tary musicians from being undermined by these wandering 

social outcasts. Out of this situation arose the minstrel 

guilds with juridic al courts, the first guild being that 

of the "Brotherhood of St. Nicholas" at Vienna in 1288.45 

This guild was imitated during the next two centuries by 

most of the large imperial towns, including Paris (1295) 

and Mainz (1355),46 who established regular town bands from 

these guilds. "Towns also had their permanent minstrels; 

in Germany they formed very important corporations."47 

Daubeny tells of the use of horns (bemes) in early 

English times in war, in the chase, and for signalling the 

arrival of visitors, the serving of meals, etc., in 

castles. "Later they became the symbols of tenure of land, 

and also for municipal purposes.")4 

1 5 Grove's Dictionary, p. 731.  
46Farmer, Military Iusic, p. 11.  

47Oxford History of Music, Introductory Volume, p. 203.  

48Daubeny, Orchestral Wind Instruments, p. 73.



17

Thus the band, as it is thought of today, was grad

ually being formed through two main avenues of instrumental 

music; one through the martial music of the field and wind 

"bands" of noblemen, and the other through the formation 

of Guilds or town bands from the Turmer (towermen)t9 for 

municipal, religious and entertainment purposes. However, 

the music of these bands and also that of the modern 

concert band was influenced greatly by a third type of 

wind instrument music in this period, the wind ensembles 

which were used to accompany or reinforce the voice or the 

organ in both sacred and secular functions. Of the exact 

nature of this medieval instrumental music we can only 

guess. Goldman states that the instrumental music of the 

fourteenth, fifteenth and sixteenth centuries to a great 

extent paralleled the vocal music and that instruments were 

often used in conjunction with the voices.50 

Many musical compositions of this period have come 

down to us with no indication as to the distribution of 

parts or to whether it was instrumental or vocal. There 

are also several vccal compositions with indications that 

they may be played by instruments either separately or in 

conjunction with voices. Many textless pieces also exist 

49These were called Laits in Britain, Wachter in the 
Netherlands, and Wettes in Flanders.  

/0Goldman, The Band's Music, p. 19.
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that were probably, and in some cases stated to be, "for 

instruments." Arnold Schering gives an example of a 

thirteenth century motet indicated for "three viols" in his 

Geschicte der Musik in Beispielen #20. (See Fig. 2.) 

Fig. 2.---"In seculum viellatories" for three instru
ments (viols), Anonymous.  

The theorist, Johannes de Groches (ca. 1300) mentions 

that all types of music were played on the viella (stringed 

instrument) and lists as the favorite forms of instrumental 

music the cantus coronatus, the ductia and the stanties. 5l 

Guillaume de Machaut (1300-1377) stated that it was 

perfectly permissable to play his ballads on organ, bag

pipe or other instruments and "indicated that such a pro

cedure constitutes a musician's droit nature.2 An example 

51Lloyd hibberd, "Estampie and Stantines," Speculum, 
Vol. XIX, No. 2 (April, 1944), p. 237.  

2Lang, Music in Western Civilization, p. 159.
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of one of Nachaut's ballads, "'Ma chiere dame"f is given by 

Scheming, No. 26. (See Fig-3.  

kr IV 

-IF-le-wr--Pfle'

I

Fig. 3.--Ballade "Ma chiere dame," Machaut 

Before the fourteenth century instrumental players 

substituted for vocalists or accompanied their singing.  

According to Apel, "among the medieval instruments used were 

various wind instruments. They were chiefly used for 

improvised (at least unrecorded) accormaniment of singers 

and dancers."153 The manuscripts containing the music of 

this period do not constitute satisfactory documents for a 

complete idea of the music of this time, because "this was 

5 Apel, Harvard Dictionary, p. 356.

Tr,
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an era of improvization in which the written composition 

represented only the frame upon which the piece was built.5k 

By the fifteenth century instrumental music had become 

quite popular and had increased in its scope of instruments 

and their use. Sachs states there was a strong prevalence 

of wind instruments at this time and that between f1400-1600 

instruments were made in families or consorts.55 Goldman 

adds the following: 

A number of limitations somewhat conditioned the 
technique of writing for wind instruments in this 
period. The undeveloped instruments were many in 
number, falling into various groups most of which 
included the complete range from soprano to bass.  
Tuning harmoniously was practically impossible and 
so the tendency developed to write for choirs of 
similarly related instruments, reflected in today's 
string quartet. 'Color' as we think of it today was 
not known, but is comparatively new and a result of 
a conception of music altogether foreign to the early 
composers.  

Examples and illustrations of instruments and their 

music of this time can be found in Virdung's publication of 

15ll which was placed in a facsimile edition by Leo Schrade 

in 1931-57 

%Zang, Music in Western Civilization, p. 158.  

55Sachs, History of Musical Instruments, p. 303.  

56Goldman, The Band's Music, p. 20.  

57Sebastian Virdung, Musica Qetutscht, pp. B iii and 
B iv.

lw l
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By now most all of the monarchs had "bands" of some 

size and many of them were quite large. In 1359 King 

Edward III of Tngland boasted of having a group of five 

trumpets,two clarions, five pipes, three waits (kind of 

oboe) and four others including a drum.5 8  The use of 

trumpeters and other instrumentalists on the field of 

battle was still prevalent as shown by the fact that King 

Henry V had ten trumpeters to accompany him on the battle

fields of Crecy and Agincourt (1'15).59 King Henry VII had 

four sackbuts (trombones), nine trumpets and shawms in his 

private band in 1495.60 

The ttIrmer and waits of the fourteenth century were 

already beginning to combine their duties as tower watchers 

with "piping for the delectation of the citizens" at 

stipulated hours of the day and night.61 In most cities 

these towermen formed small groups of six or eight players 

and played processional music, dance music, and the accom

paniments for church chorales. After the reformation 

(early 16th century) their duties became more arduous when 

they had to remind the people to pray by performing chorales 

5Parmer, Military Music, p. 14.  

9Daubeny, Orchestral Wind Ins trMents, p. 134.  

60Ibid., p. 94.  

6 1 Farmer, _p_. cit., p. 16.
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on trombones and zinken (wooden instruments with a cup 

mouthpiece and leather-covered tone holes) three times a 

day.6 2 

The duties of these towermen were highly important to 

the people of the town, for the predatory feudal lords of 

the Middle Ages were always prepared, on the slightest 

pretext, to plunder wherever there was a fair prospect of 

booty. The tfrmer sounded on the zinken at every hour and 

blew the horn to warn of the enemy's approach, and also 

raiser th alarm in case of fire. On feast days they 

played a sacred song at early dawn and a secular one at 

midday. Having absolute authority over his men, the 

master musician was able to delegate his duties aloft to 

the apprentices, himself returning to more comfortable 

quarters on the ground.63 

The diversity of duties imposed upon these semi

official "town bands" led to the combination of other 

instruments with the two already; in use, the trombone 

and the zinken. Gradually flutes, oboes, pommers (bombards), 

and, with the consent of some noblemen, sometimes his 

trumpets and kettledrums were added. Despite this 

occasional addition of different instrum nts, many of the 

6 2Goldman4 , T he n ' usic, p. 22.  

63j. A. Eappey, Military Music (A History of Wind
Instrumental Bands), jTTWS.
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bands remained very small. An idea of the town bands of 

the fifteenth century can be obtained from the one main

tained at Basle comprising only three pipers, one at 

Coventry in 1423 of four pipers, and one at ruremburg 

consisting of a shawm (oboe), two bombards (bass oboes), 

two trombones, a fife and a drum. 6 4 

Although these bands were small and had as yet a very 

limited quality of instrument, nevertheless it is from 

them that modern bands originated. Their ever mounting 

duties and extending popularity led to better instru

mentation and music in later years. Full choits of 

cornetti (similar to zinken), flutes, recorders, cromornes 

(crooked reedpipes) and the trumpet were gradually added 

to their instrumentation.  

Very little of the actual music played by these early 

bands has been preserved except some town marches such as 

those of Worms and Bamberg (Germany) written for a shawm 

and two bombards. Yet there must have been a great deal 

of wind music existing in this heyday of town bands since 

the municipalities were demanding more and more musical 

performances of their small groups.6 5 Fig. 4 contains the 

64 Farmer, Military Music, p. 16.  

65'Tbid,
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town march of Bamberg and Fig. 5 is that of Worms, both 

reproduced from .Kappey.66

-~ 9-

Fig. 4.--Municipal March of the Tom of Barmbe (Fif teenth Century?).  

66Kappey, Military Music pp. 71-72.
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Fig, 5.--Tiunficipal March of the Ton of Worms, 
Fifteenth Century).  

In the music of the Renaissance (1400-1600) we know 

that instrumental music to a great extent paralleled the 

vocal music. A large number of motets ard madrigals were 

often described as being suitable for either voices or 

instruments, but none of these seem to have had their 

instrumentation written out in full. 6 7 The distribution 

of parts and the exact media of performance seem to have 

been left to the occasion. A composition was executed as 

written only if all the required factors happened to be on 

hand. If a singer or instrumentalist were missing, his 

6 7 Gerald Stares Bedbrook, "The Genius of Giovanni 
Gabrieli, " Music Riew, Vol. VIII, No. 2 (May, 1947), 

p94.
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part was simply omitted, or if there were a player too 

many another part was composed or improvised and added to 

the existing parts.  

The motet, Latuit in Virgine (fig. 6), possibly 

by Guillaume Dufay (1400-1474), is an example of fifteenth 

century music in a form which was originally intended for 

voices but on occasion was played by instruments alone.

IF 

d_72

Fig. 6.--Third, fourth and fifth bars from the Motet, 
u Latuit in. Virgin - Du B t Mein Hort reproduced from 
the complete works of Dufay.  

Choirs of trombones were used in big celebrations 

during the fifteenth century, such as the annual wedding 

of the Doge to the Adriatic. One such motet by Antonius 

Romanus, StirMs nio Ducalis Sedes, was written for the 

68 Complete Works of Dufay, Vol. I, Part 1, p. 27.
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induction of Tommaso Macenigo as Doge of Venice in 1413.69 

Fig. 7 contains five bars of this motet reproduced from 

Schering70 who, though not specified in the original, 

suggests trombones and tromba for the parts as they were 

the only brass instruments of the time that could have 

played the parts.

_____ _____ __ILI

4. - fe - ____e 

V I -f
qJ. if

Fig. 7.--Measures 5-9, Stirs Mocenigo Ducalis-Sedes, 
Romanus.  

Meanwhile, the military and town guilds of musicians 

were continuing their growth both in size and prominence.  

Sanction of these guilds was given by both Church and State.  

6,lSchering, Geschicte Der Musik in eispielen, Po 50 m '.MANO a - MW"~

7Ibid.,p . 23.
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In 1449 Henry VI appointed a commission of royal minstrels 

with authority to supervise and punish all minstrels 

throughout the realm in order that the genuine professional 

musician should not have to suffer from the competition of 

unskilled persons who might just as well earn their living 

in some other trade.71 In 1497 the Queen of Cypress 

visited Brexia and was received with festive music. The 

entrance procession was played with thirty-four trumpets.  

There were also smaller groups listed, one of twenty-four 

players, a triangle, tambourin (drum), trombones and piffari 

(bagpipe).72 

About 1500 a "new" instrument was introduced into the 

military organizations of Europe, the ife. This instrument 

was merely the outgrowth of the early pipes and flutes used 

in Egypt and Greece. Nevertheless, its use was overlooked 

in military music from the early Greeks until the famous 

Swiss infantry of the fifteenth century began using the 

"Drums and Fifes.t"7 3 This combination of fife and drum for 

military bands spread to many other European countries and 

for many years these two instruments carried Swiss names 

710xford History of Musi c, Introductory Volume, p. 204.  

720tto Kinkeldey, Orgel und Klavier in der Musik des 16. Jahrhunderts (Leipzig, Breitkopf and Ldrtel, 1910), 

T3 Henry G. Farmer, Hadel's Kettledrums and Other 
pers on MlitM usic, p. 11.
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even in foreign countries. In France, in 15341, Francis I 

passed an ordinance allowing two fifers and four tambourins 

(kettle-drums) to esch 1,000 men of his army. In Englan.d, 

"Draumes and ffyfers" appear in a muster of the London 

Train- nds "who in 1539, swagger rom le Bnd to 

WestmInster in all their glory."74 

However, the old military array of instruments, such 

as the trumpets and clarions used by the English army at 

the tattle of Crecy in 1346, were still in use by many 

a king 's airmy. 7 5 The mercenary troops of the Austrian 

Emperor Krl V and of the French King Francis I had large 

bands of trumpets and kettledrums and when they met in 

battle at Marignano (1515) and Pavia (1525), the "clash 

of the instruments was as fierce end famous as that of 

the weapons." Clement Janequin's chanson "La Guerre" 

(a bal~e de >sanan) describes this battle and the 

use of "Phifres (fifes) souffle, frapez tabours (drums)" 

and later of "Sonez, trompetes et clarons., 7 6 

In the court bands of tenry VIT (1491-1547) and Queen 

Eizabeth (153-1603) are found a large array of instruments 

74'armer, Jandel's Kettledrums and Other Papers on 
Vilitar Jusic, p. 11.  

?5 Gustave Reese, Music in the. Middle Age, p. 409.  

7 6 Clement Janequin, "La Guerre" (La Bataille de 
Mrignan), H. Expert (ed.), Les Maitre Musiciena dela 
Renaisrance FrancaiseP.34 ~
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with a preponderance of brass which reveals their love of 

barbaric splendor and display without regard for balance 

and proportion. King Henry VIII's band consisted of three 

lutes, 3 rebecs (stringed instruments), harp, two viols, 

fourteen trumpets, ten trombones, four drums, two tam

bourins,77 and a bagpipe; that of Queen Elizabeth in 1587 

consisted of six trombones, ten to sixteen trumpets, two 

flutes, bagpipes, drums and a few strings. Henry VIII, the 

most musical of the early kings, had many other instruments 

in the possession of his court and at his death (1547) he 

left some two hundred and seventy-two wind instruments.78 

An admirable depiction of early sixteenth century wind 

groups is found in the wood cuts by Burgkmair entitled, 

"The Triumph of Maximillian" (1512). The duties of these 

players were chiefly in the imposing ceremonies of the 

court, but they were also used to strengthen the organ in 

the church services.79 Fig. 8 and Fig. 9 contain repro

ductions of the woodcuts of Burgkmair which are pictured in 

77The tambourin was an oblong, narrow drum of Provengal 
origin. It is not to be confused with the tambourine which 
was introduced later and played with the hand. The tam
bourin (also called tabor, tambour) is usually played to
gether with the small flute or pipe.  

iSachs, History of musical Instruments, p. 303.  

79Farmer, Military Music, p. 14.
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Panoff.80 These pictures contain a group of mounted 

musicians playing trombones (see Fig. 8) and trumpets and 

kettledrums. (See Fig. 9.) Other pictures of mounted 

musicians playing bombards, fifes, shawms and cromornes 

are on adjacent pages in Panoff.  

IN 

Fig. 8.--Mounted Posaunisten-Korps (Trombone players) 
reproduced in Panoff's Militarmusik from Burgkmair's 
woodcuts (1512).  

8Peter Panoff, Militgrmusik, pp. 23-24.
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Fig. 9.--Mounted Trompeter und Pauker (trumpet and 
kettledrum), group reproduced in Panoff's Militirmusik 
from Burgkmair woodcuts (1512).  

Wind instruments now began to be used in the protestant 

churcbq- to Play chorsles and accompany the organ (in the 

tire o-" Martin Luther 1483-1546 and the Reformation). The 

trombone was especially used for chorales because of its 

chromatic abil.ity,S its tone and its likelihood of being 

8lThe first makers of trombones with the basic quali
ties of the modern instrument, including the slide, were 
the Teuschels of Nuremberg, who made the oldest specimen of 
this insriment about 1557.
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played more nearly in tune than the other winds of this 

period. The dramatic possibilities of the trombone tone 

quality and intonation placed it in great demand for all 

types of functions in th sixteenth and seventeenth 

centuries.  

Both trombones and cornetts (outgrowth of zinken, 

see p. 22) were used in the services of the church to 

accompany the organ in the later sixteenth century. some 

of the works by Josquin des Pres (1+50-1521)1, IKugelmann 

the Prussian trumpeter (? - 151+2) and Johann Walther (1496

1570) were doubtless for wind instruments.82 Josquin. des 

Press wrote a four-part canon for wind instruments in 1503.  

Part of it is reproduced in Fig. 10 from Schering No. 62.  

Lj I 
U 

Fig. 10.--Measures 1-12, Kni sfa faren f ir 4L lasinstrMente by Josquin des Pres, 

8 2Farmer, Uilitary Music, P. 17.  
83Scbering, Geschichte Der Musik in Beispielen, p. 61.
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A Canon for 2hree Wind Instruments (1542) by Johann 

Walther can be found in Schering No. 81. In Fig. 11 is a 

chorale, N unLob Mein Seel Den Herrn, for five wind instru

ments which is written by Johann Kugelmann, the trumpeter, 

in Augsburg (1540 )k 

Fig. ll.--Nun Lob Mein Seel Den Herrn, Kugelmann 
(1540), reproduced from Schering.  

In none of these examples is the instrumentation 

specified exactly, although wind instruments are called 

for on several of these early manuscripts. However, these 

examples are among the first which have been preserved 

that are written specifically "for wind instruments." 

The preservation of the music of this time and hereafter 

was aided greatly by the establishment of music printing 

as a commercial enterprise in 1501 by Petrucci at Venice.  

8Schering, GPsjht __ rMusij in B eispielen,p. 107.



No doubt much more of the music was henceforth noted down 

than had'been previously, when a large part of it was 

either memorized or improvised around simple notations.  

Books dealing with music and methods for playing the 

instruments in common use also began to appear.  

A German instruction book for instrumental players by 

Sebastian Virdung in 1511, lusica Getutscht, has already 

been cited for bibliography. It deals with various instru

ments in general use and instructions for playing them 

using the clavichord, lute and recorder as the basic guides 

for instrumental techniques of all the instruments. In 

1535 the Italian Sylvestro di Ganassi published a method 

for the flute and in 1553 the Spaniard Diego Ortiz wrote a 

method for the gamba and also a treatise showing in great 

detail how madrigals might be converted into instrumental 

pieces.85 

Through these instrumental methods and others, and the 

increased demand for instrumental players, the musicians 

began to study and to improve their techniques on the 

various instruments with a resultant influence on the music 

written by contemporary composers. The quality of instru

ments and the proficiency of the performers would, of 

SDiego Ortiz, Tratado de Glosas, edited with German 
translation by Vax Schneider (Published in Rome in 1553; second edition, with translation, published in 1936 by 
Kassel-Barenreiter).



course, have a great deal to do with the type and amount of 

music hich would be written for them.  

however, it cannot be said that instrumental music 

developed as a style completely independent of vocal music, 

but the views of some of our leading musicologists may be 

accepted that instrumental music existed alongside vocal 

musi f manyli centirijs. Lang states that the intrinsic 

features of instrumental music emerged in the measure in 

which it eluded the influence of vocal music and pursued 

its own path. Th is emanipation took place slowly, "as 

musical thought and form had been associated a long, time 

with ords. 86 

The instrumental groups of the fifteenth and sixteenth 

centuries were organized on a rather indefinite basis, 

varying even i performancee according to the musicians 

available at the t>MT. However, it is known that in most 

cases instruments were played in homogeneous groups with 

all parts of a composition performed by the same family of 

instrumonts.-7 This small unit of related instruments was 

the typical ensemble of the sixteenth century and continued 

to be dominant through the following century. The esthetic 

ideal of the serious music of that time was evidently 

6Lang, music inWestern Qfivilization, p. 244.  

s storT of Nusical Instruments, p. 303.
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homogene ity of soucd rather than diversiA. ty and contrast as 

experienced in modern orchestration. 8 8 

Nevertheless, instrumental music continued its march 

toward prominence in all walks of life. In a letter of 

Maroh iS, 1519, it is rela-ted that Leo X (pope) was in th 

habit of hoLing Suniay evening comedy for his guests.  

After every act there was an interlude played by shavms, 

corma musa, two cornetti, viols, lutesP nd an organetto. 8 9 

Already in 147 and 1559 Jacques Bus and Adrian 

iJaert hd publmhed pieces entitled Ricercari and 

Fantasies meant to be played on instrumrents alone although 

written in the vocal style, Figure 12 shows onn of the 

R i-ccar "For Instriments" of Adrian Willaert (1480-1562) 

who was choirmaster at St.L ark's Cathedral in Venice in 

1527 and wa instrument InfoUdinr the so-called 

Venetian tchool.90 

tRichard Franko Goldm.ian, TXe Concert Band, p. 20.  

Kinkeldey, 1 und l viern, r. 167, 

0 
'Lang, Iusic in Western Civilization, P. 91.*
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Fig* 12.--Ricercar "For Instruments," 1Measures 1-6 Willaert, reproduced from Schering No. 105.  

The excellent work of Willaert and his successors in 

the Venetian School, through active participation and 

composition, greatly influenced the progressive movement 

toward instrumental independence. St. Mark's became the 
center of the colorful political and religious life of 

Venice, as well'as being its musical converging point. The 
atmosphere of beautiful architecture, the colorful sea dnd 
the love for pomp and dignity of the Venetians is readily 
reflected in the excellence of the music created there.9 1 

This creativeness was, of course, stimulated by the in
vention of movable printing type at the famous Venetian 

9 Bedbrook, "Genius of G. Gabrieli," j Music Revew Vol. VIII, No. 2 (May, 1947), p. 941
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firm of Petrucci (as mentioned earlier) who began printing 

a great variety of music at the beginning of the sixteenth 

century.  

Willaert introduced into music the elements of space 

and contrast and the fashion of echo effects (through the 

use of double chorus) which was to become an important 

device in the hands of Baroque composers.92 Many other 

musical practices are credited to him also, including the 

foundation of modern polyphony and the tonic and dominant 

concepts of harmony. He went from the old church modes to 

the use of triads "built on the tonic, subdominant and 

dominant, and all harmonic changes were used by Willaert in 

a musicianly and praiseworthy manner." 9 3 

Eight instrumental ricercari in three parts by 

Willaert came out in 1549 in Tiburtino's Fantasie et 

Ricerchari and nine more of them appeared in his Fantasie, 

Ricercari of 1559 .94 In his 10 Salutaris Fostia for voices 

and brass, Willaert uses the instruments for accompaniment 

to the vocal parts. Schering cites this work as being 

representative of the Venetian School and suggests the use 

9 Manfred F. Bukofzer, Music in the Broaue Era, 
p. 20.  

9 3 Emil Naumann, History of Music, Vol. II, p. 367.  

94Gerald S. Bedbrook, Keyboard Lusic of the Middle 
Ages, p. 59.
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of zinken and Dosaunen in connection with this work, which 

is reproduced in Fig. 13 from Schering.95 This work is a 

truly magnificent work for voice and brasses.  

Fig. 13.--2 Salutaris Hostia, Willaert, 1542 

In the field of military music in the sixteenth century 

came "the renaissance of the art of war in Europe.t" The 

kings began a foundation of organization in their armies 

through administration, intensive drilling, equipment 

and "everything appertaining to martial pomp and display" 

(as we have seen). 96 Instead of hiring minstrels for 

a military campaign, "armies were adopting a precise 

9 5 S'chering, Geschichte er Musik in Beispielen, 
pp. 12, 100.

9 6Farmer, Rise _qf_ Military Music, p. 16.
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code of musical signals while the march in exact rhythm, 

accompanied by musical instruments, was fnow carefully 

taught." 9 7 This, of course, meant trained musicians in 

the units of the King's armies. The trumpet became the 

instrument of the cavalry, one allotted to each troop, and 

the side-drum (along with the bagpipe) became the instrument 

of the infantry, two to each company. The trumpeter was 

still used to convey signals for movements and for orders 

of both the cavalry and the infantry.98 

Along with this change in the arts of war came the 

development of actual military marching music. At first it 

was only the drum beat by which soldiers marched but to 

this was added the fife or bagpipe and later other wind 

instruments to actually form a "military band" formarching 

purposes. In 1557 England allocated musicians to her 

troops at St. Quentin where some regiments of foot had a 

drum and fife band of as many as twelve players. 9 9 

The music played by these drum and fife bands included 

regimental marches, the piece de resistence, and folk tunes 
and dances of the day. Thoinot Arbeau (1519-1595) in his 

97 Farmer, Rise off Military Music, p. 16.  

.98Ibid., p. 17.  

99Farmer, Militar Music, p. 14.
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Orchesorarhy says "Those who play the fife improvise to 

please themselves and it suffices for them to keep time 

with the sound of the drum." 100 

In Germany,where the guild of Royal Trumpeters and 

Army Kettledrummers were the chief exponents of the fanfare, 

quite an imposing spectacle was created by the fourteen 

trumpeters and three kettledrummers of Charles V at his 

funeral in 1558.101 

Most of the royal houses of the European countries in 

the sixteenth century maintained establishments of musicians, 

showing a strong prevalence of wind instruments as did the 

town bands of that day. We have already examined several 

of these establishments such as the ones of Henry VIII and 

Queen Elizabeth (see pp. 29-30). One such musical estab

lishment was maintained in the court of Duke Albert V at 

Munich where Orlando (or Roland) de Lassus (1532-1594) was 

called in 1557 to direct the chamber music. Lassus 

sanctioned the practice of transcribing vocal compositions 

for instruments. At the marriage of Duke William V of 

Bavaria to Princess Renate of Lorraine in 1568, he con

ducted a performance of his own motet, Providebam Dominum 

1 00Thoinot Arbeau, Orchesorrarhy, translated by 
Mary S. Evans, p. 39.  

101. Farmer, Militart usic, p. 18.



43

(Fig.,14) with a specified instrumentation of five 

cornetti and two trombones. 1 0 2  Lassus is said to have 

had a group of ninety singers and thirty instrumentalists 

at his disposal in the court at Munich, but these were 

probably used in smaller homogeneous groups, as was the 

general practice in the sixteenth century.1 0 3 

Lassus made periodic trips to Italy to find musicians 

and engage them for the Bavarian court. On one such trip 

he found the leader of his orchestra (Antonio Morari) and 

there is some belief that Giovanni Gabrieli was one of his 

recruits, for Gabrieli served in the Munich court between 

1575-1579. Lassus was offered a handsome salary to become 

chamber musician in the French Court of Charles IX in 

1574, but Charles died within a few months and Lassus 

remained in Munich.10 

1021 , ist2 of Musical Instruments, p. 298.  

1 0 3 Bedbrook, "Genius of G. Gabrieli," Music Review Vol. VIII, No. 2, p. 92.  

l04oscar Thompson, "Orlandus Lassus," The International Cyclopedia of Music and Musicians, p.
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Fig. 14.--Providebam Doiu, Orlando de Lassus105 

tun icipal music was very strictly regulated in Germany 

during the sixteenth century and the records of it are 

often curious. The night watchman with his horn was a 

familiar figure (he still blows from St. Lambert's tower 

at Mtinster). At Famburg the criminal was taken to the 

gallows to the accompaniment of horns and at Strasburg (as 

late as 1791) a horn was blown every evening between eight 

100 

05 Parts appear here in original key. Edition by Mobert D. King (1940) has prts trnsposed down a major second and the lower octave added to the bass part. Tempo phrase and dynamic markings were added by King also.

. At a



and nine o'clock to warn the Jews to leave the town. These 

Turmeralso played for weddings, feasts and serenades. In 

such cases of private parties or weddings and the like the 

number of musicians who were allowed to play was dependent 

on the social position of the person engaging them.106 

It has been shown that the town bands of the sixteenth 

century were uot allowed to employ trumpeters or kettle

drummers, these being still reserved for the use of kings 

and nobles. When the law forbidding such employment was 

infringed upon evy penalties were imposed by law upon 

the offending party or town.107 

In this same century the German merchants at Antwerp 

were escorteddaily to the Exchange by a band of music.  

Ho doubt, similar practices were in existence in a number 

of other towns. The music of these town band of Germany 

and other countries appears today as ensemble music rather 

than that for the band proper, but it belongs to the 

band tradition since these mall groups are the ancestors 

of the modern concert band. Rare specimens of this 

music have bee; .preserved in the fifteenth century 

town mrches of Bamberg and Worms (see Figures 4 and 

5) and in a "Basse Danse," by an unknown composer, which was 

OxfordHistory of music, Introductory Volume, 
p. 217.  

107Kappey, Military Music, p. 14.



published in Paris in 1530. It is reproduced in Fig. 15 
from Kappey.10 8

Fig. 15.--Ia Magdalena, ance, for four instruments, not specified, measures 1-5, Attaignant, 1530.  

These town band combinations may have performed the 

exquisite Danceries (1555) of Claude Gervaise, in four or 

five parts, as they are known to have performed dance music 
and folk songs of the day.1 0 9 In Germany, in 1558, one 

Yrftger brought out a volume of four-part chorales having, 

108Kappey, Mil itary Music, p.140 

109Farmer, jlilit ary Music, p. 16.
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in addition to a light organ accompaniment, parts for four 

and six posaunes (trombones))110 

Examples of music which indicated instrumentation for 

winds are extremely rare, as has been seen, in the period 

from 1350-1600. Fans David states that the first compo

sitions we can trace which were definitely composed for 

wind instruments are probably two pieces by the same name, 

Battle Airs for Wind Instruments, which were written by 

Andrea Gabrieli and Annibale Padoano and published in 

1580.111 

This brings us again to the influential Venetian 

School which, since the time of Willaert, has known such 

fine musicians and composers as Claudio Merulo (1533-1604), 

noted for his contribution as a great organist to an 

independent style of instrumental music. Zacconi (1555

1627) and Zarlino (1517-1590) of the Venetian School de

voted ample consideration to wind instruments, especially 

in the use of choirs of trombones at celebrations such as 

the wedding of the Doge to the Adriatic. Many of the 

instrumental compositions of these Venetian composers 

(Merulo, Frescobaldi, Gabrieli and others) were evidently 

110Daubeny (Orchestral Wind Instruments, p. 95) does 
not identify which of several Prussians by the name 
Krtiger wrote this volume. Eitner's Quellen-lexikon gives 
a Johann and a Bartholmaeus KrUger in the sixteenth cen
tury but credits neither of these nor any other with this 
publication.  

'11Goldman, Te Band's Music, p. 21.
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performed regularly by choirs of trombones and other wind 

instruments.112 

Andrea Gabrieli (1510-1586) was selected as successor 

to Merulo as organist at St. Mark's. He developed every 

known form of composition for voices, instruments and 

organ. His music is sometimes described as "the complete 

and perfect expression of the Venetian Spirit."113 His 

Battle Airs for Wind Instruments, published in 1580 (see 

Fig. 16), has already been mentioned. It has definite 

indications for wind instruments but apparently the exact 

instruments, and consequently the exact parts for each 

* Fig. l6 .-- Measures l14 of _Aria. dela Batalia, per soa _dInstrumenti da Fito Andrea Gabrieli, may be found :n Italian IMonumenti volumes.  

112Goldman, The Bands 1Music, p. 24,
113Bedbrook, "Genius of G. Gabrieli," Mtsic Review, Vol. VIII, No. 2, p. 92.~~
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instrument, are not specified. He also wrote the Canzona 

da Sonare for a quartet of instruments. Andrea Gabrieli's 

Canzon Arioso is described by Bedbrook as "a masterpiece 

which can take its place with anything in Europe at that 

time for brilliance and magnificance."llN1 

Andrea Gabrieli brought up a nephew, Giovanni, in the 

practice of music and its composition which he carried to 

newer and greater heights in the next generation. Giovanni 

Gabrieli (1557-1612) was one of the most refreshing com

posers of the sixteenth century. At the age of twenty-seven 

he was first organist at St. Mark's (1585). From this 

position he composed and experimented with various instru

mental groups and forms and exerted an influence on other 

composers, among them his pupil Heinrich Schlitz.115 

The instrumental forms of the time, which were mainly 

developed by G. Gabrieli and his fellow musicians, were the 

canzona, ricercar and the sonata. These instrumental 

forms, together with the operatic experiments of the 

Florentine composers, may be said to have set the example 

for serious instrumental music for the next hundred years 

or more. Although he wrote for voice and keyboard also, 

Giovanni's instrumental compositions are, in many respects, 

ll4Bedbrook, "Genius of G. Gabrieli, " Lus Review, 
Vol. VIII, No. 2, p. 92.  

11 5 Bedbrook, Keyboard Music from the Middle Ages, P. 89._4
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his outstanding achievements. His experiments with precise 

instrumentation (see Fig. 17), double instrumental choirs 

and his perfection in the use of dissonance, monothematic 

treatment and sequential patterns are all indicative of 

greater things to come in succeeding generations. Hans 

David credits Giovanni Ga1brieli with starting the practice 

of writing differently for different instruments.116  As 

Lang expresses it, "The elan and colorfulness, the emotion

a. power and sensuous glow of Gabrieli's music overshadowed 

the great influence and prestige of Palestrinian art. Even 

former associates of the great Roman (Palestrina, 1524

1594) seemed to succumb to the new lure of instrumental 

music."l17 

Giovanni's major instrumental works were published in 

two volumes, the first collection of Sacrae yMphoniae 

(1597, for six to sixteen voices) contains vocal as well as 

instrumental music and a second collection of Sacrae 

.Ym~ph~oniae (1615,for six to nineteen voices) contains 

instrumental music only and was published three years after 

his death along with his Canzoni ej. .2qonne.. Many of 

116 Quoted without source in Goldman, The Band's Music, 
p. 24.  

1lLang, Music in Western Civilization, p. 324.  

lIGoldman, The and's cMusic, p. 25.
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these compositions have the instrumentation specified 

exactly, while others do not. Those that did not have the 

instrumentation specified were usually left to the arranger 

who made his own choice of instruments and the placement 

of parts.119 

The fact that Giovanni Gabrieli fixed the instrument 

for each part in some of his scores indicates that the 

orchestration of an instrumental group was becoming more 

important. Sonata pian e forte (Fig. 17), the most famous 

of Gabrieli's compositions, is regarded by many writers as 

the first orchestral sonata and has the instruments in

dicated for each part. 1 2 0 

Fjima L 4di *

Pig. 17.- -Measures 1-4, Sonata ae -forte G. Gabri
eli, 1597, reproduced from Schering No. 18, 

1 1 9 Bukof zer, li ah. Baroue Era, -p. 24.  

1 2 0 Three commercial transcriptions of this sonata are now available for brass ensemble (one arr. by Russell 
Harvey, Elkan-lTogel Co. , Philadelphia; another arr. by 
R. D. King, Music for Brass, North Easton, Massachusetts; 
and a third arr. by Fritz Stein, C. F. Peters, Leipzig).



Until the introduction of instruments in Sacrae 

honiae, compositions in the a cappella style had held 

full sway in the church but now the way was paved for a 

more extended employment of instrumental Music. In the 

first collection of Sacrae SymPhoniae (1597) are found: 

Canzone Ao. 11F irst Choir: 1 trombone and 4 cornetti 
(Canzon a icho) Second Choir: I trombone, 4 cornetti 

and organ 

Canzone To. 16 First Choir: 4 tromboni and 1 cor
(Canzone Quarti Toni) netti 

Second Choir: 4 trombini and 1 violino 
Third Choir. 4 tromboni and 1 cor

netti 

Sonata ntneforte First Choir: 3 tromboni and 1 violino 
Second Choir: 3 tromboni and 1 cor

netti 

The second collection of Sacrae Svm honiae (1615) includes: 

In Excelsis 2 tromboni, 1 violino, 3 cornetti, 
organ and two four-part choruses 

SusciPe 6 tromboni and 1 six-part chorus 

Christus Surrexit 4 tromboni, 2 violini, 2 cornetti 
and 2 four-part choruses 

In Fig. 18 is a reproduction of the brilliant "Sinfonia" 

from the deeply moving Christus Surrexit.
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Gabrieli (1615), second collection of Sacree Sy~onie.1 2 1 

In his collection of anoni et Sqnate (1615) Gabri

eli's only compositioni scored for instrument is the.  

extrmely brilliant Canzone a_6. (two tronmboni, twro cor

netti and two ioL i), a remarkablN composition for its 

time. lIt is partly re.produed in F, .12 

Repoduedfrom Bedbrook, "Genius of G. Gabrieli," 
Jusic R , Vol. VIIl, No. 2, p. 96.  

Thsentire composition, can be found in the Oxford 
HUstory of. music, UI, pp. 4f31-436
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Fig. 19.--Measures 57-63, "Canzone a'6" from the 
ianzoni e Sonate (1615), Giovanni Gabrieli.  

Concerning the instrumentation of these works, Hans 

David says, "It has been conjectured that the canzoni 

generally were intended for strings rather than for wind 

instruments while the donate were intended for the latter.  

The donate have a very buoyant style which makes them 

excellent material for performance with wind instruments 

alone. "123 Whatever the intended instrumentation on the 

scores that are left to conjecture, the sonate and canzoni 

of Giovanni Gabrieli can be played with inspiring sonority 

by modern brasses.  

A vital part of the music of the Gabrielis is the 

color which they gained by extracting from each instrument 

the sounds that typified it and by mixing these sounds in 

various instrument combinations, creating a contrast or 

3 Goldman The Band's Music, p. 25.



blend of timbres for specific colors. This desire for more 

color, for variety, for freshness is the impetus for the 

concert band both then and today and has had a great deal 

to do with the continuous improvement in the quality of the 

concert band literature and in the band itself.  

0 While the Gabrielis were advancing the instrumental 

music of Italy, the drum and fife bands and other military 

music groups of the continent continued to thrive. Scot

tish Regiments used the fife and drum in their calls and 

martial music to good advantage. In Fig. 20 is an example 

of their calls which were possibly used by these Scottish 

companies in France about 1590.
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Fig. 20.--Drum and Fife Call of Scottish Regiments in 
France (1590).  

Military signals in most countries were still being 

given by the trumpets and kettledrums of the cavalry in the 

sixteenth century. These trumpet and drum signals appeared 

12 Reproduced from Farmer, Handel's Kettledrums, 
p. 36.
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for the first time in print in the early seventeenth 

century, those of France being issued by Mersenne in 

1636,12 and those of Italy by Fantini in 1638.126 (See 

Fig. 21).  

~tt+,t *t,4e~r-rIF tt

Fig. 21.--Trumpet signal Altitalienische Reiter
signale, G. Fantini, 1638.127 

In England the march of the infantry was in high 

esteem until late 'in th. sixteenth century when its 

characteristic dignity and gravity were somewhat lost 

through the failure of the drumimers to keep a slow and 

steady beat and through the elaborations and change of 

rhythm to many popular songs of the day added by the fife 

players. So serious was the condition that a "Royal 

Command to Revive and Rectify the Form of March to be 

Marini Mersenne, Harmonicorum Libri, Paris, 1635, 
G. Bauidry, a rare volume. in the Music Library at iorth 
Texas State College in Denton, Texas, which contains music, 
pictures and facts about the instruments of that day. The 
volume referred to in the text is evidently Mersenne's 
Harmonie Universelle, Pars, 1636, Cramoisy.  

l26Farmer, 2iLitary Aisi c, p. 20.  

27Perroduced from Panoff, milittrmusik, . 47.
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beaten by the Drums of the British Army" was issued and 

included one certain measure of tempo which was beaten in 

the presence of "deare brother prince Henry" at Greenwich 

Anno in 1610.128 

The sixteenth century practice of using wind instru

ments in the church continued through the early seven

teenth century. Many examples of this type of music have 

been preserved, including a number of chorales for organ 

and trombones by such typical composers of this period as 

Rosenmtiller (1619-1684), Franck (1609-1667?), Hammerschmidt 

(1611-1675) and Gabrieli's pupil, Henrich Schttz (1585

1672).129 Part XV of Schlitz's S honiae Sacrae (1629) 

employs a sinfonia for cornetto (or violins), trombone and 

fagotto. (See Fig. 22.) This is one of the first examples 

of the use of the fagotto (bassoon) which was in existence 

s omewhat earlier than 1578 when Siegmund Schnitzer, a 

famous bassoon maker, died in NTIrnberg. According to 

Praetorious, Hans Schreiber (seventeenth century), a 

musician to ihe electoral court in Berlin, was, in 1618, 

constructing a fagotcontra (double bassoon) with C as 

lowest note.130 

l28 Gerald Hayes, in's usic p. 59.  

1 2 9Goldman, T he Band's Music , p. 23.  
1 30achs, Fistorr of Lusical Istruments, p. 317.
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doo 

Fig. 22.--Measures 1-3 of Schtitz's "Domine labia mea 
aperies," Part XV of 2ymhoniae Sacrae (1629).131 

Other instrumental compositions of the late sixteenth 

and early seventeenth centuries include a Passamezzo for 

six trumpets by Michael Praetorius (1571-1621) and two 

canzoni 6f Florentine Maschera (c. 1593) for wind instru

ments.132 

Schering also gives an instrumental composition in 

1571 by P. Phalese, Zwei Tanze fur _ Instrumente. However, 

most important is an early French ballet, Balet comiQue de 

la _Royne, which is designed and produced by an Italian, 

Baldassarino da Belgiojoso (also known as Balthasard de 

Beaujoyeulx), who had come to France as one of a band of 

fiddlers sent to the French court about 1555. This ballet 

131Heinrich Schtitz, "Domine, labia mea aperies," Part XV of ?ymrhoniae ,%crae, edited by Philip Spitta, p. 77.  

132Goldman, The Band's Music, p. 37.
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was produced in 1581 and began with "a noise of hautboys, 

cornets, sackbuts and other sweet instruments of music" 

placed behind the scenes.133 This unwritten overture to 

the opera has been cited by some as possibly the oldest set 

of band parts; however, it was possibly nothing more than 

the usual preliminary flourish of noisy music which heralded 

the beginning of a dramatic performance.  

Claudio Monteverdi (1567-1643) in his famous opera, 

Orfeo, used an orchestra of no less than thirty-six instru

ments including four tromboni, two cornetti, one flautino, 

one clarino and three trombe sardine (muted trumpets). In 

1607 at a performance of L'Orfeo at the court of Mantua, 

he scored a part of the overture to the opera for five 

trumpets in different registers (three trumpets, two trom

bones) and used them quite effectively.134 A later 

orchestra of Monteverdi's time can be seen in the one he 

used in 1609 which was composed of forty-five instruments, 

including five tromboni, two cornetti, two flautini, one 

clarino and three trombe sordine.13 5  Fig. 23 is a part of 

Orfeo which is reproduced from microfilm.  

133Edward J. Dent, Foundations of E2ish Qner 
pp. 14-15.o~ 

134 . S. Rockstro, A General History of usic, p. 132.  

135 Giacomo Benvenuti, j Classici Jusicali Italiani, 
Monteverdi, "L'Orfeo," Vol. IX, p. 173.



60

k4l 
'pf Troir t Alp 

-01-oft, 

'i A, I T df I A

- or 

Ag J I 

if ow 
I I 4e le 'j, of 49 W, W 

I' 'r 01 

11 A' Af , A%.00-, 

All .1. .1. W ,

Fig. 23.--Segment of Monteverdi's Orfeo for three 
cornetti and two tromboni, 1607.136 

The real development of formal "military music" may be 

said to have begun in the seventeenth century. In Frnce, 

Louis XIV had established bands of oboes to perform marches 

and signal calls. To organize these bands and to compose 

and arrange music for them, he employed Jean Baptiste 

Lully (1632-1687).137 Lully was well fitted for this work, 

'36 Claudio Monteverdi, Orfeo in his Tutte le Opera 
Vol. XI, edited by G. irancesco Malipiero, p. 137.  

H. E. Adkins, Treatise on the Military Band, p. 5.

4
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for he understood the oboe thoroughly and made use of it 

in his operas.138 

When the "king's regiment" was established, at first 

the French March was used, then that of the Musketeers, and 

finally a new march composed for it by Lully. Either to 

obey the king's orders, or at the colonel's request, Lully, 

Andre Philidor (1647-1730), Martin Hotteterre ( ? - c.1761), 

and others wrote marches having two or four parts for the 

oboe and bassoon, with or without drums. These were com

posed for the French and Swiss guards, the Scotch dragoons, 

the Monterey's dragoons, the Fusileers, the Gunners, the 

Naval Guards, the regiment of Boulogne and many other 

groups including those of many foreign countries who 

requested. their compositions.139 

The music which Lully wrote and arranged for these 

oboe bands is simple four-part music (discantalto, tenor, 

and bass oboe or bassoon) with two drum parts. Therefore, 

their main value lies merely in showing the ancestry of 

contemporary band music since the filling out of parts and 

elaborating into modern wind band instrumentation would 

distort the compositions beyond recognition. Lully also 

wrote instrumental music to accompany the operas and comedy 

138Goldman, Thq Band's Music, p. 26.  

139michel Brenet, "French Military Music in the Reign of Louis XTV," asial Quarterly, Vol. III (July, 1917), P. 348. Jl,11)
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of the King's court. He introduced into the opera Thesee, 

in 1675, a march (see Fig. 24) planned in imitation of 

those given to the troops of the King of France but more 

brilliantly colored with the splendor of the trumpets and 

the kettledrums.11+0

iTTr'vp /

-r-

Fig. 24.--Measures 1-4, March from the opera Thesee, 
Lully, 1675, reproduced from Brenet's article in Musical 
Quar ter. (See footnote 139.) 

Among the numbers which iLuly arranged for the oboe 

bands are Marche des Kousguetaires du Roi de France and the 

March des Dragons du Roi.Many of these pieces are quite 

140Brenet, "French Military Music . . .," Musical 
Quarterly, Vol. III, p. 352.
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pleasing and have more than historical value. An example 

of the former march is given in Fig. 25.
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Fig. 25k--Marche des MousAuetaires du Roi de France, 
Lully, measures T.J~1 

The march for hautboys, ons d_ Ro is reproduced 

in Fig. 26.  

The regard with which the public greeted these bands 

and Lilly's compositions for them must have been unusual, 

for Smith tells us that "Lully's marches attained a 

r 41 B.renet , "French Mil1itary Musi C .,."MUSical 
.,.,r tPr ly, lI, P. 350.
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Fig. 26.--March for Hautboys Dragons du Roi, Lully, 
measures 1-4,142 

European fame . . . they were used not only by the French 

Army, but by the armies fighting against France., 143 

Lully is credited with having introduced many important 

practices in the field of instrumentsl music, for instance 

his use of the baton in conducting his instrumental groups.1A4 

Fe is also credited with being the first to use the weld

horn, the .direct ancestor of the modern French horn with 

the "widened bell" and the "soft, mysterious tone," in his 

orchestra.145 

l-+Farmer, Rise of Li_1it ~siMuic., p. 46.  

I 3 Leo Smith, Mvusic of the Seventeenth and Eighteenth 
Centuries, p. 55.  

l44Oxford F s oNo usi , V l V, p 7 144Dabford cit rof Music, Vol. V, p. 47.  

l4Thaubeny, Orchestral Wind Instuments, 'p. 74.
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The drum and fife bands of France are thought to have 

been replaced in some instances as early as 1588 by these 

bands of hautboys. And even this custom is supposed to 

have been copied from the Gerinans. Regardless of the 

truth or falsity of those statements, the bands of oboes 

did gradually begin to replace the fife and drum groups of 

the various nations of Europe.  

The history of today's band music has a strong footing 

in the Turmmusik (tower music) of Germany during the 

seventeenth century. It has already been noted that tower 

musicians did exist, and that they developed into towrn 

bands during the previous four hundred years. These 

musicians who played short concerts from the town hall 

tower (Rathausturm) at stated hours (as well as taking part 

in religious and municipal ceremonies, playing for town 

dances, alarming the town at the approach of the enemy and 

giving fire warnings) had regulations concerning terms of 

service, behaviour, instrumentation, etc., in the Acts of 

the Burgomasters of several towns about the middle of the 

seventeenth century. These bands of tvrmer (or thuermer) 

were perhaps the most important exponents of wind-instrument 

music until the middle of this seventeenth century.146 

Later, these musicians were called h"stadtmusicustt or 

"stadtpfeifer" because tiey served the ton. Pearly every 

146Goldman, The Band's Music, p. 22.
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town of moderate size had its own band and the rivalry 

between them was responsible for bringing wind-instrument 

music to a commendable degree of advancement.147 

Possibly the most active of these groups was the 

Leipzig band where Johann Pezel (1634-1694) served as town 

musician. His early history and activities are still 

unnown, but he is first known from the documents of 

Leipzig where his name appears (in 1664) as a member of the 

"kunstgeiger" (art-fiddlers). About 1669 he joined the 

ttr fI fers in whose company he faithfully served the 

municipal council until the summer of 1681 wen, apparently 

frightened by the plague, he went to Bautzen. He served in 

the Stadtmusins group in Bautzen from 1681 until his death 

in 1694. With the exception of Gottfried Reiche, Pezel 

(also known Pezelius) is the only stadtofeifer whose 

compositions were published at this time. Their number is 

great and by no meaxs limited to Turmsonaten. Fe also 

wrote suites for string instruments, but this study is 

concerned mainly with two works, bora Decima Musicorum of 

1670 and FunffstimmiAte Blasenden Musik of 1685.a48 

Kpey, Military iusic, p. 15.  

l4 Arnold Schering, "Vorwort" to Johann Pezel's 
Turmmusiken und 3uiten, in Denkmler Deutscher Tonkunst, 
Vo. , p. v.
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The Hora Decima consists of forty sonatas in five parts 

for two zinken (cornetti) and three posaunen. In the pre

face of this volume Pezel states that he is publishing it 

at the request of a large number of tower musicians in 

Germany. He also includes in the foreword an arrangement 

for indoor playing in which the violins and violas take the 

parts of the zinken and posaunen but the music, with its 

serious nature and lack of fast passages, is completely in 

the character of wind music. 49 

The Funfstimmigte blasenden Musik (1685) contains 

seventy-six suite movements, some of which are arranged in 

suits. *They are written in five parts for two &nken an 

three -o~snen (alto, tenor, bass). Pezel also published 

the Mlusicc-lYzrtina in 1669 while he was still a member 

of the "Art-Fiddlers. " This work consists of twelve dance 

suites written for strings and bassoon and probably led 

to his promotion to the Stadtrfeifer.1 $Q Fig. 27 is a 

reproduction of part of the Sonata Jo. 3 from the Hora 

Decima.ll 

Johann Pezel, "Hora Decima" in Dentmtuler Deutscher 
Tonkunst, Vol. 63.  

iOJohann Pezel, "Ftnff-stimmigte blasenden usik," 
in Denk>tgler Deut scher Tonkunst, Vol. 63.  

151Johann Pezej, "Sonata No. 3" from his Turmmusik, 
edited by Ernst Permann Meyer, Leiptig, Breitkopf and 
HMrtel, 1930, p. 2.
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Fig. 27.--Measures 1-5 of "Sonata No. 3," from Hora Decima by Pezel, 1685.  

Many of these pieces by Pezel have instrinsic musical 

value and the two collections as a whole, being the first 

volumes given exclusively to wind instruments, have 

immense historical interest. Many of these four and five

part pieces of Pezel, or of Reiche, can be played by 

brasses in any multiple of four or five, making up a true 

choir.152 

A reproduction of "Zwei Suiten fIr Blasinstrumente" 

from Pezel's Fnff-stimmge blasenden Musik is in 

Fig. 28.153 

15 2Goldman, The Concert Band, p. 184, 

153Johann Pezel, "Zwei Suiten fflr Blasinstrumente w from his Ftnff-stimmgtm e blasenden Musik in A. Schering, DenAkm1ler Deutscher Tonkunst, Vol. 63
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Fig. 28.-Measures 1-4 of "Zwei Suiten ffir Blasin
strumente," from FtInff-stimmigte blasenden Musik, Pezel, 
1685.  

Gottfried Reiche (1667-1734) was a famous trumpet 

virtuoso and composer of this period whose works, along 

with those of Pezel, represent the peak of tower sonata 

literature. He was a member of the Leipzig stadtpfeifers 

in 1691, became master violinist in 1700 and later served 

as first trumpeter under Johann Sebastian Bach. Reiche was 

held in very high esteem by the city of Leipzig and many 

others of his day, and in 1727 the Council of Leipzig had 

his portrait painted by Elias Gottlieb Haussman, the famous 

painter of Bach. He is reported to have died of an
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overstrain from blowing at a performance of the Bach 

Cantata, Lreise dein Glucke Ges enetes Sachsen.15 4 

Tower music was the music of the people, for it accom

panied their work and play and was woven into their daily 

lives. Reiche was one of the greatest contributors to 

this music of the people. In 1697 he published his 

Virundzwanzip Neue Quatricinia for one cornet and three 

trombones. Fe also wrote 122 Abbtasstucken (small pieces 

for wind instruments) and five chorale books, but the 

-Qatricinia, which are sonatinas and fugues, are the only 

works extant. Figure 29 is a reproduction of part of 

Sonatina No. 10 from Reiche's jatrijcinia.155 

Several of the Reiche works have been published and 

edited for modern brass ensembles. The modern edition of 

"Sonata No. 7," made by Robert King, calls for trumpet, horn, 

trombone and tuba. A baritone part also has been added and 

the music has been transposed down an augmented fourth to 

make it convenient for modern instruments.  

15%Adolph tiller, editor, "Vorbemerkung" to Gottfried Reiche's Vierundzwanzig eue Quatricinia.  

155Gottfried Reiche, "Sonatina No. 10," in his Vierundzwanzi Neueuatricinia, edited by Pfarrer Adolf tIler, P. 22.
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Fig. 29.--Measures ll-2l of "3onatina No. 10," from the Vierundzwani Neue Quatricinia, Gottfried Reiche, 1697.  

The German tower music evidently continued through the 

eighteenth century and was still in the popular favor of 

the peopLe and of many composers. Goldman tells us of a 
)ook published at Berlin in 1714 by C. 3. Rolle that says, 
"those who play simple chorales from the towers, also have 
sonat s composed for them, which they play together to all 
the inhabitants of the town. "156 

Other notable .ontributor to the. wind -music of the 
seventeenth century was Lenry Purcell (1658-l695) whose 
wrks1 for winds include a Volntar for three trumpets, 
three trombones, tmani, side drums and organ. He also 

15601aanThe Band's Music, p. 22.
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wrote a March and a Canzona for four trombones in 1695.  

These latter two works were composed for the funeral of 

Queen Mary, along with a beautiful anthem, "Thou knowest, 
Lord, the secrets of our hearts." The March i dirge

like and was used for the procession to Westminster Abbey, 

and the impressive Canzona was played in the Abbey during 

the funeral service.l'- Purcell died only a few months 

later an d the music which he had composed for the funeral 

of his Queen was played at his oin funeral also. Fig. 30 
giveS the Solo Trumpet part to Purcell's famous Trmet 

Vo lun t a ry. 1

Fig. 30.--Measures 1-5 of Purcell's Trumret Voluntary solo trumpet part.  

"One of the most important achievements of these com

posers of the seventeenth century was the establishment of 

J. 1 A-. Fuller Maitland, ":enry Purcell," Grove's 
Dic ionary of Music and Musicians, Vol. IV, third edition, 

An arrangement of this work has been made for "Brass hoir by Leon Brown, a copy of which is on file in the Yorth Texas State Music Library, Denton, Texas.

AL 
OF 
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the groundork of modern instrumental music, and the dis

covery of the principles of style and form which were 

e essential to itl59 

The instrumentation of the early military band was 

developed in Germany, a typical group being: two flutes, 

two oboes, two horns, two trumpets, two bassoons and a 

trombone. In France, regimental drum and fife bands had 

given place to bands of hautbois players as early as the 

year 1588 (as mentioned earlier) and these bands soon were 

augmented with other wind instruments. England seems to 

have lagged behind, for it was not until about 1678 that 

the Forse Grenadiers acquired six oboe players. The 

military band proper was first introduced into EIngland 

from Germany in the reign of Charles II (1660-1685). In 

his time every posse of trumpeters was allotted at least 

one kettledrummer, and bands in regiments in ngland were 

not officially recognized. The bands existing in the 

regiments were maintained entirely by their own officers.  

Units competed with one another in the splendor of the 

uniform and the number of men in them but no effort was 

made to co-ordinate the pitches of the instruments of the 

various bands. Th isresulted in chaos, of course, and 

British Army Bands compared most unfavorblyi with the 

1J 19xford history of Music, Vol. III, P. 308.



bands on the Continent, which had reached a fairly high 

state of efficiency. Before this, the Royal Artillery had 

a number of men who were trained as musicians, but they 

consisted marinly of drum, fife and bagpipe players, as did 

the Band of the Scots Guards in 1662.160 

Charles IT, during his exile in France, was very fond 

of the Band of Hautbois there so when he returned to &igland 

in 1661 he introduced them into the Horse Grenadier Guards.  

In 1685 the King issued a warrant authorizing twelve haut

bois to be attached to the King's Regiments of Foot Guards 

and to receive extrapay for their services.  

meanwhile, the instrumentation and music of the wind 

bands, both town and military, continued to develop. The 

ol wind bands which played at fairs and popular festivals 

consisted mainly of cornetts and sackbuts, while the music 

at tournaments and feasts was supplied by a variety of 

instruments playing in crude harmony.161 

Many changes were forced upon this instrumentation by 

the beginning of the eighteenth century when Germany led 

the way in matters of military music. The oboe reed now 

came under the direct cont rol of the lips instead of the 

former reed placed inside a hollow mouthpiece tube which 

was blown into. This, of course, brought better control 

160Adkins, Treatise on the Military Bnd, pp. 4-5 
161Daubeny, Orchestral Wind InstrUents, p. 125.
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and consequently a better sound for the oboe and a much 

more important place in the melodic sense. The bassoon 

(or curtail in England) had replaced the. bombard group and, 
with its development and that of the French horn, the 

much-prized trombone fell into neglect for the best part 

of a century. The walhorn (FrenIch horn), with a new 

alteration in its coiling tubing, gained a new position in 

wind bands qs well as placing itself in great demand for 

performance in churches, theatres and for chamber music.  

This instrument, along with the invention of the clarinet 

in 1696 (or more correctly the development of), originally 

being played with the reed against the upper instead of the 
lower lip, made a very definite change in all future 

instrumentations of bands and other instrumental groups, 

and created a new conception of sound in these groups. 1 6 ? 

The first military band score which irludes the 

clarinet is given by Kappe y as that of the march Prinz 

Anton (Fig. 31), dated 1720.163 This development gives the 
period around 1700 considerable importance, as future scores 

of band music reflect this conception of band instrurnenta

tion. Little further progress W8s made during the 

eighteenth century, except for the introduction of cymbals 

162arm er, Military Lusic, p. 27.  

163Karey, Jilitarv Msic, 19.
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i. 31.--Measures 1-5, March, Linz Anton (1720) 

and triangles and various small drums into band instru

Mentation. These were Popularized in Europe by the vogue 
of the Turkish Janlssary Bands duril the first half of 
the century. (A description of these bands follows in 
Chapter II of this study).  

In 1706 a German army band consisted of two oboes, 

two trumpets or horns, anld two bassoons, Plus drums; but 
by the mid-century this type of German band had settled 
down to a norm of two oboes, two clarinets, two horns and
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two bassoons. This was the Larmonie-1usik combination, 
said to have been fixed by Frederick the Great, and was 

quite Popular with the composers of this day and later 

with such men as Mozart and Beethoven.164 

About 17+5 the use of the fife was revived inEnglish 

bands. The Royal Artillery Mounted Band had its beginning 

about this time as a drum and fife band also boasted of a 

Fife Major. This revival of the fife did not carry over 

to the Continent of E&rope, for in 1741 there exIsted in 

France the Uhlans of Marshal Saxe, the Gardes Francaises 

and a regiment of Croats with a band. These bands were 
composed of horns, bassoons and cyrbals. In Britain, the 

first band of enlisted musicians seems to have been that 

of the First Foot Guards (Grenadiers) in 1749.165 

The majority of wind-band music written in the early 
eiahteenth century was no great improvement over the earlier 

marches of Lully. Certainly there existed no wind instru

mert compositions which would compare favorably in beauty 

or seriousness with the donate or canzOne of Gabrieli, or 

to the tower music of Reiche and Pezel. The tower musicians 

themselves almost completely disappeared about 1715, 

though some few towns maintained them util later in the 

14armer, Military Music, p. 279 

1 Farmer, Handel's Kettledrums, p. 16.
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century. The lack of "lart music" for the band (or wind 

instrument ensembles) is due to the developMent of an 

independent instrumental style of too great complexity 

for wind instrument performance (in the eighteenth century).  

This handicap lay in the limitations of the wind instru

ments of this period and especially of their tuning which 

was very difficult, if not impossible (except in the case 

of the trombone). Thus the orchestra, with its more 

capable stringed instruments and superior technique and 

flexibility, took over the "art music, " and wind instru

ments were mainly relegated to small ensemble music and 

military and popular use.166 

This wind-band music in the first half of the 

eighteenth century includes only a few numbers of any 

importa nce. J. P. Kreiger (1649-1725) wrote a Lustige 

Feldmusik (Joyous Outdoor Music) for oboes and bassoons.  

J. J. ouret (1682-1738) wrote forty-seven Divertissements, 

including fanfares for trumpets, oboes and tympani. Also 

in 1756 A Collection of Airs and Larches by R. Bremmer was 

published and contains "The Highland March" by Captain John 

Reid of the Scots Guards Band (t was the old slow march of 
the regiment).167 There is also record of a Marcia 
Tillanesca of Leopold Mozart (1719-1787).  

166Goldman, The Concert Band, p. 30.  
1 6 7Farmer, Handel's K ettledrums, p. 3.
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Our best source of wind instrument music of this time, 

from a major composer, comes from the famous English com

poser George Frederick Handel (1685-1759). In 1715, Handel 

composed the famous ',ter Music for the King's passage up 

the Thames and it was played, under the direction of 

Handel himself, by a band of mainly wind instruments on a 

barge following the royal yacht. This composition, in 

which andel made good use of the winds, especially the 

French horn, helped to restore him to the King's favor.163 

Handel also composed, in 1726, a slow parade march 

for the Grenadier guardss which was also contained in his 

opera Scipio and known as the March from Sipio. A modern 

version of this march, called The Royal Guards March, has 

been played in recent years. Goldman also mentions a 

Concerto in F for a double set of wind instruments and 

strings wblb was composed by Handel.1 6 9 

In 1749 George II commissioned Handel to compose music 

to accompany a display of fireworks to be held in Green 

Park. This occurrence provides us with one of the major 

eighteenth century compositions for wind-band,the oyal 

168nayes, Kiun's Music, p. 59. This later lusic Suite 
has been adapted for modern band by Hersey Kay and is available from the publisher, Theodor Presser, who also 
publishes a modern band adaptation of Handel's march from 
Scipio enttitled Slow MarchScinio.  

169Goldman, The Band's Music, p. 38.
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Fireworks Music. "To make headway against the explosions, 

the open space, and the noise of the onlookers, Handel 

scored as follows: 

Trombe (Trumpets) I, PI, III 3 players to each part 
Tympani 3 pairs in D and A 

Corni I, III111 3 players to each part 
Oboe 1 12 players 

Oboe II 8 players 

Bassoon II 8 players 

Bassoon II 4 playersl 0 

This 2y aFireworks Music consisted of an overture 

and five short movements, scored for fifty-six wind in

struments.171 A part of the Overture from this Royal 

Fireworks Nusic is reproduced in Fig. 32.172 

I I ti 

Fig.32.--Overture to the Royal Fireworks Handel (1'49) 

170H'ayes, King's Mu , p. 68.  

171Richard Alexander Streatfield, Landel, p. 201.

172 ySL, KinZs MIusic, p. 79. Handel'S al Fire
works Nusic has been edited for modern band by arvey 
Sartorius ni is punished bY Music Press.



Most of the other works composed for wind-bands during 

th.s first half of the eighteenth century are inconse

quentaL and in many cases are worthy of mention as the 

ancestry of concert band literature of today. however, a 

few of th(se compositions have been arranged to fit modern 

band instrumentation and others may be discovered in the 

future which are worthy of arrangement and thus add to our 

concert b-nd literature of thIs priod. Panoff gives the 

scores to aIarch of th-e hcottish Archers (eighteenth 

century) and a arsch der Grandmsetiere which are worthy 

of iention here. (Se Fg -33 and Fig. 34.)
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_IN

Fig . 34.--Measures 1-10, Marsch des Grandmuskeierel7 4 

Tt mn b. seen tt from the time of the bone flute and 

the drum of the Stone Age, wind instruiients have been used 

for th miusic "of he people." Though little "art music" 

has bern written for them up to this time (1750), they 

have nevertheless contributed greiLY to the development 

0f instrumPntal music in their countless sPrvicPs rendered 

to the people they served (tower music, torn bands, court 

music, Kig's trumpeters, etc.). Besides these services 

to the people and the spread of instrumental music as a 

result, thee groups of wind .instrments created a demand 

for better instruments so that their possibilitiES cS 

music ad cKetertainment groups couLd bo increased. Thus 

74P an of f, Mii 1,tar m us *1kTp. 52.
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yof* t"hoinstrumlents which ter becamt e used in symphonic 

and chamber music groups were originally pioneered by the 

wind bands of an earlier riod Once these instruments 

had proven themselves, they we:re accepted by other musci 

groups and effectively used in the per-formnnce of the 

better music which was written for them.  

In the following rpges of thi study it 1s Possible 

to se that the ind-band movement continued to grow and 

gradually became e enourn develored to have better 

mus Wr itten for them by -he more prominent composers 

of the day, thus leading into the present day existence 

of multitudes of bands, many of them quite good musically, 

with e graduallyy incrsing number of good compositions 

writtenn originally for concert performance by them.



CHAPTER II

THE DEVELOPMENT OF THE BAND 

(SINCE 1750) 

We must remember that the band has a definite 
tradition arising out of the military. From the 
time of the bands which accompanied Edward III to 
battle, to the early town bands of Germany, the oboe 
bands of Louis XIV and the Napoleonic army bands, 
wind-instrument combinations have had their musical 
functions subordinated to what may be termed their 
moral, civic, or martial duties. A survey of original 
literature will show much honest music written for 
wind instruments, but with the exception of marches, 
little for the band. The concert band did not begin 
to take shape until the 19th century though its 
prototype was fully evolved in the lgth, as evidenced 
by the compositions of Mozart foropen-air performance.  
Technical limitations, the imperfections of wind 
instruments, had their part in restraining the 
development of a band literature. 1 

The French Revolution actually prepared the way for the 

growth of bands and of band music. A large musical group 

performing in the open air where large crowds could gather 

and listen was an obviously desirable thing; the military 

bands were soon augmented for this purpose. The band 

changed considerably in instrumentaton during this time to 

meet the demands placed on it by its audience and its 

growing musical repertory. The latter consisted chiefly of 

transcriptions of light-opera overtures, salon pieces,

84

1Richard Frarnko Goldman, The Band's Music, p. 4.
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dances and some original works for band--marcbes and polkas.  

The band and its audience hold an interplay of influence in 

the music and the instruments used. -"A new era begins with 

the invention and rapid improvement of the clarinet, which 

for wind-bands is as important as the violin is for the 

orchestra. 2 

since communication was not rapid in the eighteenth 

century, there did not exist high degree of standard

ization of instruments or instrumentation; however, the 

need for better instruments was especially felt during this 

classical period.3 These needs were met by the intro

duction and use of new instruments and the improvement of 

the old. The use of the clarinet, horn and bassoon in 

large numbers can be seen, and with their advent the use of 

the trombone and oboe became much less common. During this 

tim~ie the recorder Iras being replaced by the transverse flute 

which by 1700 had a conical bore, with the exception of the 

head Joint which remained cylindrical.4 

2J. A. Kappey, "Wind-Band," Grove's Dictionary of Music 
and Qusicians, edited by R. C. Colles, Vol. V (1937).  

31arl Geiringer, Musical Instruments, p. 153.  

4rancis W. Galpin, _ld English Instruments of Music, 
p. 154. Also consult Alex Leseur, "The TrcnsverseFluteAs 
An Instrument and the Music of the Baroque Period," 
Unpublished Master's Thesis, Department of Music, borth 
Texas State College, 1951.
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German composers at the beginning of the eighteenth 

century gave the horn more prominence in the wind-band by 

letting it adopt sustaining parts when playing with other 

instruments; composers no longer used the horn in the 

highest register and often gave it a sort of continuo part 

by filling in the gap between melody and bass. 5 This new 

use of the horn did not become universal at first; the 

German bands made more use of it in their combinations than 

did the other bands of Europe.  

The early clarinet was becoming quite well-known to the 

people by this time since it had been used as early as 1720 

in military bands. From its original development with the 

single reed being placed against the upper lip, the 

clarinet gradually made its way into greater use and was 

improved a great deal in the latter half of the century.  

However, this instrument was still a far cry from the 

excellent (in comparison) symphonic model clarinet of 

today, as evidenced by an article which appeared in 1784 

in the Musikalische Almanac: "Playing this instrument 

telarinetj. . . is beset with difficulties which if not 

overcome can result in the most indescribable chaos and 

squeaks. Run away at such times if you can!"t 6 

MusikalischeAlmanac (1784), quoted without author in 
Geiringer, Musical Instruments, p. 175.  

6Ibid., p. 170.
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Of course, part of the difficulty with the instrument came 

from the inexperience and lack of ability or training of 

the player.  

In the eighteenth century Germany led the way in 

military music. There was no fixed plan in instrumentation 

of the band, the arrangement of which rested with the 

colonel or bandmaster. However, from 1763 military music 

assumed a definite form. King Frederick II of Prussia fixed 

the first organization as two oboes, two clarinets, two 

horns and two bassoons (this combination of instruments was 

known as the Harmonie Musik and was a favorite with com

posers). After a short time a flute, two trumpets and a 

contrafagotto (contrabassoon) were added. Even Frederick 

the Great wrote a Military Larch for this combination.  

This great ruler was quite fond of playing the flute and 

kept his flute-master, Johann Quantz (1697-1773), writing a 

constant succession of flute compositions for him to per

form. Frederick II also maintained an orchestra at this 

court.7 

In England the Band of Musick, Royal Regiment of 

Artillery, was created in 1762, consisting of the Harmonie 

tElizabeth Wray, A Skeleton History of Music, 
p. 50.
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Music!K of eight men who could also play the cello, bass, 

violin end flute.  

The French can be said to have patterned their bands 

directly after the German organizations, for in France an 

instrumental group, verN sila.r to that used by Frederick 

the Great, became popular about 1764. About five years 

later (1769) bands were formed for an. army in Austria.  

In the United States it seems that the first band (of 

any description) around New York City was a group of four 

Dutch citizens who played the trumpet, flute, violin and 

drut and gave "free concerts every Saturday afternoon at 

Bowling Green to crowds of one hundred or more people." 

(c. 1630). However, the first band of any size in America 

was one organized by Josiah Flagg in 77, consisting of 

about fifty men. This organization gave concerts in 

Faneuil Hall in Boston.9 

Shortly after the middle of the eighteenth century, 

Colonial periodicals contained advertisements o carduets, 

lorns, flutes an 1 trombones. They stimulated n interest 

and instruments were bought and sold. Instrumental music, 

iowevein, ins looked upon with Asfavor by tho public at 

1that time, religious singing, being the onlr acceptable 

8 
Henry George FarmerI TheRise nnd Development of Alitary Music, p. 57.  

Alberta Powell Graham, Great Bnds of America p. 13.



89

music. At least this was true in the Northern colonies 

where the Puritans and Pilgrims were firm in the belief 

that music produced from a fiddle, flute or horn was 

worldly and had no place among God-fearing people.10 

As far as military pmusics" are concerned in America, 

only drums and fifes were used. The first drummers and 

fiflers in the U. S. arines were enlisted as members of the 

Ist ,nd 2nd Battalions of American Marines authorized by 

Congress on November 10, 1775. Two drummers and one fifer 

were a part of each ship's Marine Guard in the early Navy.  

In 1798 President Adams approved a bill for the Marine 

Corps to enlist a drum major, a fife major and thirty-two 

drummers and fifers. A sufficient number of these men were 

retained in Philadelphi c under Drum 'a jor William Parr to 

form a military band which was the nucleus of the famous 

U. S. Marine Pand, the oldest organization of its kind in 

the Urited tates.ll 

her early bands in existence in the United States 

include the Green Dragon and the Boston Brigade Bands. In 

1767 a concert was announced.in rew York by the "Royal 

Aerican Band of Yusic." in 1771 the band of the 64th 

Regiment in Pbston presented a concert. (These were 

1 illiam Carter White, A History of Military Music 
Is tJmerica, p. 14.  

1. S. Marine Corps, Manual for lield Musics, p. 1.
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probably English regimental bands which were stationed in 

Boston during this time). In 1723 the <ssachsetts Band of 

Boston performed: in Salem, Massachusetts, for the benefit of 

the poor. Philadelphia is also accredited with concert in 

1771 in which the use of trumpets, kettle-drums and "every 

instrument that could be used with propriety" is mentioned.  

In 1783 a concert by an Artillery Band from Portsmouth, New 

ampshire, was also given in Salem, Massachrsetts.12 

In Europe at this time most bands maintained meager 

instrumntation, although the number of bands in existence 

was constantly growing. Even an independent organization 

like the honorable Artillery Company could only boast a 

band (in 1783) of four clarinets, two horns, one trumpet 

and two bassoons. . however, the bands gradually increased 

in size and importance with a better instrumentation in 

succeeding years.13 

The French Bands of the Republic (1795) consisted of 

one flute, six clarinets, three bassoons, two horns, one 

trumpet, one serpent and side-drums.  

land, in 178, the Duke of York, wishing to 

improve the musical service of such bands as the eight-piece 

12Haldo Selden Pratt and Charles N. Boyd, editors, 
"istorical Introduction and Chronological Register," 

yrove's DictLonary, Vol. VI (1920).  

l3Farmer, Rise and Development of Military Music, 
p. 63.
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Coldstream Guards band, imported from Germany what was 

probably the first "full band" of twenty-four men who 

brought oboes, clarinets, horns, bassoons, flute, trumpets, 

trombones, serpent, tambourines and crescent (played by 

three negroes).14 

There was still no standard instrumentation, however, 

and many small qnd oddly instrumentated groups were in 

existence, as evidenced by an account of a performance in 

Westminster Abbey in 1785: "In His Majesty's ilitary 

Band there were six musicians who played three species of 

sackbut; tenor, bass, & double bass."1 

An account of French bands of the eigteenth century 

is given in Nelson's Encyclopedia: 

The earliest record of regimental bands is contained 
in a French decree of April 19, 1766, assigning a band 
of music to each regiment, but it was near the close 
of the century before the institution was thoroughly 
established, the instrumentation of the time consisting 
of drums beaten with only one stick, fifes, flutes, 
trumpets, pandean pipes (in Italy), and, a little 
later, bagpipes and violins.16 

In England, the clarinet was now becoming recognized 

as superior to the oboe in point of brilliancy, compass and 

14Kappey, "bind-Band," Grove's Dictionarr, edited by 
Colles, Vol. V (1937).  

15'Charles Burney, An Account of the Yusical Per
formances in Westminster Abbe p.7.  

16"Band, Military," Nelson's Perpetual Loose-Leaf 
Encycloiedia, revised and edited by William M.-Schuyler, 
Vol. I (1932).
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volume, and was classed as the number one military band 

instrument, with the oboe relegated to second place. With 

the addition of clarinets, the bands of England were 

similar to those of Germany in instrumentation. According 

to Georg Thouret (1855-1924) (German writer on music 

history), the English military march of that period (1770) 

served as a model for Europe and made popular the graceful 

6/8 time for marching.17 

About this time a new and entirely different type of 

band was introduced to the European continent, having its 

origin in Turkey. It was known as the Turkish Janizary 

Band and is described by C. F. D. Schubart (1739-1791, 

musician and poet) as follows: 

The character of this (Turkish) music is so warlike, 
that even cowardly souls throw out their chests. Each 
beat is delineated so strongly, with such new manly 
accent, that it is well nigh impossible to get out 
of step.lO 

These Turkish Janizary bands consisted of six groups 

of musicians: 

1. 9 playing the zurna (kind of oboe) including their 
chief, the bandmaster, who played one.  

2. 9 playing the chaghana (ancestor of Jingling 
Johnny).  

3. 9 playing Turkish bass drums, their chief was the 
assistant band-master.  

17tWhite, History of Military Music in America, p. 13.  

l8Nicholas Bessaraboff, Ancient European Musical 
Instruments, p. 21.
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4. 9 playing the cymbals.  
5. 9 playing the naggara (small kettledrums).  
6. 9 playing the burn (Turkish trumpet).  

Total--54 players.19 

The credit of having inaugurated this "Turkish Music" 

to the European continent belongs to Poland whose ruler, 

Augustus II (c. 1733), had received a full Turkish military 

band from the Sultan. This craze of "Turkish Music" soon 

swept through European armies and by 1770 almost every army 

had introduced Turkish percussion and concussion instru

ments into their regimental bands, the most outstanding 

being the bass drum, kettledrum, cymbals, triangle and the 

"Jingling Johnny" or Turkish crescent. Their adoption was 

very important to regimental music, especially because it 

happened at a time when the band of music, as a help to the 

cadenced step, was being openly challenged. Turkish 

marches now crowded into the military music collections 

published the last quarter of the eighteenth century. They 

had already been popular with the Drums and Fifes in the 

two earlier decades.20 

The ingling Johnny" is ahinteresting instrument and 

became very popular with regimental bands in this day and 

age. It consisted of a wooden pole surmounted by one or 

19Ibid.  

20 Henry George Farmer, Handel's Kettledrums and other 
jers on Military husic, p. .
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more metal crescents adorned with red horsehair lumes 

hanging from the sides. From the crescents hung countless 

bells and grelots which jingled when shaken. This instru

ment became the glory of the regiment, with Pach trying to 

outdo the other in new fantastic structure and design.  

After the Crimean W ar (1856), however, both the "Jingling 

Johnny" and the tambourine were final discarded, as had 

been the small infantry band kettledrum several decades 

earlier. The glockenspiel now took the place of old 

"Jingling Johnny" and, retaining much the same shape of it 

at first, ws carried in the same manner and vas furnished 

wi th red horsetail tliums. However, it consisted of tuned 

metal bars that could be played musically in performance.21 

(A recent version of te "Jiglim Johnny" was brought out a 

few years ago by Jen-Co Instrument Co. lbut it was not gener

ally accepted by the band.s.) 

This Turkish influence xas felt V all of the bands of 

the < and by the beginning of the nineteenth century all 

European armies had their bands with "Turkish Music" as 

their main element. Frederick the Great secured the ser

vices of real janizary musicians for several of his 

Prussian regiments. Wind bands still retain parts of this 

21 
Ibid., p. 4C.

MQM



invigorating influence. The bass drum and cymbals are now 

indi spensable. 22 

The Royal Artillery uand of England in 1782 included a 

bass drum, cymbals and tambourine in its instrumentation.  

The Coldstream Guards had two tambourines and a "Jingling 

Johnny" in 1785, and the Scots Guards had the latter 

instrument in 1805. These instruments were of a different 

size ad were used differently from those of today. The 

bass drum was longer than the diameter of its head. It was 

carried at the waist and beat with two sticks by mostly 

"long-armed negroes." In the cavalry it was often carried 

on horseback, as was probably the drum of the 7th Hussars 

at Waterloo (1815).  

The kettledrun, which was used singly, was only half 

the size of the cavalry ketledrums, which were played in 

pairs. It was carried and played like a side drum, was 

about twelve inches in diameter and about sixteen inches in 

depth. One of a large type is to be seen in a military 

print of a Guards band (c. 1790) marching out of St. James' 

Palace. A reproduction can be found in Fig. 35 taken from 

the frontispiece of Farmer's Rise and. Development of 

Military Music (1912). The tambourine was much larger 

than that used by regimental b..ans of recent years. It was

22Bessaraboff , U. c;t ., p. 24.
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Fig.  
St. James'

35.--A Guards 
Palace.

Band (c. 1790) marching

never less than twice the size of the modern instrument.

was usually furnished with small bells and grelots,

as the usual jingling plates in the rim.

was much heavier than that of today. The cymbals or "clash 

pans" were always a special feature of this "Turkish Music" 

element . 23 

English bands of music suffered in the military ranks 

in the latter part of the eighteenth century due to the 

revival of the fifes and drums and to the establishment of

Handel's Kettledrums, p. 45.

out of

It

as well

The triangle also

23-r-armer,
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trumpet bands (1764), both of these being supported by the 

state, while the "bands of music" depended on a fund 

mostly maintained by the officers of their regiment.24 

(This accounts largely for the drum and fife groups in the 

United States, since the first American military "musics" 

were Patterned directly after the English units and even 

played. their music.) 

However, at the close of the eighteenth century the 

addition of trombone and serpent in many military bands led 

back into a larger and better instrumentated group. This 

terminates a long period of disuse for the trombone, having 

formerly been a very popular instrument "hedged" with a sort 

of divinity and used mostly in the service of church and 

king. 2 5 

Toward the end of the eighteenth century and in the 

early nineteenth century the real seeds of today's concert 

bands are found. The open-air performances of Mozart's and 

Haydn's compositions paved the vay for concert music.  

Mozart's compositions for wind groups are numerous. Best 

known a.re his three serenades: Serenade inB flat for 

thirteen wind instruments (K361), the Serenade in E flat 

(K375) and the Serenade in C minor (K388). The latter two 

24 Farmer, Rise and Development of Military tusic, 
p. 55.

25Ibid., p. 64.
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are for the most popular instrumentation in Germany, the 

Harmonie iusick.26 

The works of Franz Joseph Haydn for wind instruments 

are also numerous, but his best works for the wind band of 

his day are his Iungarian National March (1802), his 

Feldprtita in D flat Major (containing the "Chorale 

St. Antoni" which was used by Brahms in his Opus 56) and 

his Nocturnes for. Wind Instruments. He also wrote marches 

for the Prince of Wales, for the Volunteer Cavalry of 

Derbenshire and for the Royal Society of Musicians.27 

On the occasion of the marriage of the Duke of York to 

Princess Frederica of Prussia in 1791, several ;nglish 

marches and other works for military band, plus other 

specimens of English works, were sent to Germany to be 

played. These works included some works of Handel and 

J. C. Bach.28 

Handel's works for band have already been examined in 

the previous chapter. In considering those of J. C. Bach 

(1735-1782 ) the following works for band are found: four 

marches for the famous Harmonie sick combination of two 

26olman, The hands Music, p. 40.  

27Ibid-, P. 39.  

Farmer, Rise and Development of Military Music, 
p. 66.
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oboes, two clarinets, two horns and two bassoons, and two 

marches for the same instrumentation minus the oboes.29 

The first band of the Coldstream Guards (England) was 

formed in 1785 when twelve musicians were enlisted in 

Hanover by the Duke of York. The performers comprised four 

clarinets, two oboes, one trumpet, two horns, two bassoons 

and one serpent. Trombones and "Turkish" elements were 

later added to result in a complete alteration in the 

character of military bands.30 

In 1795 the Royal Artillery Band of Figland (which was 

established by Captain William Phillips in 1762) consisted 

of two cors (horns), five clarinets, two bassoons, tio 

oboes, two serpents, a flute and. a trumpet, with Meillb 

(the Master) playing the clarinet.  

The drums and cymbals at this time were organized into 

a corps of regimental drummers and didn't belong to the 

band. However, the drummers and their Drum Major were 

gradually marching with the band "so we had 3 or men to 

spare to play other instruments. "31 In 1802 the Royal 

Artillery Band consisted of a Master and eighteen musicians, 

290 Charles S. Terry, _J. C. Bach, p. 360.  

30 Farmer, Rise and Development o Military Music, 
p. 70.  

31Farmer, Handel's Kettledrums, p. 25.
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and in October of the same year it was increased to a 

Master and twenty musicians.  

Another great band of this day was the Scots Guards 

Band..In a letter of 1805, probably written by Captain 

C. A. Quist (c. 1821), the commanding officer of the Royal 

Artillery Band, he mentions the instruments of the Soots 

Guards Band as being three trombones, two trumpets, two 

horns, two bassoons, a serpent, a bass horn, six "Grand 

Clarinetts," one srall clarinet, one small flute, three 

oboes, one long drum, one small drum, a tamborin aid cym

bals. e states in the letter that the bass horn and the 

smal 1 flute are quite new and. Eisnhardt, director of the 

Scots Guards Band, ioul like another bass horn instead 

of the Serpent. He ;lso would lik to have the. Janissary 

Bells agalin. 3 2 

In America .at this time there were still no established, 

m Iitarr b.ans, only the fife ard druim combinations. Pow

ever, the repertoire of these instruments consisted of a 

number of tunes which one would not expect to associate with 

such a combinationl. Some of these were flhp hite fockade, 

The Pc>sns of nMlarlow, GtorgeV ashing to Lr's March, The Georgia 

32 
:Ibid., p. 4+.
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Grenadiers, The Dshinp White Serguant and a good many 

others.33 

The earliest available record of the forming of bands 

of music for military service in the United States may be 

found in the Laws for the. Regulation and Government of the 

Lilitia oC the Commonwealth 1of assachusetts which reads: 

Passed by Act of Congress, May 8, 1792, and amended by 
Act of March 2, 1803, Section XIV. Be it further 
enacted that each brigadier general or commanding 
officer of a brigade be authorized, by voluntary 
enlistment, to raise and organize a band of music in 
each brigade and when so raised to issue warrants to 
them accordingly, 3 

Under the se regulations sever al military bands sprang 

up, but no record is to be found of their exact instru

mentaion. In 1806 military band, Brigade Band, was 

organized in Salei, Massachusetts, and attached to the 

Salem Light Infantry with Tomas Toneycomb as the elected 

leadrm. It was the first military band in Essex County and, 

exception Poston, the first in Maassachusetts. Theinstru

mentation of this band consisted of five clarinets, two 

bassoons, a trumpet, a triangle and a bass drum. Several 

4hite, Militar usic in Ameica, p. 20. Many of 
these tunes may still be found in fife and drum manuals.  
The regimental music, no matter how limited in size, was 
nevertheless appreciated and recognized as a great 
inspiration to the tired and war-weary soldiers of the 
Continental Army. General Washington, who was an amateur 
flute player himself, early recognized the value of fife 
and drum music for military purposes and took great 
Pleasure in hearing it.  

34bid., p. 33.
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years later a French born, two trombones and a serpent were 

added, and so it remained until 1835 when it ws reorganized 

and changed to all brass instruments, then in vogue.35 

Probably the greatest boost to military music was 

gained from the French LRevolution and the elevation of 

military life by the great Wapoleon (1769-1821). Under him 

military bands made enormous strides, not only in numbers 

but in executive capacity. $is regimental bands in the 

early nineteenth century were the most popular organizations 

of military music in the country. The instrumentation of 

these regimental bands was composed of forty-three instru

ments, as follows: (1805) 

Flute (small) 1 Bass Trumpet (Buccin) 
I Clarinet in F 4 Horns 
16 Clarinets in C 3 rombones 
4 Bassoons 2 Side Drums 
2 Serp ents 1 Bass Drum 
1 Triangle 1 Tenor Drum 
2 Cymbals 2 Trumpets 
2 "Jingling Johnnys" 

Clarinets in F and C were employed universally in 

military bands at this time. rote Beethoven's work for 

them in his March in F (1809) and other compositions, and 

Mendelssohn's use of them in his Overture in C. In France 

the B-flat (and E-flat) clarinets came into use in 1814 

and were made compulsory in 1823.36 

3Ahite, jitar >sic in America, p. 41.  

36Farmer, Rise and Development oUf Militar Music, 
p. 81.
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The political and social changes in Europe during the 

nineteenth century fostered a great demand for band music.  

People during the French Revolution (1789-1815) gathered in 

large crowds to express their opinions concerning govern

mental issues of the day. It seemed natural that a musical 

organization should perform in the open air at these 

various gatherings. For grand fetes of the revolution, 

wind bands of enormous proportions were organized and the 

first composers of the land wrote for them. Foremost among 

these bands was that of the National Guard. It was formed 

at the outbreak of the Revolution by Captain Bernard 

Sarrette (1765-1858) who gathered together forty-five able 

military bandsmen. The strength was later raised to 

seventy and no less a person than Francis J. Gossec (1734

1829), an important French composer in the latter half of 

the eighteenth century, was appointed bandmaster. He had 

as his assistant another great French musician and composer, 

Charles Simon Catel (1773-1830). Between these two com

poser-bandmasters of the Garde National Band a vast amount 

of music for military bands was written; Gossec contributing 

a Symphon in C having only one movement, a ymnhony in F 

having two movements, and other works of which there is 

little record. Catel's contributions included a Syphony 

in F and two Overtures for band. After three years this 

band was dissolved by the Convention but Sarrette kept his
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players and formed a free music school which later became 

the National Institute of Music. In 1795 this school was 

designated the "Conservatoire de Musique," Sarrette being 

appointed director, the first of that brilliant line which 

includes L. Cherubini (1760-1842), Daniel Francois Esprit 

Auber (1782-1871) and Charles Louis Ambroise Thomas (1811

1896). Thus the world-renowned Paris Conservatory had its 

origin in the ranks of military music. 3 7 

Other major composers who wrote for these enlarged 

wind-band performances of the French Empire under Napoleon 

include Ferdinando Paer (1771-1839), who composed four 

Grandes Marches for Napoleon's wedding to Marie Louise in 

1810. Giovanni Paisiello (1740-1816) also composed a 

march for this grand event, his March of the First Consul, 

as well as a Funeral March for the burial of a General 

oc 2e, as a favor to Napoleon. L. Cherubini (1760-181+2) 

was made a "Chevalier of the Legion d'honneur" by Napoleon 

during the "hundred days", as leader of the bend of the 

National Guards of Paris.38  His compositions for band 

include five Marches for various occasions (one for the 

Baron de Braun in Vienna), a March for the Band of the 

7Ibid.,p. 80.  

38Albert Williams, "Foreword," Ibid., p. xi.
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National Guard (1814) and a Quick-ste for the Band of the 

National Guard (1814).  

In 1795 a truly fine work for band was contributed by 

itienne Henri Me/hul (1763-1817), a French composer whose 

works were admired by Schumann, Mendelssohn and Wagner, his 

Overture in F. Another fine work was contributed by Louis 

Emanuel Jadin (1768-1853), his Overture in C for band. He 

also wrote a Sphony for Winds which was rather boldd" in 

its harmonies. His brother, Hyacinthe Jadin (1769-1802), 

wrote a fine Overture in F for band during this revolu

tionary period.39 

The works of Mozart and Haydn for these massive open

air performances have already been mentioned, and also 

Mendelssohn's Overture in C. Other works were contributed 

by Beethoven, Spontini, Spohr andt >eber.  

Whatever the state of music in England at the close of 

the eighteenth century, the military bnds, at any rate, 

compared favorably with those on the continent, especially 

in instrumentation, as illustrated by the following records 

as listed by Farmer. 4 0 

Henry George Farmer, military Music, p. 40.  

Farmer, Rise and Development of MilitaEy Music, 
p. 84 .
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England (1794) France (1795) Prussia and Austria(1800) 
Grenadier Guards Cor d'Elite Line Regiments 

1 Flute 1 Flute 2 Flutes 
6 Clarinets 6 Clarinets 2-4 Clarinets 
3 Bassoons 3 Bassoons 2 Bassoons 
3 Horns 2 Horns 2 Oboes 
2 Serpents 1 Serpent 1 Serpent or Contra

Bassoon 
I Trumpet I Trumpet 2 Trumpets 
Druins, etc. 2 Drums, etc. 4 Drums, etc.  

2 Trombones 

In 1814 the Paris Conservatory furnished music for the 

newly formed music of the "garde des consuls" with: 

"12 clarinettes en fa, 2 petite flutes en fa, 4 hautbois, 

4 bassoons, 4 corps, 2 trompettes, 2 trombones, 2 serpents, 

grosse caise, caisse roulante, 2 pairs de cymbales, 

1 pavellon chinois.11 

The instrumentation of bands during the days of large 

open-a r performances is of great importance to this study 

since the size and quality of the band determines to a 

great extent the amount and kind of music that will be 

written for it, and Vice-versa. In some of the massed 

bands for the enormous fetes of France, great numbers of 

instruments were used. For instance, on one occasiontere 

ten flutes, thirty clarinets, eighteen bassoons, four 

trumpets, two curved tubas, two bass trumpets (buccins), 

twelve horns, three trombones, eight serpents, with ten 

drummers (side, bass and kettle), cymbals and triangles, 

4 ldmond Neukomm, Histoire de la Musi Miitair 
P. 27.
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In this instrumentation one will note the omission of the 

oboe in favor of the clarinet. This was because the 

clarinet, being played with the reed uppermost and with an 

open embouchure, produced a clarino (high trumpet) tone.42 

It is well to note in the instrumentation of the 

period that the small F flute was used for help in the 

higher registers and was even thought by Berlioz to be 

"serviceable" in ordinary orchestras. In the latter part 

of the eighteenth and the early part of the nineteenth 

centuries, the high clarinet in F was used and the oboe 

was restored. The addition of the trombone and serpent 

gave greater weight to fundamentals.  

In France for a time cavalry bands were suppressed 

but when they were re-established they were handsomely 

instrumentated with sixteen trumpets, six horns and three 

trombones, to which kettledrums were added in the 

cuirassiers and carabiniers. At this time the National 

Guard Rand was replaced in fame by the band of the Consular 

Guard under Michel Gebauer (1763-1812) and Mathieu F.  

BIasius (1758-1829).43 

In the United States the U. S. Marine Band was 

gradually growing both in size and in popularity. It 

42 
Farmer, Military music, p. 39.  

3Ibid.,p. 60.
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played at the celebration of Independence Day on July 4, 
1800, in Philadelphia, for a large crowd before moving to 

the new capitol and headquarters in Washington. On New 

Year's Day, 1801, the Marine Band played for the first time 

at the "President's Palace," as the White House was called 

until it was burned by the British. The result was so 

pleasing that since that day on the occasion of the formal 

reception held by President and Mrs. John Adams, it has 

become traditional for the Marine Band to play at the 

President's New Year's receptions.  

The Marine Band marched in review before President 

Jefferson on the lamn of the Executive Mansion on July 4, 

1801, in Washington. Because of his great enthusiasm and 

interest in this band, it became known as "The President's 

Own" with Jefferson being considered the god-father of the 

band. 4 

The first military band of New York City was organized 

in 1810 as a unit of the Eleventh Regiment of 'few York 

Militia with Thomas Brown as its leader. It served in the 

War of 1812 and was stationed on Bedloe's Island in New 

York Harbor where the Statue of Liberty now stands. On 

quiet summer evenings the band could be heard in Battery 

Park, at the southernmost point of Manhattan, where a large 

44 Graham, Great Bands of Aierica, p. 20.
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crowd usually gathered to hear the music floating across 

the bay. It is said that these impromptu concerts were 

very popular and the long distance between the band and the 

audience did not dampen the public's enthusiasm or lessen 

their appreciation of them.  

By 1823 the bands in New York had increased to five 

and many other bands were coming into existence. The 

Independent Band of New York with Thomas Dilks as leader 

had an instrumentation which consisted of clarinets, flutes, 

trumpets, trombones, horns and serpents (1825). There were 

also the Vewburgh Brass Band under Frederick Lockwood 

(1839), Dixon's Brass Band with Samuel Dixon as leader 

(1827) and the Bethlehem Band (Columbian Band) with a roll 

of fifty-two members (1809). The Bethlehem Concert Band, 

under the leadership of Lewis F. Beckel, had a membership 

of twenty with an instrumentation of four Eb cornets, one 

Eb clarinet, one Bb cornet, three Eb altos, two Bb tenors, 

two Bb baritones, three Eb basses, two snare drums, a bass 

drum and cymbals (1845). The Salem Brass Band, under the 

direction of Francis W. Morse (E-flat bugle soloist), in 

1837 had an instrumentation of one Eb bugle, one Bb bugle, 

one trumpet, one Eb alto, one post horn, four trombones, 

one baritone, two basses, a snare drum and a bass drum.  

The Massachusetts Band of Boston probably merged with the 

Green Dragon Band which, before the War of 1812, was one of
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Boston's best known civilian bands. After the war (1812

1814) it became the Roston Brigade Band and was attached to 

the Militia. This band participated in the double funeral 

of John Adams and Thomas Jefferson, both of whom died on 

July 4, 1826. James Kendall, brother of the famous bugle 

player, Ned Kendall, was for a time leader of this 

organization.45 

Bands were now (1800) rapidly developing in size and 

instrumentation and becoming quite good organizations.  

This development was enhanced because musicians were now 

being engaged instead of enlisted as soldiers. Also, the 

bandmasters were invariably eminent local or national 

figures. Sir William Herschell (1738-1822), the famous 

astronomer, was at one time bandmaster of the Durham 

Militia (c. 1759). John Kdhler, the instrument maker, was 

bandmaster of the Lancashire Volunteers prior to 1780.  

John Parry (1776-1851), well-known composer end critic, was 

bandmaster of the Denbigh Militia (1797-1807). Samuel 

Mather (1783-1824), the founder of musical festivals in 

Yorkshire and a fine organist, was bandmaster of the 

Sheffield Volunteers (185). 4 6 

4 hite, Up. ci_I.,p- 40

6Farmer, Rise and Develonment of military Music, 
p. 82.
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Other famous bandmasters include those of the Scots 

Guards Band. In 1780 John Mahon (1755-1834) was bandmaster 

of the Scots Guards. He was a celebrated. clarinetist and 

the leading performer in London. He was author of a 

clarinet concerto and a method for clarinet, and was first 

clarinetist in the Oxford University Volunteer and. He 

wrote at least two compositions for full military band, The 

Oxford Association Slow March and 'Uick March (London 

c. 1798). He might have taken over the post of Master of 

the University Band but he had already succeeded Malchair as 

Master of the University Orchestra. Edward Hopkins (1778

1860) was mentioned by the "British usical Biography" as 

the first clarinet player of his day and was appointed 

Master of the Scots Guards Band in 1815 when a new band of 

attested soldiers was formed. Hopkins took the banM to 

Paris later the same year and, according to the Illustrated 

London Pews (25th NTov., 1843), it was his "skilful" handling 

of the clarinet that led to "substituting the clarinet for 

the previously monopolizing and deemed indispensable 

Pautboy. ,,47 

Compositions for bands (c. 1820) include several 

marches for the Prussian Guards Band by Gasparo Spontini 

(1774-1851). Joseph Kttffner (1776-1856) wrote a number of 

Farmer, Handel's Kettledrums, p. 5.
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Fantasias and Suites of variations for military band about 

1836, mostly published by Schott & Co. Louis Spohr (1784

1859) wrote a nocturne in C for aind Instruments and 

iiurkish Band which is interesting as an illustration of 

the influence of the Janissary Bands on European music.  

Beethoven's works for band are important and include 

a Rondino in E flat (1829), the Octet in E flat (1834), his 

sparkling Tattoos (1809) and two pieces written for a 

military band in Baden in 1810, Ecossaise and Polonaise.  

He also wrote several marches including a March in F (1809) 

for the following small instrumentation:48 

I Piccolo in F 2 Trumpets in F 
2 Flutes in F 2 Bassoons 
1 Clarinet in F Contra-Bassoon 
2 Clarinets in C Side Drum 
2 Horns in F Bass Drum 

le also wrote a Marsch fitrMilitairmusik (for the Grand 

Parade, June 4, 1816) in D which "as scored for the largest 

combination of any of his compositions.49 

March in D (1816) 

2 Piccolos Trumpet in G Triangle 
2 Oboes 2 Bassoons Cymbals 
1 Clarinet in F Contra-3assoon 
4 Clarinets in C Tenor Trombone 
2 Horns, B Bass Bass Trombone 
4 Horns in D Serpent 
6 Trumpets in D Side Drum 
Trumpet in B Bass Drum 

4 8 Farmer, ie and Development of Military Musicp.01.  

4 9Ibid.
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This Beethoven March in D as written for an unusually 

large band and presented a problem of performance for most 

bands of the day. Beethoven realized this, as evidenced in 

the following portion of a letter to Peters, the publisher, 

about 1823: 

It could be played by several wind bands united, but 
even if one military band was not strong enough, this 
could easily be arranged by a bandmaster leaving out 
some of the parts; you could with ease find someone in 
Leipzig who would show you how this could be done with 
fewer players; although I should be sorry if it did 
not appear exactly as it is in print. 5 0 

Here is a problem in the time of Beethoven that exists even 

today, that of writing for an instrumentation that is 

practical and that will fit a great number of bands and 

still leave the composer free to compose as he wishes.  

This problem has certainly had much to do with the tendency 

of major composers to not bother with writing any major 

works for the band. A set instrumentation for bands would 

certainly make composing for them a much more attractive 

venture.  

Beethoven also left several other marches, a Sextet 

for two clarinets, two horns and two bassoons in E, and _o 

Eguali for four trombones (these Euali were performed at 

his graveside in 1827).51 

50Farmer, Military Music, p. 42.  

51liric Daubeny, Orchestral Wind Instruments, p. 95.
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An example of the type of music played by the bands in 

the United States (at least the brass bands) may be gained 

from a concert on Thanksgiving evening, Lovember 28, 1850, 

by the Salem Brass Band in Mechanic Mall. The program was 

as follows:5 2 

Complimentary Concert by the 
Salem Brass Band 

Overture Full Band 
Bugle olo with Variations J. H. Smith 
Quickstep--From the Opera 

Enchantress arr: By Dodworth 
Air "Serious Family" Polka arr: By Dodworth 

- 2

Duett - Two Bugles from Lucia di Lammermoor 
(B. Whitmore and J. H. Smith) 

Ogden Polka Full Band 
Quickstep Full Band 
Railroad Overture Full Band 

Thanksgiving Evening, November 28, 1850 
Tickets 25 cents 

Many new instruments, and improvements of ones already 

in use, came during the nineteenth century and had great 

effect on the instrumentation and development of the bands 

of that day. The serpentcleide (a portable serpent) came 

into use with the cavalry in the late eighteenth century 

and, when constructed in brass, was known as the "Bass 

horn." Brass bands containing trumpets, French horns and 

white, Q2P. cit., p. 43.
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bass horns were known to be in use in mounted regiments 

about 1795. There was also the key-bugle started by James 

Halliday in 1810 and developed under John Distin. This 

instrument was improved and expanded on by Halary of Paris 

who made a choir of these instruments, the baritone of 

which was the 0Phicleide, another instrument which came 

into general use.53 

Little attention was paid to the invention of a 

"valve" by an Irishman named Charles Clagget (1740-1820) 

but it is on record that the first circular bass tuba with 

rotary valve action used in E1ngland was made for the 

Second Life Guards in 1809, probably on Clagget's system.  

The real invention of valved instruments is credited to two 

German musicians, Blhmel and Stdlzel, who brought out a 

successful instrument with two valves about 1812. A third 

valve was added later by Muller of Mayence. These instru

ments were greatly mistrusted and ridiculed by many people 

but the military band was again the pioneer, as it was with 

the clarinet, serpent, key-bugle and ophicleide, and brought 

these improvements into universal use.54 

"Farmer, Military usic, p. 43.  

5.4 p..Farmer, Rise and Develonmnt of Military s 
P. 87. jLyMs c,
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The ue o, these new instruments can be seen in the 

instrumentation of the Royal Artillery Band of 1820, in 

England, which included: 

2 Flutes 3 Key Bugles 1 Ophicleide 
3 Oboes 2 French Horns 2 Serpents 
11 Clarinets 1 Alto Trombone 2 Bass Horns 3 1assoons 1 Tenor Trombone 5 Drums, etc.  2 Trumpet s 1 Bass Trombone To tal--39 members 

Other bands of the day included a thirty-five member organi

zation in 1801 in the wRoyal Irish Artillery Band and a 

twenty-two member Coldstream Guards Band in 1815. It is 

interesting to note that the Colonel of the Fourth Dragoon 

Guards once imported Mendelssohn to recommend a bandmaster 

for his band. 55 

After Waterloo, the english sent for their bands to 

join them so that they might have at least equal prestige 

with the Germans and Austrians who were well provided with 

bands. Thus the bands of the First Grenadier Guards, 

Coldstream Guards and Scots Fusilier Guards were stationed 

in Paris for a period of six months. During a grand review 

which took-place before the Grand Duke Constantine of 

Russia, the Marquis of Wellington and other distinguished 

officers of the allies, the band of the Grenadier Guards 

attracted considerable attention, and the Grand Duke was 

much impressed, by the playing of the key-bugle by John 

5Ibid., p. 95.

- , -1 1 .11 - I . - - - , ,- .- ,- - . -- , , , ZI,
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Distin, and stopped the parade to inquire about the instru

ment and to secure one to take back to Russia.56 

Uniform organization in bands, both in England and on 

the Continent, was not considered. The instrumental 

combination and even the pitch were questions which the 

officers or bandmasters of each group settled, thus massed 

band performance was impossible. Then came the much needed 

reforms, started by G. A. Schneider (1770-1839), the 

Director-General of Prussian military music. These reforms 

were continued by a civilian, Wilhelm Wieprecht (1802

1873), who applied the newly invented valves to a family 

of brass instruments which included a B-flat tenor horn 

(three valves), an E-flat trumpet (two valves), an E-flat 

soprano cornet (three valves) and a B-flat euphonium (three 

valves). Seven years later he designed the bombardon, also 

with valves. He recommended a plan for a brass band to the 

Prussian Dragoon Guards using all the instruments except 

the bugles and trombones with "valves." This plan was 

adopted, and so successful were his efforts that he was 

installed, in 1838, as director o' the bands of the 

Prussian Guards, and from that time dates the gradual 

reorganization of Prussian bands. The bands of 

Wieprecht's reforms were:57 

5 6 1bid., p. 91. 5 7 bid., p. 107.

1- , , - , - - - kl 4,1
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Infantry 

2 Flutes 2 T enor Trombones 1 Yrumpets 
2 Oboes 2 Bass Trombones 4 French Horns 1 Clarinet (High) Ab 4 Bombardons 2 Side Drums 
2 Clarinets, Eb 2 Bassoons 1 Bass Drum 8 Clarinets, Bb 2 Contra Bassoons Cymbals 
2 Tenor TForns, Bb 2 Soprano Cornets, Eb Crescent(bells) I Euphonium 2 Alto Cornets, Eb 

Total--21 members 

Cavalry 

I Cornettino, Bb 8 Trumpets 
2 Cornettos, Eb 1 Euphonium 
4 Cornets, Bb 3 Bombardons 
2 Tenor Horns Total--21 members 

Kappey says that Wieprecht's methods "spread into 

almost all European states and formed the basis of our 

present military music." However, in England and France 

the great Sax inventions formed the basis of their band 

reconstruction and appear to have been as important a 

factor in the advance of the world's military music as 

Wieprecht's movement. Regardless of this, Wieprecht's work 

with the military bands of Germany was to have far-reaching 

effects in the bands of the future. At a fete given in 

Berlin on May 12, 1838, to the Emperor Nicholas of Russia, 

who was visiting the King of Prussia, Wieprecht conducted a 

performance of sixteen infantry and sixteen cavalry bands, 

consisting of 1,000 wind instruments, besides 200 side

drummers. Wieprecht directed this great mass of brilliantly 

uniformed musicians in plain civilian garb, and it is said 

that the Emperor was so struck with the incongruity of it

I I , qw 1, ! , -- - " : V- , - . - , , -gw, -i- -
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that Wieprecht was hurriedly put in uniform to conduct a 

second performance before the crowned heads four days 

later.  

In addition to the wonderful instrumentation for the 

Prussian bands, Wieprecht also made band arrangements of 

some very fine orchestral music. He made an arrangement of 

the Mendelssohn Overture in C for wind instruments, Op. 24, 

a very fine number but not effective in its original 

arrangement for an outdoor performance; thus Wieprecht's 

arrangement. He also arranged six complete symphonies of 

Beethoven (2, 3, 4, 7, 9 and "Battle"), two symphonies of 

Mozart, about thirty overtures and numerous operatic 

fantasies, etc. Most of these remain in manuscript. 9 

In Germany, Dittersdorf, Franz Hoffmeister, LVozeluch, 

Pleyel, Franz Krommer, Gyroxetz and Joseph KfIffner wrote 

music for programs of the military band.  

leyerbeer's four Fackeltanze, of all modern compo
sitions, give the true character of military music's 
fullest scope. Generally for a trumpet-band and 
orchestra, placed opposite each other at the two 
ends of a great hall, the interweaving of true 
fanfares with the strai4s of the orchestra produces 
a most stirring effect. 0 

58Kappey, ".ind-Band,t Grove's Dictionary, ed. by 
Collies, Vol. T (1937).  

59Kappey, "Wind-Band," Grove's Dictionary, edited by 
J. A. Fuller Maitland, Vol. V (1916).  

60TIi
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In the United States, progress in the development 6f 

military binds was slow. A new country with all the worries 

or organization, finances and war with the Indians and the 

British, the United States was slow to make provision for 

its military "musics" though there is an indication that the 

value of these groups was recognized. In the Navy, the 

first musician was listed on July 26, 1825, on the band 

list of the American man-of-war, the Brandywine. In 1838, 

the first Navy Band was listed on the payroll (six members).  

In 1834, the size of the U. S. Army Bands was fixed at ten 

privates as musicians and one Chief usician who was 

usually a Sergeant. In 1841, it was increased to twelve 

privates, to sixteen privates in 1847, and conditions for 

bandsmen began to improve. However, there was still much 

to be desired and many of these bands were kept busy doing 

all kinds of odd jobs, as well as their music, leaving very 

little time for improvement.61 

Meanwhile, in France, band reforms were taking hold, 

being started there by Adolphe Sax (1814-1894), a French 

musical instrument maker. e perfected the valve mechanism 

and unified the saxhorn family of instruments, improving 

the bore of the tubes, establishing correct dimensions 

and approaching a true intonation for the instruments.  

His scientific reforms on these instruments achieved 

61Graham, 2_. .it*, p.27.
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homogeneity and gave vent to better performance. He also 

gave the wind ensemble an entirely new family of reed 

instruments, the saxophones. Sax was consulted by a French 

commission of Spontini, Auber, Halevy, Adam, Onslow and 

Carafa, with Georges Kastner as secretary for his ideas on 

band instrumentation. This commission had been formed to 

reorganize the French military bands and after several set

backs (Including turning doxwn the recommendations of 

Spontini in 1845) it adopted the general ideas and "inven

tions" of Sax. (Many of these instruments were used in a 

form in Germany and France earlier and Sax's instruments 

were merely an outgrowth of earlier improvements in many 

cases.) The government issued the following in 1854, as 

the instrumentation for the bands of the Tmperial Guards, 

and soon to the entire army: 6 2 

French Bands of 1854 Through 
Plans of Adolphe Sax 

Infantry Bands Cavalry Bands 

2 Flutes or Piccolos 1 High Soprano Saxhorn, Bb 
4 Clarinets in Eb 2 3oprno Saxhorns, Eb 
8 Clarinets, Bb 4 Soprano Saxhorns, Bb 
2 Oboes 2 Alto Saxhorns, Ab 
2 Soprano Saxophones 2 Alto Saxotrombas, Eb 
2 Alto Saxophones 2 Baritone Saxotrombas, Eb 
2 Tenor Saxophones 4 Bass Saxhorns, Bb 
2 Baritone Saxophones 2 Double Bass Saxhorns, Eb 
2 Cornets 2 Double Bass Saxorns, Bb 
4 Trumpets 2 Cornets 
3 Tenor Trombones 6 Trumpets 
1 Bass Trombone 2 Alto T rombones 

6 2jarmer, Rise and Development of Militar _usic 
p. 111.0ia-Msc
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2 Soprano Saxhorns, Eb 2 Tenor Trombones 
2 Soprano Saxhorns , Bb 2 Bass Trombones 
2 Alto Saxotrombas Total--35 members 
2 Baritone Saxhorns, Bb 
4 i7as Saxhorns, Bb 
2 Double Bass Saxhorns, Eb 
2 Double ass Saxhorns, Bb 
5 Drums, etc.  

Total--55 members 

This system revolutionized the world's military music.  

The "saxhorns" (patented in 1845) were immediately taken up 

by regimental and military bands in England and other 

countries. The saxhorns developed into the euphonium, 

baritone, alto horn and, of course, Sax's most important 

"woodwind" addition to wind-bands, the saxophone (patented 

in 1846).  

Prior to this reform and revision, most of the bands 

of the world were being held down by begrudging military 

leaders and War Offices, such as the one in France which 

cut the bands back to eight performers in 1820. In France, 

there was no military band school until the Gymnase Miii

taire was founded in 1836, with Frederic Berr (1794-1838) 

as director. It is interesting to note that Hector Berlioz 

(1803-1869) applied for the Position of director for the 

Gymnase Iilitaire but was turned down in favor of Berr.  

The directorship went next to Michel Carafa (1787-1872).  

After the new instruments of Sax were introduced to French 

bands, the Revolution of 1848 brought a return once again 

to the old instrumentation. However, after much paperr
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warfare" in which Berlioz blazed away in fury at the 

"inferiority" of French bands, Sax was returned to favor 

and the military school of Music, which he looked upon as 

the stronghold of reaction, was abolished. Special mili

tary-music classes were then held at the Conservatoire.63 

Terlioz, as has been noted, was very interested in the 

band and in wind-instrument composition. He wrote his 

famous Funeral and Triurphal S ympony, Op. 16, for full 

mIlitary band, separate string orchestra, with chorus 

ad lib. (Paris, Brandus) Berlioz, in his Memoires, tells 

of the massed bands which played under his baton in 1840 in 

a performance of this work: "I planned a great symphony to 

be played in the open air . . . by a military band of 200,1" 

but the effect was spoiled by the National Guard marching 

off before the finish "to the rattle of fifty side drums."64 

Other big open-air massed band performances were being 

held in many of the countries at this time. The 1,000 

member wind-band performance given in Germany by Wieprecht 

has already been noted. In Paris in 1827, a massed per

formance of nine bands is recorded, and after 1830 this 

beca e an annual event with a regular assemblage of bands, 

that of 1833 numbering 230 performers. Franjois Joseph 

63 Farmer, ilirr vMusic, p. 46.  

Ibid., p. 48.
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Fetis (1784-1871) conducted 430 instrumentalists in massed 

bands in Brussels in 1833. In Britain in 1851, a massed 

band concert of the uards and Artillery brought together 

some 350 performers.  

Massed band performances and massive musical spectacles 

were going on in America, too, thanks to the first of the 

"Greats" in American band history, Patrick 5arsfield 

Mimore (1829-1892). This great American bandmaster and 

organizer led a very colorful existence and paved the way 

for the bands of today in the United States. Receiving his 

early training on the cornet from a bandmaster of an Irish 

regimental band, he came with that organization to Canada 

while still a boy and later drifted down to Boston. He then 

began a rapid and eventful ise to fame in the band field 

with his first job as director of the Charleston Band (1850).  

This was soon followed with the leadership of the Suffolk 

Band (1852), the Boston Brigade Band (1853) and the Salem 

Band (1055).  

In 1858 Gilmore organized his own band which he took to 

the Charleston Convention in 1860, and to the Lincoln Con

vention in Chicago's Wigx am. Then, at the outbreak of the 

Civil War, Gilmore and his band enlisted as a body in the 

24th Vassachusetts Volunteers. In service, Gilmore was 

named Bandmaster-General and Chief musician of the State of 

Massachusetts, and later was put in charge of all the

- I I - ... I M 140- , , , *' , , , -- -- .
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miliary bands in the Department of the Gulf with his 

headquarters in New Orleans. 6 5 

Mn 184 icame Gilmore's first big spectacle at a huge 

celebration in honor of the inauguration of the Honorable 

Jichael Hh as Governor of the TUnion State of Louisiana.  

Gilmore's spectacular concert included a chorus of 5,000 

school children, a band of 500 pieces, a huge fife and drum 

corps, with cannon and bells coming in to accent the 

climaxes. E returned home from this success filled with 

ambition and dreaming of new worlds to conquer. 6 6 

A new Gilmore Band was then organized in Boston which 

made a tour of the country, spreading band music and reaping 

more and more success on the name of Gilmore. Than came 

Gilmore's mammoth spectacle, the National Jubilee of 1869, 

to celebrate the Coming of Peace throughout the land.  

Gilmore personally pushed through the almost unbelievable 

plans which included the building of an immense auditorium 

500 feet long, 300 feet wide and 100 feet high in St. James 

Park, to seat approximately 50,000 people. Be also 

assembled a chorus of 20,000 school children, a grand 

adult chorus of 10,000 voices and a 1,000 member band and 

orchestra with Boston's top orchestra leader, Carl Zerrahn 

65Graham, Great Bands of America, p. 72.

66 Ibid., p. 73.

"Ww"
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(1826-1909), to conduct (alon with Gilmore). The whole 

country was buzzing with this mammoth Peace Jubilee and it 

was a tremendous success. The actual program included a 

massed Band, Orchestra, Organ and chorus version of the 

hymn, A Mighty Fortress Is. QO God, directed by Gilmore; 

Wagner' s Tannhauser, by the 1,000 member band conducted by 

Julius Eichberg (1824-1893); the Star-Spangled Banner sung 

by the very popular and talented Parepa-Rosa dressed in 

glistening white silk with patriotic trim; and the famous 

Gilmore presentation of the Anvil Chorus with a procession 

of Boston firemen coming don to play the anvils, and with 

a grand climax of "ear-s attering blasts of the cannon in a 

magnificent fortissimo." The huge auditorium had been 

filled for each performance and the Jubilee was a great 

success. It even netted a profit and certainly established 

Patrick Gilmore as the country's greatest band leader.67 

This was soon followed by the International Peace 

Jubilee and tusic Festival in Boston from June 17 to 

July 4, 1872. Gilmore was again personally behind the 

organization and planning of every detail of this mammoth 

event. A new auditorium was erected, a larger organ 

built, a giant bass drum (twelve feet in diameter and four 

feet wide) was built, a chorus of 20,000 voices, a band of 

2,000 members, a whole regiment of soloists, and even 

67 
iId. , pp. 74-77.
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Johann Strauss was brought from Germany to personally conduct 

the huge orchestra in his Blue Danube Waltz. Gilmore 

brought in the greatest of Europe's noted bands to be the 

htgh point in this great Jubilee. These bands were the 

Grenadier Guards from London, the Garde Republicaine from 

Paris, the Kaiser Franz Grenadler Regiment Band from Berlin 

(also the German Emperor's Imperial household Cornet 

Quartet), the Irish National Band from Dublin and the 

U% S. Marine Band from Washington, D. C. However, in spite 

of all the mammoth attractions and wonderful talent, the 

second great festival was a failure. It is said that on 

one performance there were 22,000 performers on the stage 

and only 7,000 people in the audience.68 

The 100-piece Gilmore Band, which included some of the 

most talented musicians in the country, was in great demand.  

In 1873, Gilmore gave a series of grand concerts (with an 

added 200 members in his band and a chorus of 1,000 

singers) to celebrate the restoration of the City of 

Chicago after the big fire. He repeated his famous version 

of the Anvil Chorus, much to the public's delight. In 

1875, the Gilmore band started a series of concerts in 

Gilmore's Gardens in New York City which ran into 150 con

secutive concerts to crowded houses. A highlight on the 

last concert of the season was a cornet quartet by the four 

68 Ibid., p. 79.
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great cornetists of that day--Arbuckle, Bent, Levy and 

Gilmore.  

The Gilmore Band also starred at the Centennial 

Exposition in Philadelphia in 1876, played at New Yorks 

popular Manmcttan Beach resort for thirteen consecutive 

sumer seasons, made a tour of Europe in 1878, and began a 

list American tour in 1892. Gilmore died suddenly on 

September 24, 1892, while playing at the St. Louis 

Exposition. John Philip Sousa, Gilmore's good friend, two 

d7ays later at the opening concert of his great band at 

Plainfield, New Jerser, played The Voice of a DeParted Soul, 

one of Gilmore's own compositions, as a parting tribute to 

a great icn. 69 

An idea of the progress made in the size and instru

menta t ion of the wind-band by the efforts of Gilmore and.  

others can be had from a look at the instrumentation of his 

last band, which was filling an engagement of concerts for 

packed houses at the St. Louis Exposition at te tim of 

his death.  

6 9 
Graham, Great B3and s of America, p 1
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The Gilmore Band in 189270

2 Piccolos 
2 Flutes 
4 Eb rnts 
1 Ab Clarinet 
15 Bb Carinets-lst 
8 Bb Clarinets-2nd 
6 Bb Clarinets-3rd 
2 Eb Clarinkets-Alto 
2 Tb Carinets-Bacss 
4 Oboes 
4 Bassoons 
I Contrabassoon 
2 Bb Saxorones-Soprano 
2 Eb Saxophones-Alto 
2 Bb Saxophones-Tenor 
I Eb Saxophone-B.ritone

1 Bt Saxophone-Bass 
4 French I'orns 
2 Eb Alto orns 
2 Bb Flugelhorns 
I Et Cornet 
4 Bb Cornets-Solo 
2 Bb Cornets-1st 
4 Bb Trumpets 
2 Bb Tenor Forns 
3 Bb Tenor Trombones 
I F Bass Trombone 
1 Bb Baritone Torn 
2 b Euphoniums 
4 E Tubas 
4 Pb Tubas 
5 Percussion 

Tot al--l00 members

Whenever a nation advanced to a certain degree of 
civil) zation, mi.c was one of the graces of life 
o rully cutivatfd. It ratified th ceremonies 
of religion, it lent brilliance to st-tely T  giants, 
and gave expression to the human emotions. 7 1 

A comparison of the other bands of the worvd with that 

of CinmoreIs proves quite interesting. Thoug, most of the 

bands are not as lrge, v many of them hve. increased 

treme:cnousy zin size, and all Of tk are gretlv improved 

in instrunentation. In 1882, the Royal Artillerv and, 

1a di<g Eng'is 2bnd of th dry, camt under th. direction 

of Cavaliere Ladislaus Zavertal (1849-1942), th greatest 

rSacin t h rttish service exer po assessed. He raised te 

Roya, Artillerv Bnd to perhaps the foremost position in 

Nolbert Bunt Quayle, "Sixtv Years ince Gilmore," 
EtudT, Vol. LXX (December, 1952), p. 63.  

7lJo A. Kappey, Mlitnry usic, p. 2.
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the annals of the military band. Following is the instru

mentation of the band as it was constituted at the close of 

Zavertals career: 

2 Piccolos 2 Koenig horns (Saxhorn with 
2 Flutes bell down) 
4 Oboes 2 Althorns 
4 Clarinets, 2b 5 Trombones 

29 Clarinets, Bb 4 Euphoniums 
4 Bassoons 9 Bombardons (bass horns) 

13 Cornets 3 Drums, etc.  
7 French lorns Total--91 members 

Under the conductorship of Dan Godfrey, the most 

popular bandmaster of his day, the Band of the Grenadier 

Guards achieved much success and shared laurels with the 

Royal Artillery Band. The Grenadier uards Band. took part 

in the great International Peace Jubilee of Gilmore's in 

Boston in 1872 (see Fig. 2), being the first British band 

to leave its native shores. It is interesting to observe 

what effect this participation with other bands from other 

countries might have had on the instrumentation of the band.  

The Grenadier Guards Band in 188, at the height of its 

fame, consisted of:7 2 

1 Piccolo 6 Cornets 
2 Flutes 2 Trumpets 
2 0>boes 4 Horns 
4 Clarinets, Tb I Baritone 

14 Clarinets, Bb 3 Trombones 
1 Clcarinet, Eb Alto 4 13uphoniums 
1 Clarinet, Bb Bass 6 Bombardons 
2 Btassoobss3 Drums, etc.  
I Contrabassoon Total--<7 members 

72Farmer, Rise and Development of Milit Music, p. 139.
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1872.73

36.--The Band of the Grenadier Guards at Boston,

The numerous international exhibitions which have been 

held in England have given splendid opportunity to military

Military Music, p. 59.
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bands in all countries. The most important bands that have 

visited England are the French Garde Republicaine, the 

Belgian Guides and the lew York Tweenty-second egiment 

(Gilmore's), all most artistic combinations, the latter 

especially. The band of the Belgian Guides in 1888 con

sisted of the following:71 

1 Piccolo 2 Saxhorns, Alto 
1 Flute I Saxhorn, tenor 
2 Oboes 2 Baritones 
2 Clarinets, Eb -4 Euphoniums 

12 Clarinets, Bb 6 Trombones 4 Bassoons 1 Contra Bass 
2 Cornets 3 Bombardons, Eb 5 Irumapet s 2 Bombardons, Bb 
2 Bugles 3 Drums, etc.  4 Horns Total--60 members 
I Saxhorn, Soprano 

One of the most famous bands down through the years is 

that of the French Garde Republicaine Band. The present 

Garde publicaine Band was actually begun from a trumpet 

corps in 1848 by Jean Paulus who graduated from the Paris 

Conservatoire 1ith a first prize in clarinet, as well as 

being very proficient with the trumpet. Wit the help of 

Ihis assistant, Jean Maury, Paulus conducted the band for 

twenty-five years. When he retired, the band was well

kmown in France and abroad through concert performances in 

London and the United States. 1is concerts in the United 

States were in connection with Giliore's Peace Jubilee in 

Farmer, Rise - aenteelopm t nof 4M tpry lusic, 
p.14o. ls ado 

___
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Boston in 1872. In 1873, Sellenicb became director of the 

band and was in turn succeeded by Wettge in 1884. Then. the 

great clarinetist, Gabriel Pares, conducted the band for 

seventeen yecrs, including an Americarn tour in 1914 after 

he had officially re t ired as the director. From 1911 to 

1927, the band was headed by Guillaume Belay who brought 

many laurels to the band through a succession of inter

national tours. Pierre Dupont, well known for his tran

scriptions from the classical and modern repnrtoires, took 

over leadership of the band following Balay and conducted 

for seventeen years. The present director, Francots Julien 

Bruins, graduated from the Conservatoire in flute and in 

1938 was appointed principal flutist of the "Musique." He 

then succeeded Dupont as conductor in 1944.75 The instru

mentation of this band in 191? was as follows:76 

Garde public aine Band (1912) 

I Piccolo 4 Horns 
3 Flutes 4 Tenor Trombones 
3 Oboes I Bass Trombone 
2 Bassoons 1 Small Eb Bugle 
1 Sarrusophone 3 Bb Bugles 
4 CIarinets, Eb 3 Alto Saxhorns 
18 Clarinets, Bb 2 Baritone Saxhorns 
2 Bass Clarinets % Bass Saxhorns (uphoniums) 

75 "rancois Julien Bruns, "Musique de 1a Garde 
Republicaine," in a series of articles edited by Wilter 
E. 7allin, "The Concert Band," 3&ra Lon, Vol. / (October, 
1951), p. 12.  

7QJean Back and L. W Chidester, "Some Comp.Oarisons of 
Eurorean Lands," ScLool Musician, Vol. X (JWnua y, 139), 

.P 0 6. - z -
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2 Alto Saxophones 1 Eb Contrabass Saxhorn 
3 Tenor Saxophones, 2 Bb Contrabass Saxhorns 
2 baritone Saxophones 2 String Basses 
1 Bass Saxophone I Tympani 
4 Trumpets 3 Percussion 
3 Cornets Total--81 members 

An excellent view can be had of the status of bands in 

Europe in the nineteenth century from the band competition 

held 1t the International Exhicition in Paris in 1867.  

Tph'e I indicate the nations which were represented and 

the instrumentation of their bands. The jury for this con

test, composed of such famous musicians as von tllow, 

Thomas, Delibes, Nicolai, Kastner and Hanslick, divided the 

first prize among Prussia, Garde de Paris and Austria.  

There was much controversy over this decision,with some 

claiming that Wieprecht had proved his mastery of bands and 

the excellence of his reforms, while others favored Sax and 

his work saying that the Garde band was far better than the 

Prussian group.77 

Table I is important to this study because it shows the 

kind of organization in existence in the nineteenth century 

and it also shows that all of the instruments in general use 

in concert bands of today were being used in various denomi

nations at the time of this Paris exhibition.  

77 ffawrence W. Chidester, international Wind-Band 
Instrtmentation, p. 4.
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TABLE I 

CO MPARA. E IB] TRUESTA T OF LARGE 
EUROPEAN BANDS IN 186778 

$41 *' H oOrd (Lu.  In st rum en t U c () - tD ) r Tn1:rinerttd co H H V-I ) (0 d03 

Piccolo 1 2 1 1 1 1 1 2 

Flute2 2 2 

Oboe 3 2 2 2 2 3 
English orn 

Ab Clarinet 2 1 1 

Eb Clarinet 4 4 2 2 2 2 2 4 3 
Bb Clarinet 12 16 10 15 13 10 16 15 8 12 

Alto Clcarinet 1 
Bass Clarinet 2 1 

Soprano Sax 1 1 1 2 1 

Alto Sax 1 1 2 2 2 

Tenor Sax 11 2 2 1 

Baritone Sax I 3 2 1 

Bass Sax 

:Bassoon 2 6 1 2 3 2 4 2 

Contrabassoon 4 2 I 

78 Chidester, International Wind-Band Instrumentat'on,
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TABLE I (continued)

Instrument 

Cornet 

r Trumpet 

Horn 

Trombone 

Eb Small Saxhorn 

Bb Saxhorn 

Alto Saxhorn 

B-aritone Saxhorn 

Bass Saxhorn 
(Euphonium) 

Eb Contrabass 
Saxhorn 

BBb Contrabass 
Saxhorn 

String Bass 

Percussion 

Total

2 

12 

6 

6 

6 

3

'H 

ILL H
(t 

31

4 2 

'+1,

2 2 

5 6

3

3 

4 

3 

3 

1 

31

I ' 

2 

6 

4 

2

2 

2

) 

p2

I 1 1 1 2 4

2 

3

76 85 514W59

2 

2 

3

3 

5

FE I

2

I I I I I -- --- -T

3J3

I

2 12

2 3 4i 

59 70 60 62

The appearance of the clarint in large nUmbers will be 

noted in most al of the instrumentations of bands in the 

latter part of the ninettenth century, as ls shown i Tthe 
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of the instrument by Klose and Buffet, in 184+2, with the 

Boehm system clarinet. This improvement increased the 

facilitv with which the instrument could be played, and 

made possible fingerings and scale passages that had been 

practically impossible before this time. By duplicating 

the keys for e, f and f#, these notes could now be played 

with either the right or left little finger. As this new 

system involved re-learning the fingerings, many of the old 

European clarinetists refused to switch from the funda

mental Iwan tiler (1786-1854) system (with extra keys 

adden to improve facility), or the clarinet invented by 

Albert of Brussels (c. 1860).79 

Berlioz and other composers of the day availed them

selves of the use of these new keys and fingerings in their 

compositions. Berlioz's admiration for the clarinet is 

shown in a passage from his treatise: 

This beautiful soprano instrument, so ringing, so rich 
in penetrating accents, when employed in masses, . . .  
gains, as a solo, in delicacy, fleeting "nuances,' and 
mysterious tenderness, what it loses in force and 
powerful brilliancy . . . . It is the one of all the 
wind instruments which can best breathe forth, swell, 
diminish, and die aay its sound.O 

Adar Carse, Musical Wind Instruments, p. 163.  

80Hfector Berlioz, A Treatise on Modern Instrumentation 
and Orchestration, translated by Mary Cowden Clarke, p.108.  
More information on the development of the clarinet and its 
use can be found in the work by Don L. McIver, "The Clari
net in the Symphony Orchestra from Mozart to Birnsky
Korsakov," Unpublished Master's Thesis, Dept. of Music, 
horth Texas tate College, 1950.

-, i -.- :- ., -.. , -- -t. , ,mom-,
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Better instruments, as well as technically advancing 

performers, led to the composition of better literature for 

the clarinet and for wind instrument combinations of which 

it a part.  

Incidentally, it was from army bands that two great 
clarinettists came -- Bgrmann, for whom Weber and 
fendelssohn wrote concertos, and Hermggedt, for whose 
deft fingers Spohr wrote a like work.  

Other famous instrumentalists who came from the 

military bands of the nineteenth century include the 

trumpeters John Harper of the East India Volunteer Band 

and John Distin of the Grenadier Guards; while enry Lazarus, 

a real artist on the clarinet, came from the Colstream 

Guards Band.82 

Prior to the improvements in the new Boehm system 

clarinet were those made in the flute through the researches 

of Theobald Boehm of Munich (1793-1881), from whom the Boehm 

system gets its name. His revolutionary changes in the 

flute returned it to its old cylindrical bore and created a 

ring system which allowed the holes to be placed in their 

true positions.  

In Prussia the construction of the "balyphone" by 

Jieprecht was meant to supply a bass to the clarinet 

family, but it did not meet the need and was not accepted.  

8iFarmer, Military Music, p. 46.  

82Ibid., p. 348.
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However, from this time on the alto and bass clarinet 

began to find favor and were written for by Auber, Halevy 

and Ieyerbeer. Wagner employs the bass clarinet in 

"Tristan and Isolde. " 

In England there was still a great need of reform and 

of standardization in instrumentation. These reforms were 

undertaken by bandmaster Carl Boose (1815-1868). He 

exercised tremendous influence on Army and military bands 

in general by means of his publications of band music in 

Boose's Military Band Journal, which he founded in 1845, 

the first of its kind in the country. The first issues of 

this epoch-making journal were not only lithographed by 

Foose himself but were actually printed by his own hand.  

The instrumentation he adopted was that laid down by 

Wieprecht. As a result, bandmasters who were subscribers 

to this journal (and it soon included every regimental 

band) found themselves compelled to adopt this instru

mentation for their banrds. In this way service bands 

became standardized in Britain even before the instru

mentation received the official "by authority" sanction.  

Boosey and Sons (B & H) secured this journal the following 

year (1846), still retaining Boose as editor which he 

remained until his death (1868).83 Other journals cropped 

Farmer, Iandel's Kettledrums, p. 6.
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up over the country (England) such as one published by 

Jullien, with Charles Godfrey, Sr. (1790-1863), bandmaster 

of the Coldstream Guards, as editor, and another published 

by chott & Co., with A. J. Schott (c. 1848), bandmaster 

of the Grenadier Guards, as editor. However, by 1857 

Boosey & Co. had complete control of what survived in the 

other journals as well as their own "Boosey's Military 

Journal." 

Complete uniformity and establishment of English 

military bands followed an event at Scutari in 1854. The 

British troops destined for the Crimea held a grand review 

on the birthday of Queen Victoria. There were some 16,000 

men on parade and, while their appearance and marching were 

perfect and their cheering deafening, the bands struck up 

"God Save the Queen" not only from different arrangements 

b.t in different keys. Out of twentv regiments p resent 

only three or four had bandmasters with them, and all this 

before the staff of the allied army and the Queen.34 

The result of this Lncident was the establishment of a 

Royal Military School of music at Kneller all in 1857 for 

training military bandmasters, and later the bndsmen 

themselves. After 1872 all bandmasters had to obtain the 

Kneller Hall dirloma; pay and rank increased soon after to 

Farmer, Rihe anDevelop o itp Vu , 
p. 117.



complete (the beginning at least) a badly needed band 

rform.85 

Reforms also took hold in Belgium in 1846, thfr most 

famous military band developing into the Belgium Guides Band 

under Valentin Lender (1802-1873). In the Netherlands, a 

school for bandmas t ers had existed since the beginning of 

the nineteenth century, and since 1828 had been controlled 

by JosephSInel (1793-1286). Austria also moved for band 

reforms h and by 1828 had bands in the cavlry and infantry.  

The first "grand military concert" in England was held 

in Chelsea in June, 1851, sponsored by Louis Jullien (1812

1860). In France, Spontini, Berlioz, Fetis nrd others 

sponsored and directed such concerts. The wind-bands have 

always been the instrument for musical expression of the 

masses and had great influence in the beginning of the 

Renaissanc before any perceptible movement was shown in 

the so-clled highr domain of music and arts. The wind 

b-nds contributed their retest service in improving the 

attitude of the public towards music through these massive 

open-air concerts. The existence of the military band led 

to the formation of amateur bands and from the 1830's, the 

starting point of the peoples "brass bands," to the great 

band festival of 1860 in which some 1400 musicians took 

5 Farmer, Jilitarv ijusic, p. 53.
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part, the movement can be seen assuming huge proportions 

and spreading all over the country.86 

Regimental bands also were popular and called upon for 

many public performances. The first concert tour of an 

English military band was in April, 1855, when the Royal 
Artiller Band gave a series of "high-class" concerts in 

NTorthern >ngland. In Scotland, band contests were organized 

in 1862-1863 and 1865 "with a view of increasing the 

efficiency of Volunteer and other bands in Scotland." 8 7 

The sousaphone was the next step in modern instru

mentation and was constructed for the band of the great 

Aerican bandmaster and "March King," John Philip Sousa 

(18 4-1932). This sousaphone was designed by Sousa to 

replace tile harshness of the Helicon tuba with its silvery 

sound, and was made for Sousa by a new instrument company, 

the C. G. Conn Co.  

John Philip Sousa composed over a hundred marches 
which brass bands all over the world have played, and people all over the world have listened to with 
quickened pulses. Thousands of mrching men have felt their courage and their spirits strengtened their 
burden9 8 lightened, by the list and rhythm of a Sousa 
March.8 

8 6 Farmer, Rise Devpl2pment of Military Music, 
p. 123.  

8hhid., p. 132.  

8 8 "Foreword," author not given, Mina Lewiton, John 
fhilir ous .th.Marching.

wwo"
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Probably no other man in the history of bands has 

enjoyed the popularity, the reputation and the wealth that 

was Sousa's. Far greater than this, however, was his 

influence on the thinking of Americans, and other people 

all over the world, on the status of the military and 

concert bands. People would gather by the thousands to 

hear his concerts, inside as well as outside. Ais marches 

were being hummed and whistled by all manner of people in 

all walks of life. :e also composed operas, overtures and 

waltzes but his musical children, he said, were marches.  

Their effect was magic, appealing to the musical and 

unmusical alike.  

He was honored by King Edward VII with the Victorian 
Order. The French Government bestowed the palm of the 
Academy on him. He was bandmaster to 5 presidents of 
the United States. And he was cheered by multitudes.  Through all the glory and the shouting be remained a 
sincere musician who worked hard at his craft who 
believed that his inspiration came from God.  

Sousa's father was t trombone player in the U. S. Marihe 

Band, and John Philip was continually at their rehearsals 

and ThPrned. to play a little on the E-flat alto horn, 

triangle and cymbals. He never missed a parade or concert 

if he could help it, for they fascinated him. He was out 

especially early for the Big Grand Review on Pennsylvania 

Avenue at the end of the Civil War in l-65. There were 

Ibid.



tears and Laughter, mourning for Lincoln, cheers for the 

soldiers, fifes and drums, bands, horses, guns, singing, 

marching men, et cetera, for two days. "The faces of the 

marching men had been tired and their eyes sad. Then 

suddenly the band had struck up and their faces stopped 

being tired, they straightened their shoulders and smiled 

to the crowd.90 

It was the music that had changed them, John Philip 

felt sure. And this he was to remember and te part in 

the rest of his life, for his arches have inspired and 

cheered the hearts ad souls of thousands of marching men, 

as is evidenced in tthe following: 

Boy, was that sumpin? Sure was a dirty hike. And 
whn I say hike, I mean dirty inside and out. Thought 
I ws all in. I sure hated the idea of fallin' out.  
Lut 'ben I rounded that last lap and saw the old band! 
Gee! There she was roarin' out The Stars ond Stripes 
T orever. I wasn't sore. T wasn't tired any more.  
And did I breeze right into cumt on high! Boy, was 
thAt tune sumpin'! It's no little tinkle that can 
c a us e all that lift. It is 'e-man's music. 9 1 

Souse. was first of all a violinist from his youth and 

played in string quartets at the home of his tutor who 

loved good music and had a very fine music library. In 

186F ne was enlisted and apprenticed to the Marine Band by 

his father to avoid his leaving tow;n with a circus band.  

wLewiton, The. bA rcb Iin, it 21.  

91 
William Addleman Ganoe, Tunes for Tough TTimes," 

Etdc, Vol. LXI (May, 1943), P. 310.



He learned to play the cornet while in the Marines. From 

there he went to a music conservatory, winning all six 

prizes given at examination day. He began writing and also 

had his own violin and cornet pupils. He was also con

ducting a small orchestra of his own which was soon in 

demand fo private and public performances and for vaude

ville.  

Sousa was offered the leadership of the U. S. Marine 

Band in 1880 which he accepted. He found a band poor in 

quality with a small repertory, with not a sbeet of Wagner, 

Tschaikovsky or Berlioz. He set to work building and 

arranging music for the band; he brought a new repertory to 

the organization. Sousa continued as conductor of the 

Marine Band from 1880 to 1892 and made it one of the fore

most organizations in the world, playing for five 

presidents--ayes, Garfield, Arthur, Cleveland and 

Harrison.  

The salaries of his bandsmen were very poor and Sousa 

had to find avway to keep is men satisfied and to try to 

augment their salaries with outside work. The highest paid 

member in the band was the first-class musician who drew 

thirty-eight dollars a month, plus thirteen cents a day for 

food. For this reason Sousa asked for, and got, permission 

to take the Marine Band on tours. Their fame and enthusi

astic reception became greater and greater. Some of Sousa's

1 -* -, I I - L . '-. , - ,



own coniositions were gradually added to their repertory as 

they played for audience after audience.  

Sousa wrote the music that quietness inspired, viewing 

some distant part of our country in is mind. Early in 

life his mother had taught him that religion was a source 

of peace. All his life he treasured this idea. and often 

felt that his musical thoughts came from a source outside 

himself. ("Sometimes someone helps me and sends me a 

musical idea.") He wrote new marches for White House 

receptions. Inside he used The Presidential Polonaise and 

outside he used Semer idelis, later to become the official 

march of the Marine Corps. He collected the national and 

patriotic airs of all nations into a book later used by all 

American bands. Sousa's works were becoming popular and 

were now being published. He would send three arrangements 

to the publishers--one for piano, one for orchestra and one 

ior band--and in return the publisher sent thirty-five 

dollars.92 

Various events inspired his great marches. His High 

School Cadets was written to give the children of the 

public schools of Philadelphia an American tune for marching 

into assembly instead of the foreign one, eidelberg, they 

had been using. He heard buddies of the arine Corps sing 

their famous old hy m, was touched deeply by it and set down 

9 2 Lewiton, J 4 March King, p. 44.



a march tune that came to him, Semper Pidelis. He visited 

a bustling newspaper office end wrote The Washinton Post.  

When the Rssians were victorious over the Turks, he wrote 

Across the Danube. During an engagement in a new theater 

in Chicago, he wrote The Lit 2yFell, named in honor of a 

spectacular performance called America, staged by its 

young manager, Florenz Ziegfield.  

His fame spread to England where a newspaper named him 

"John Philip Sousa, the March King." The name caught on 

and rema-ins still.  

A Chicago concert manager offered Sousa four times his 

salary of $1,500.00 a year. In 1892 he asked for a release 

from the government which was granted with a letter of 

appreciation for a job well done.  

In 1892 Sousa set about choosing the top men in the 

country to form his own band which he took on tour all over 

the United States. Theyr played for large crowds at the 

World's Fair at Chicago in 1892, and in the following year 

were engaged for the season at the newly opened Manhattan 

Beach where he wrote the march, Manhattan Bech. He and 

his men went to play at the San Francisco Midtinter Fair.  

They also went to Atlanta for the Cotton States Exposition 

and from that trip came a new march, Kinr Cotton, which was 

chosen as the official march of the exposition. In between 

concerts, trips and managing the band, Sousa wrote his

147
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fourth operetta, ElCaritan, which went straight to the 

hearts of the public. The marcb from the operetta was 

hummed and whistled everywhere.93 

Very tired after four years on his own, Sousa and his 

wife went to Europe for a rest. The death of the business 

manager of the Sousa 'and, David 3lakey, brought him home 

early. On the boat coming back, he heard the melody which 

became the Stars andStripes Forever. It caugt on at once 

and proved to be probably his most famous and beloved march.  

In 1898 Sousa offered his services to the Sixth Army 

Corps but became ill with typhoid fever and thle war was 

over before his recovery. In 1900 the Sousa Band went to 

the Paris Exposition, officially representing the United 

States. Fe played in Brussels, Liege, Paris, Dresden, 

Nuremberg, Berlin and other European cities, winning much 

acclaim and receiving Awards of various degrees from the 

crowned heads of Europe.94 

This grand tour of Europe was followed by a second, 

third and fourth. He was commanded to play before King 

Edward VII and Queen Alexandra at Sandringhum and was 

presented ith the medal of the Victorian Order. After a 

later tour, the King sent ous, a personal gift of four 

pheasants.  

931bid., p. 47. 94Ibid., p. 51.



In St. Petersburg, the Russians demanded to hear one 

number four times and cheered it to the snow-filled skies.  

It was The Star-Sjangled Banner. 95 

In World War I, at the age of 62, Sousa gave up his 

$1,000.00-a-day income to join the U. S. Great Lakes Naval 

Training Station. Be shaved his beard here to fall in line 

with his "smooth-shaven lads" and remained to train the men 

and raise money in bonds with his concerts until the 

Armistice in 1918. In 1920 he 1 as awarded the rank of 

Lieutenant Commander. He had now been in his country's 

service in the Army, Navy and Marines.  

After the war, the Sousa band continued half-year 

tours of the country, giving Sousa vacations in between 

which be cherished and certainly deserved. His music 

library, willed to the Library of the University of 

Illinois and his good friend, A. A. Harding, had in it at 

least 3,000 selections with orchestration, and weighed no 

less than nine tons.  

his friends were Victor Werbert and Irving Berlin, 

Charles Chaplin and Thomts Edison. He spent many happy 

hours with his family end friends at his lovely home at 

Sand's Point on Long Island; he liked people very much. He 

also owned 700 acres in North tCarolina and raised quail, 

grouse, partridge, dogs and maintained stalls for horses.  

95Ibid., p. 52.
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Sousa didn't like to make "canned music" because there 

was no direct contact with the audience. However, he 

finally consented to a broadcast on his seventy-fifth 

birthday. "low much more an American audience means when 

I can see it," he said.96 Many letters came in as a result 

of the broadcast and Sousa was convinced; he agreed to give 

a series of one-hour broadcast concerts with select group 

of fifty-twso of his one hundred member band. He weas an 

American who loved America and owed nothing to Europe now, 

its debt as paid. All the world knew him, the March King, 

and mourned his passing on March 6, 1932. He was given a 

military funeral, a memorial service in the Band Room of 

the Marine Barracks and buried among the honored dead in 

the Congressional Cemetery in Washington. The many compo

sitions of Sousa, which include 103 marches, 21 songs, 12 

suites, 10 operas, 2 overtures, 6 waltzes and 2 dirges, 9 7 

have made a great contribution to the world's band litera

ture, and many of them will live forever in the concerts of 

bands and the hearts of people the orld over.  

tany other bands were in existence in the United 

States during the days of Sousa. There was the band of the 

"Paganini of the trombone" and Sousa's former soloist and 

assistant director, Arthur Pryor (1870;1942). Another 

great American band was under the direction of 

9 6 Tbid., p. 2. 97bid., p. 60.
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Patrick Conway (1865-19 2 9). And the bands of Herbert 

Lincoln Clarke (1867-1945), Karl L. King (1891 and now 

leading the famed Fort Dodge, Iowa unicipal Band), rrank 

Simon (1889 and now at the Cincinnati Conservatory of 

Music directing the 150 piece concert band) and Edwin 

Franko Goldman (1878, now director of the famous Goldman 

Band and very active in school, college and professional 

band circles in the promotion of a better band and espe

cially a better original repertory for the concert band) 

will long be remembered.  

Other great bends in the United States down through 

the years include the U. S. ,arine Band, the U, S. avy 

Band, the U. S. Army Air Force Band and many smaller 

service bends. Many municipal bands are found the 

Allentown Band (first organized in 1228), the parrington 

and (first organized in 1832), the Band of Hagerstown (or

ganized in 1915), the Fort )odge municipal Band (taken over by 

Karl King in 1920) and the Long Beach, California municipal 

Band (directed by Herbert L. Clarke from 1922 to 1942).  

Then there is the famous band. of the Ringling Brothers

Barnum & Bailey Circus now under the direction of Merle 

Evans, plus the great industrial bands, the Salvation Army 

Bands and the many fine school and college bands. All of 

these have had a part in advancing tme instrumentation and
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abiliy of te concert band, as well as providing a fertile 

field for composers of original band music.98 

There have been many concert bands in existence in the 

schools and colleges of the United States in the past 

century but only a few have maintained outstand concert 

groups over a long period of time. Among these few are the 

bands under Albert A. Harditg and Mrk I. kindsley at the 

Universiy of 1.1inois, and those under illiam D. Revelli 

at the University of Michigan in the college fiJld. In the 

high school field the Joliet I Scool Fand (Joliet, 

Illinois) under its famous organizer and director A. R.  

cAllister (director from 1912 until his death in 1944).  

The first school band of America was established in Boston 

in 1814 and water moved to Thompson' s Island in Boston 

arbor, Massachusetts. This was "The Farm and Trades School 

Band" and it should certain lybe included in the outstanding 

concert groups of the United States.  

A look back at the European bands of the past century 

will show the outgrowth of the great band contests of 

ngland at elle Vue starting in 1853, and at the Crystal 

Palace in 1860, as well as the London Festival Contest in 

1860. Some of the music used in these contests include the 

"illellujah Chorus" from the 0es<iah, Rossini's Tancredi 
QveIture, "The Teavens are VTelling" from Haydn's great 

98Graham, Gre-t Bands of America, pp. 59-166.



153

Creation, "Cavetina" from Pellini's TVisdeen, Bishop's Guy 

janneri Oveure selection from Lucrezia Borgia, 

avajina by Rossini and a selection from Donizetti's Anna 

Bolena. 9 

Many compositions were encouraged and written especially 

for these band contests. In 1928 Custav Holst's Mooride 

Suite was written for the Crystal Palace ,ontest. Only two 

years later came the Severn Suite (Op. 87) of Elgar, and 

again in two years came John Ireland'ts Downand Suite. In 

1930 the test piece at elle Vue was Bantock's Oriental 

R hapsody and in 1934 it was Herbert Howell's Pageantry 

Suite.100 

The following account of the status or bands of the 

world is found in the "Foreword" of Farmer's great book, 

The Ris.. nd Developmen. t of Mlilitr Muksic (1912): 

The representative military band of the present 
day has reached a high state of executive excellence; 
its constitution, already rich, is ver expanding; 
while its repertory, with certain slight reservations, 
knows no boundaries.  

France has always taken the lead in military 
music. * . This year (1912) France is promoting a 
grand international contest for bands. Large prizes 
are offered and it is confidently hoped that all the 
nations will send representatives.  

Austria and Germany boast some really fine bands, 
although- and this particularly is the case in the 

09 '/John F. Russell and J. 1. Elliot, The Brass Band 
hoveent;, p. 101.  

10I~b;d.,p. 183-
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latter country- one feels that artistic considerations 
often yield to those utilitarian.  

Much attention has been devoted. to wind bnd 
music in Italy- the service combinations being rarely 
below fifty in numbers, including the fanfare. The 
Italian cavalry has no music. All the large cities 
boast very fine organizations of seventy to eighty 
musicians, which while ttey are under municipal 
control, enjoy wide European fame.  

America itself has at least half-a-dozen good 
bands; mostly proprietary. Among government organi
zations the band of the Washington Marines, under 
Mr. Santlemann, stands easily foremost. Mexico, too, 
has a very fine band in that of its Artillery stationed 
at exico City. They are seventy-five strong, the 
instrumentation being on the French model, and em
bracingL he entire family of saxophonoes. They play 
an up-to-dte repertoire and give capital renderings 
of such writers as Puccini and Saint-Saens.  

Another very interesting body of performers is 
the band of the Filipino Scouts, fifty strong. They 
play entirely from memory, thus limiting the extent of 
their repertory, but having regard to the conditions 
under which musical studies must be pursued in their 
country, the finished manner in which these little 
fellows render their fairly diversified programmes is 
little short of amazing.101 

Tnhe instrumentation of the concert band of today is 

not far removed from that of Sousa or Gilmore. However, 

there has been one important addition, that of the contra

bass clarinetwhich provides a real foundation to the very 

important clarinet choir. This, together with the new 

improvements on thn individual instruments, such as tuning 

devices, Mouthpieces and new construction methods with new 

and better materials, constitutes the only major 

Albert Williams, "Foreword" to Farmer's Rise and 
Development off Pilitay ius ic (1912), pp. vii anviii.
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developments since Sousa. Following are the instrumenta

tions of some of the leading concert bands in recent 

years:10 2

The ieIch Band of Germany 
in.. 192 

1 Flute 
1 Oboe 
1 Eb Clarinet 
2 First Bb Clarinets 
2 Second Bb Clarinets 
I Bassoon 
2 French Horns 
2 Eb, F Irtmpets 
2 Eb Cornets 
2 Tenor Forns 
2 Tenor Irombones 
3 Tuba s 
2 Drums 
1 Cymbas 
1 Glockenspiel 

fTotal--25 members 

The Garde Repulicaine 2 and 
of France in 123-2

4 
3 

4 
4 
8 
8 
3 

'2 
2 

2

P iccolo 
Flut es 
Oboes 
Bassoons 
Contrabassoon 
Eb CIrin ets 
Solo Bb Clarinets 
First Pb Clarinets 
Second Bb Clarinets 
Bass Clarinets 
Contrabass Clarin et 
Soprano Saxophone 
Alto Saxophones 
Tenor Saxophones 
Baritone Saxophones

The Kneller Hall Band of 
E;ngland _in19 

10 Flutes and Piccolos 
6 Oboes 
7 [b Clarinets 

13 Colo Bb Clarinets 
7 First Bb Clarinets 

12 Second Bb Clarinets 
10 Third Bb Clarinets 
12 Bassoons 

4 Alto Saxophones 
4 Tenor Saxophones 

14 First Bb Cornets 
10 Second Bb Cornets 
21 Torns 
14 Trombones 

7 Euphoniums 
12 Tubas, Eb and BBb 

2 Tympani 
Total--165 members 

The Grenadier Guards Band 
of England in71938

2 
2 
2 
7 
4 
4 
'3 
1 

2 
2 
I 
1+ 
2 
2

FIutes 
Oboes 
Db Clarinets 
Solo Bb Clarinets 
First Bb Clarinets 
Second Pb Clarinets 
Third Bb Clarinets 
Bass Clarinet 
Bassoons 
Alto Saxophones 
Tenor Saxophones 
baritone Saxophone 
First Bb Cornets 
Second 7bCornets 
Trumpets

O'2Chidester, International 
pp. 9, 11.

ind-Band Instrumentation,
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2 

2 

4 

2 
1 

3

6 Horns 
6 Trombones 
3 Euphoniums 
4 EbTubas 
2 BBb Tubas 
2 String Basses 
4 Percussion 

Total--67 members

Note that in these recent instriumentations the tendency 

Is to leave out the alto cla-rnet altogetLher. however, some 

bands still use them and even in large numbers. In Italy 

the staff bands of 1920 ranged from seventy-ive to one 

hundred members, including some strings. But in 1938 the 

following Js foumd:10 3 

2he. Crand Itl ann Band of I23
Flutes and Piccolos 
Oboes 
Ab Clarinet 
Eb Clarinets 
First B Clatinets 
Second Bb Clarinets 
Al u larinets 
Bass Clarinets 
Soprano Saxophone 
Alto Saxophones 
Tenor Saxophone 
aitone Saxophone 

..ass Saxophone

4 Prench Horns 
2 Bb Cornets 
2 Eb, F Trumpets 
2 Bb Bass Trumpets 
2 Tenor Trombones 
2 Bass Trombones 
I Small Eb Bugle 
3 Bb Bugles 
2 Alto Saxhorns 
2 Tenor Saxhorns 
4 Euphoniums 
2 Eb, F Tubas 
2 BBb Tubas

l0 3 bid., p. 13.

Bass Saxophones 
TrumpetPS 

Cornets 
Horns 
Tenor Trombones 
Lass Trombone 
Bb Bugles 
Alto Saxhorns 
Baritone Saxhorn 
Bass Saxhorns (Etphoniums) 
Eb Contrabass Saxhorn 
Bb Contrabass Saxhorns 
Stri>g basses 
Harp 
Tympani 
Percussion 

Total--8 members

I 

3 

4 
2 

I 
2 

1I 
1I 
I
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I Contrabass ad ancia 
4 String Passes

6 Percussion 
Total--80 members

Following is the instrumentation of the University of 

Illinois Concert Band under the direction of Mark .  

Hindsley:104 

Uijvert of Illinois Concert Band 

in +kl in 19 52

Flutes nd Piccolos 
Oboes 
Solo Bb Clarinets 
first Bb Clarinets 

Second Bb Clarinets 
rhird Bb Clarinets 

Alto cIlarinets 
Ras s larinets 
Contrabass Clarinets 
Bassoons 
Contrabassoon 
Contrabass Sarrusophone 
Alto Saxophones 
Tenor Saxophone 
Baritone Saxophone 
Bss S&xophone 
First Bb Cornets 
Second. B Cornets 
Third Bb Cornets 
Pb Trumpets 
Flugelhorns 
Frenc Aorns 
Tromabones 
E uphoniums 
Tubas 
String Basses 
Harps 
Tympani 
Percussion 

Total--120 members

12 Flutes Ind Piccolos 
3 Oboes and English Horn 

29 Bb Clarinets 
6 Bass Clarinets 
3 Contrabass Clarinets 

(2 Eb and 1 b) 
6 assoons and Contra
bassoon 

2 Alto Saxophones 
I Tenor Saxophone 
1 Baritone Saxophone 
1 Bass Saxophone 
9 Cornets (Fluelhorns) 

taken from cornets when 
needed) 

4 Triupets 
8 Horns 
6 Trombones 
4 Baritones 
6 Tubas (4BBb, 2 Eb) 
4 String Bass 
1 T7pani 
1 Bass Drum 
1 y ba1s 
3 'nare Drum and General 

Percussion 
Total--112 members,

1 he instrumentation of the Universit> of Illinois Concert Band was obtained from John J. Hayne, former solo 
cornetist wIth the band and currently instructor of brass 
at North Texas State College.

8 
7 

10 
6 
8 
8 
4 
4 
4 

1 

2 
1 
1 

2 
2 
2 
4 
2 
8 
7 

1.  

7 

2 
2 

6



158

The omission of the alto clarinets in the later band 

is noteworthy. The band of 1941 contains a contrabass 

sarrusophone. The sarrusophone is a metal instrument with 

a conical bore, played with a double reed. It is made in 

various pitches and takes its name from its inventor, 

Sarrus, a French bandmaster.  

The modern United tetas military band is still in 

the process of change and varies greatly with the branch of 

service and the dishes of its commanding officer.  

For final comparison of most recent instrumentation of 

bands the following is given in Grove's Dictionar:l105 

U.S.A. Garde Farmonie 
Air Force Republicaine Nautigue 

Switzerland 

Flutes 5 4 5 
Oboes 2 2 
Eb Clarinets - 3 2 
Bb Clarinets 16 22 30 
Soprano Saxophones - I I 
Alto Saxophones 2 2 1 
Tenor Saxophones 1 2 1 
Baritone Saxophones 1 2 1 

tass Saxophones - 1 3 
Cor Anglais 1 1 
Bass Clarinets - 1 3 
Bassoons 3 2 3 
Contrabassoons - I 
Cornets 8 2 
Trumpets 2 4 4 
Flugelhorns - 3 3 
Horns 7 6 4 
Tenor horns - 2 3 
Baritones 1 3 

105:arold C. Find, t"ilitary Band," Grove's Dictionary 
of nMusic and musicians, edited by Eric Blom, V (1954).

-1, lwlwaww -. ,
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Tenor Lrombones 4 3 3 
Bass Trombones 2 1 
Euphoniums 4 4 4 
Bas 8 7 8 
Percussion 4 variable 5 

number 
Total 69 77 96 

Thus the band has grown and progressed from the time 

of the Harmonie Musick combination of eight wind instri

ments to the present eighty to one hundred and twenty piece 

concert organizations. The progress at times has been 

extremely slow and has involved the efforts of many fine 

musicians and bands in all lands. However, the prospects 

for the future of the band are bright and progress is being 

made much more rapidly now because of the ever increasing 

number of the world's best musicians who are showing an 

interest in the boundless possibilities of the brass and 

woodwind choirs and of the band as a whole. The work of 

such men as Harding and Kindsley (University of Illinois), 

revelli university of Nichigan), Clarence Sawhill (Univer

sity of California at Los Angeles), Go I d m an Goldman 

Bond and American Bandmasters' Association), L. Bruce Jones 

(Louisiana State University), -MauricecAdowv (North Texas 

State), Bernard Fitzgeral d (Texas University), Glenn fliffe 

Bainum (Torthwestern), Paul LaValle (Band of Amnerica), 

Frederick Fennell (Eastman cool. of Music), George ilson 

(Un iversitv of vissouri), Jo s e p h nddy (National iusic

I "I - a &fain- .7 - -' -, -
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Camp),plus the efforts of many fine composers, such as 

Persichetti, >anson, GouTd and rAngr, guarantees a 

bright future for bends and bandsmen.



CHAPTER III

COMPOSERS OF ORIGINAL WORKS FOR THE 

CONCiERT BAND AND TTS PREDECESSORS 

SINCE ABOUT 1750 

In the two previous chapters the development of wind 

instruments, their combinations and their organization into 

bands under capable leaders have been discussed. The cir

cumstances surrounding their development and the causes for 

the meagre instrumentation and literature in the eighteenth 

and nineteenth centuries have also been discussed. Thus, 
it has been shown tha t band until recent years has had 

uo play to the semi-perambulatory type of audience in out

door concerts. It follows that the greatest amount of band 

music was published to suit their needs and one could 

hardly blame publishers for printing what would sell. It 

has taken the efforts of a great many musicians, educators, 

publishers and others to remedy this Situation. The 

development of a concert repertory for the band has been 

directly connected, of course, with the technical improve

ment of the band itself and the development of i t s audience.  

Ihe music program in th schools and colleges, the general 

diffusion of education, the tours of orchestras and bands,

161
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the creation of civic music groups, the use of music in 

radio, movies and television have all contributed to a 

place for a concert band and an extensive original 

repertory.  

The twentieth century has seen a strong renewal of 

interest in writing for wind instruments and a desire of 

major composers to realize the boundless possibilities of 

the reed and brass choirs. Many compositions for the 

concert ban8 have resulted in recent years and many earlier 

original compositions for band have been rediscovered and 

instrumentated to fit the modern concert organization.  

With this renewed interest on the part of composers in 
wind-instrument possibilities, and with the efforts 
being made to stimulate and reward original compo

tion for sthe developed wind band, there should be a 
steady and healthy growth of the band repertory. To 
attain the artistic level envisaged by the most com
petent and constructive bandmasters, the band must 
eliminate much from its present repertory; but the 
replacement of this with the best of the old and the 
best of the new is a prospect which should give joy to 
anyone who really believes in band music.1 

Chapter III is devoted to a study of the composers and 

their original works for the concert band. The term 

"original" refers to those compositions which were first 

written by the composer for the wind-band of his day, or 

were arranged by him for that medium. The study does not 

include any of the many transcriptions of orchestral, organ, 

vocal ensemble works which have formed a part of the 

1Richard Franko Goldman, The Bandts Msic, p. 32.
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repertory of the band for so many years, unless these works 

were transcribed by the composer himself.  

This study will take the form of a listing of the major 

original works for the concert band since 1750. It has been 

divided into two parts: the first part deals with the 

original works from approximately 1750 to 1920 and is listed 

chronologically by composer; the second part deals with the 

original works from approximately 1920 to the present time, 

and is listed alphabetically by composer. Some facts con

cerning the composer and/or their compositions have been 

included in some instances to better identify the composer 

or to emphasize the importance of the works.  

Original Ban1d Music from 1750 to 1920; 
A .hronological Listing by Composer 

George Frederic Handel (168 5 -17 59 ) besides composing 

operas, oratorios, solo cantatas, chamber duets, church 

music and orchestral numbers, also wrote some works for the 

wind-band. Those important to this study are his famous 

Water Music Suite (1715), his Royal Fireworks Music (1749), 

the slow March from nciio (1726) and a Concerto in F for a 

double set of wind instruments and strings.  

Frederick the Great (1712-1786), King of Prussia, was 

a noted patron of music. Pis interest in the band is 

indicated by his own composition, Militar March, for two



oboes, two clarinets, two horns an two bassoons (the 

"Irlmonie Musick" band instrumentation of his day).  

Carl Philipp Emanuel sach (1714-1788) was in the 

service of Frederick the Great as cembalist and harpsi

chordist until the Seven Years War in 1767. His compo

sitions for wind instruments are many in number, but are 

limited to very small instrumentation. Of importance are 

his Sz Marches for "Harmonie Ausick" and his March for 

three trumpets and tympani.  

Franz Joseph Faydn (1732-1809) aided the band music of 

his day by his several marches for wind including the March 

for the oalSociety of Musicians, the ungarian National 

March, two Marchesf or the Prince of Wales (George IV), and 

two Larches for the Volunteer Cavalry of Derbenshire. Be 

also wrote two Noctunes for Wind Instruments (in F and G), 

six Divertimenti for flute, oboe and horn, and six Feld

prtiten for two oboes, two horns, three bassoons and one 

serpent or for the "Farmonie Musick." 

Francis J. Gossec (1734-1829) was one of the first to 

write large compositions for wind-bands. As director of 

the Garde Nationale Rand of Paris he realized the lack of 

major works for his organization and included three 

symphonies for wind instruments in his many compositions, 

which include about thirty symphonies. is original works
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for band include a Military Symphony in F (two movements), 2 

a Snhny in C (one movement), a March Lugubre and a 

thaft d De art.  

Johann Christian Bach (1735-1782) composed four 

Marches for the "iarmonie Musick" combination and two 

iarces for two clarinets, two horns and two bassoons.  

Johann Michael aydn (1737-1806) composed an important 

work for the band, his Turkish March for twelve wind 

instruments and percussion. It reflects the gradually 

expanding instrumentation of some wind-bands of his day.  

Giovanni Paisiello (1740-1816) made a contribution to 

the band repertory in his arch of the First Consul3  which 

was composed for Napoleon in 1810. In 1797, as a favor to 

Napoleon, Paisiello wrote a Funeral March for the funeral 

of General Hoche.  

Wolfgang Amadeus Mozart's (1756-1791) works for the 

wind-band include: Serenade for tWinds in B Flat (K. 361), 

Serenade for linds in E Flat (K. 375), Serenade for Winds 

in C Minor (K. 388), two Divertimenti for Milan (K. 166 in 

E Flat and K. 186 in B Flat) , two Divertimenti in C (K. 187 

2Edited and arranged for modern band instrumentation 
by Goldman and Leist and published by Merciury Music in 
1950.

3 Available in modern edition by Buffet-Crampon.
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and 188), six Divertimenti for Salzburg (K. 213 in F, K. 240 

in B Flat,, . 252 in E Flat, K. 253 in F, K. 270 in B Flat, 

and K. 289 in E Flat) and five Divertimenti for two clari

nets and bassoon (K. Anh. 229). The first of these works 

mentioned, the Serenade for Winds in B Flat (k. 361), was 

written for thirteen wind 'instruments (two oboes, two 

clarinets in B, two bassethorns in F, I and II horns in F, 

III and IV horns in B, two bassoons and contrabassoon or 

double bass).  

Ignaz Joseph Pleyel (1757-1831) is important for his 

marches for military band and for a Serenade 3a 8-9. written 

for two oboes, two clarinets, two bassoons, two horns and 

double bass ad lib.  

L. Cerubini (1760-1842) was bandmaster of the Garde 

National Band of Paris and was decorated by Napoleon for 

his services there. He is important for his work in pro

viding a more complete repertory for this band through such 

compositions as his Marche du Prefet dEure-et Loire, Marqhe 

ur l Retour du Pr4fet, and his Marche pour le Baron von 

Braun. He also wrote two Military Marches and a March and 

2uickstep for the National Guard of Paris.  

tienne Henri iFhul (1763-1817) wrote several works for 

band during the French Revolution and the early days of the 

RepublIc. His principal work for band is his Overture in F
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(1795) which has been scored for modern band by Richard 

Franko Gol man and Roger Smitb (Southern Music Publishing 

Co.).  

Louis Emanuel Jadin (1768-1853), French composer, 

pianist and conductor, wrote many marches and other instru

mental pieces for band. His compositions include an 

Overture in C written for the Garde Tationale Band and a 

Symphony for Winds which Farmer describes as being very 

advanced in its "bold" harmonies and revealing a "striking 

foretaste of what Mendelssohn was to write in the scherzo 

of the 'Reformation' Symphony." Farmer also mentions an 

Overture in F by Louis's brother, Hyacinthe Jadin, as being 

one of the finest of the revolutionary period.  

Ludwig von Beethoven (1771-1827) began to realize the 

possibilities of the wind-band of his day and composed a 

number of works for it. These include two little dances, 

ac saie and Polonaise (written for military band in Baden 

in 1810),5 a arch in F (1809), a March in D (1816) and a 

Military March for two piccolos, six clarinets, ten trum

pets, horn, trombones, et cetera. Beethoven also wrote 

Henry George Farmer, N rlity suic, r. 40.  

-These two dances have been adapted for modern band 
by Erik Leidzen and were published in 1952 (Associated 
Music Publishers).
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three 2_ual*i for trombones for All Soul's Day in 1812, two 

of which were performed at his funeral in 1827. A curious 

work, apparently issued with Beethoven's consent and even 

possibly arranged by Beethoven himself, was a full band 

arrangement o. the famous Battle yMpnhony (Wellington's 

Siege). Beethoven composed this program symphony in 1812.  

It was published for orchestra in 1816 and the band arrange

ment was printed in the same year. (Only known copy is in 

the tew York Public Library).6 

Ferdinando Pagr (1771-1839) Was called to Paris in 

1807 to become "maitre de chapelle" to Napoleon and con

ductor of the Opera-Comique. Te composed his Four Grand 

Militia rMarches for the instrumentation of the enlarged 

band of the Imperial Guard on the occasion of apoleon's 

wedding to Marie Louise of Austria in 1810. (Modern 

version has been published by Buffet-Crampon). Especially 

significant is the Bridal harch which he composed for this 

occasion. Padr also wrote six Waltzes for Military Band 

and a F . tntasia for piano, two flutes, two horns and bassoon.  

J. N. A. Witassek (1771-1839), a minor contemporary of 

Beethoven, wrote a larach and Alaegro for Military Band 

(Tofmeister: Leipzig).  

Goldman, 2T2 Bands Music, p. 30.
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Charles Simon Catel (1773-1830) was a pupil of Gossec 

and shared honors with him as conductor of the Garde 

Nationale .Band. He composed mcany works for this famous 

band including several symphonies for wind instruments.  

Farmer mentions his SyMphony in F as being rather "Haydnish" 

but an exhilarating piece of music, and comments on his 

SyJdhony in C as displaying "daring modulations."? Catel 

also mrote two overtures for band which are of some impor

tance.  

Gaspro Spontini (1774-1851) was very active in working 

to reform and improve the military band of his day. He 

wrote several marches for the Prussian Guards Band.  

Louis Spohr (1784-1859), a contemporary of Beethoven, 

wrote a Nocturne in C for Wind Instruments and Turkish Band 

which is interesting as an illustration of the influence of 

the Janissary Bands on European music and is a worthwhile 

addition to the concert band repertory.  

Carl Maria von Weber (1786-1826) has contributed 

several works to the band repertory including a J-ltz in E 

Flat and a March in C. However, these are not nearly as 

well written as his famous Conertino and various concerti 

for clarinet. He also wrote a Tusch (fanfare) for twenty 

7Farmer, Military usic, p. 4o.
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trumpets, a Chorus from $appho for chorus and band, as well 

as a Chorus from Carlo, a Dirge for Voice and Winds and a 

Horst Du Jer Klage Dumpfen Schall for mixed chorus and 

winds.  

Giacomo Meverbeer (1791-1864) wrote a set of "torch 

dances," Fackeltanz, in honor of the weddings of the King 

of Bavaria (1846), Princess Charlotte of Prussia (1850) 

and Princess Anne of Prussia (1853). They were written for 

what he called "brass orchestra," which included the in

struments of the band of his day. His Fackeltanz Io. 1 

and Fackeltanz No. 14are now published for band by 

Theodore Presser.  

Gioacchino Antonio Rossini (1792-1868) has written 

many compositions that would have been excellent band 

music. however, only a few marches and fanfares were 

actually written for wind-band. These are: three Marches 

far tVeY arriage of the Duke of Orleans, March for the 

Sulton Abdul, Ejid and the fanfares The crown of Italy 

and La Rendezvous de Chasse.  

G. Donizetti (1797-1848) wrote only two compositions 

for winds of any importance. They are his Luge Qin Legis 

(ee WholReads) and his Funeral March for Military Band 

(1842, Milan: Ricordi).
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Hector Berlioz (1803-1869) was very interested in wind 

instruments and wind-band music, as evidenced by his compo

sitions and his work for reform and improvement of French 

military bands. His important composition for band is his 

Funeral an_ riumLI Symphony for Wind Band with orchestra 

and chorus ad libitum (Paris: Breitkopf & Hrtel). This 

symphony has been revised and edited for modern use by 

Richard Franko Goldman and is published as Berlioz's 

Grand jyphony for Band by Mercury Music Co.  

Michael Glinka (1804-1857) contributed a caprice 

brillant, Jota Aragonesa, for winds, which is published 

by Boosey' & Hawkes.  

Felix Mendelssohn (1809-1847) wrote one of the major 

original band works of the nineteenth century, his llitary 

Overture in C, Maor for wind band (Opus 24). This compo

sition, written when he was only fifteen, was called 

Mijitry Overture because all bands were known as "military 

bands" during this era. He also wrote a Trauer-Marsch, 

Opus 103, originally for band, on the occasion of the 

funeral of Norbert Bergmuller in 1836. Goldman cites an 

article by Sir George Grove in which he states that among 

Mendelssohn's works of 1826 is "an interesting-looking 

Adapted for modern bands by Prik Leidzen (Theodore 
Presser).
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Andante and Allegro,written for the wind band of a Beer

garden which be used to pass on his way to bathe."9 

Richard Wagner (1813-1883), in 1864, the year of his 

arrival in Munich, wrote a ceremonial march, Huldigungs

marsch (The Homage March), and scored it for military band.  

However, it was not published until many years later. It 

is now published by Theodore Presser Co. and also by Boosey 

& Hawkes. Another original work for band is his Trauer

symphonie zur Bestzlg 0_C. M. von Webers (Weber Funeral 

Symhony) which was written for the impressive torch-light 

burial ceremony which returned the body of Weber to his 

native land (Dresden, 18 44). This work was scored for large 

wind-band. He also wrote a group of Fanfares for a Regiment 

at Bayreuth.  

A. von Kela-Belu (1820-1882) wrote a Yungarian Lustpiel 

Overture. Phis has been arranged for modern bands by 

Charles J. Roberts and is published by Carl Fischer.  

(Theodore Presser has also made a recent publication of 

this work).  

Aiton 2 ruckner (1824-1296) is important for his 

Apollo March for winds, and for his works for chorus and 

9
c 
Sir George Grove, "Jacob LudwIg Felix Mendelssohn," 

Groves Dictinary of Msic and Musicians, third edition, 
as cited in Richard Franko Goldman's The Concert BanA p.193.

.03910H
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winds, the GermanenzuL, and his Mass No. 2 i n Minor, The 

Arollo Mareh (1865) bas been edited from the original manu

script by Erik Leid.zen (published by Theodore Presser).  

Patrick Sarsfield Gilmore (1829-1892) is important for 

his greet performances wi the. ilmore Bhnd and his 

mammoth Jubilees which created a demand for more and better 

mus ic for the concert band. His compositions for band 

include The Voice ofa aDeparted Soul which has already been 

mentioned in Chapter II. He is also generally give credit 

with the composition of the song, hen sohnnyCJomensMarch 

Home.  

Carl Goldmark (1830-1915) made a contribution to 

original concert band music in his OrverturZ uCakuntada 

(fur militarimsik) which is published by Carl Fischer.  

A. Ponchielll (1834-l86) wrote 'wo Funeral Marches 

for band and also a Fantasi 'ailltaire. Both of these 

are published by Ricordi.  

Camille Saint-Saens (1835-1921) was influential in 

reviving interest in serious music in France, and promoted 

the development of formal instrumental music. He wrote 

several marches for band including: Orient and Occident 

larch written in 1869 (a revised edition for modern bands 

is published by Theodore Presser), March Sur Les Bord du 

Wile (Opus 125), Marche Interalliee (pus 155), a quickstep
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Jers L Victoire (1918) and a Hi Fraiaco-Espanole (1900).  

All of these works were published by Durand of Paris.  

P. Lacome (1838-1920) wrote his a "eria Suite Esag

nole for wind-band in 1901. It is published by Roosey 

F aw~kes.  

Peter Ilich Tschaikovsky (1840-1893) contributed, a 

Military larch for the 98th Regiment at the request of its 

colonel, A. P. Tchaikovsky. It is published by Affiliated 

Music Corporation and by Buffet-Crampon.  

Antonin Dvorak (1841-1904) wrote a Serenade in D Minor 

(Opus 44, Simrock) for two oboes, two clarinets, three 

horns, two bassoons, cello and doublE bass. He also wrote 

a Humoresue for band which was published. after his death 

by Boosey- Hawkes in 1907.  

Edvard Tagerup Grieg (183-1907) composed a Huldigungs

rarsch :or band which is in a modern arrangement by Mayhew 

Lake (Carl Fischer). W ealso wrote a Funera1 . 1March 

originally for piano and arranged it for band a short time 

later. This latter number is also in modern publication 

(by Theodore Presser.) 

Ntcolas Rimsky-Korsakov (1844-1908) arranged one of 

his best known works, the Scheherazade for military band.  

It is published in an edition brought out by Boosey T-Hawkes
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in 1922. In 1872 he also arranged the overture to The Maid 

of Eskov (his opera) for military band (Boosey EHawkes).  

In addition to these arrangements by the composer, he wrote 

an original Concerto for Trombone and Band (Affiliated 

Music Corporation), a Concerto for Clarintt nd sand 

(Affiliated Music Corporation) and variations on a Theme y 

Glinka for Oboe and Wind Band (manuscript). These latter 

three compositions were written by the composer while he 

was Inspector-General of Russian Military Bands.  

Andre Wormser (1851-1926) is important for his work in 

brass band music, of which his Les..Luercales is the most 

important.  

Guillaume Balay (1853-1927) bandmaster of the French 

154th Infantry from 1907-1910, succeeded Gabriel Pares as 

director of the famous Garde Republicaine Band in 1911 and 

served with distinction until 1927. Balay enriched the 

French band repertoire with original compositions and 

transcriptions. Most of his original works for band are 

descriptive of some country he visited. His works include 

a symphonic suite, Schoes of pain, and his Au Pays Lorrain 

(In the Province of Lorrain). This latter work has been 

arranged for American bands by L. W. Chidester (Sam Fox).  

John Philip Sousa (1854-1932), the famous American 

"March King" and father of the American band tradition,
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wrote more than a hundred marches, twelve suites, twenty-one 

songs, ten operas, two overtures, six waltzes and. two 

dirges. Some of his most famous marches are: Stars and 

e Forever, Washington Post, LCapitan, Semper Fidelis 

and many others still retain great popularity the world over 

and form a very definite part of the concert band repertory.  

Some of his suites for band include: At the Movies (Carl 

Fischer, Cubaland (Carl Fischer, Looking Upward (John 

Church Co.), The Dwellers in the Western World (Theodore 

Pressr), Last pys of Pompeii (Theodore Presser), Three 

Quotations (Theodore Presser), Tales of a Traveler and 

3her'.dan's Ride. He also wrote a Weddin. March (Sam Fox) 

which he dedicated to the American people, and also a March 

of the Pan Americ ans (Carl Fischer).  

Camillo DeNardis (1857 - ) composed an original 

for band, his dramatic Universal Judgement (Carl Fischer).  

Edward Elgar (1857-1934) wrote many compositions 

adaptable, though not originally for the band. However, he 

did. write some few compositions especially for the band.  

These include: Cockaigne (In Londton T own) Overture (1924, 

Boosey and Hawkes, a Kneller Pall Sdition) and The Empire 

March (1924, Boosey and Lawkes). He also wrote Severn 

Suite for brass band.
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Paul Fauchet (1858 - ), once chorus-master (chef-de

chant) at the Opera Comique of Paris, marks the beginning of 

a new era in original band compositions. His Symphony in 

B-Flat for Band is probably the first full symphony ever 

written for band. It was first performed by the Garde 

Republicaine Band in 1926 and received its first American 

performance in 193 at a concert of the Carleton Symphonic 

Band under the direction of James R. Gillette. The symphony 

is now available to American bands from M. Witmark and Sons 

with the revision of the movements having been made by 

F. Cambell-Watson and James R. Gillette. This work is a 

milestone in original band composition and has had great 

influence on the bands and composers of the world in the 

past few years.10 

Gabriel Pares (18 60-1934), son of the clarinet soloist 

with the Garde Republicaine Band, was bandmaster of this 

famous organization from 1893-1911. Be wrote many compo

sitions for band, transcriptions from symphonic literature 

and other works. Several of his original works for band 

have been revised for American bands by L. W. Chidester.  

These works include: Fantasie Ballet (Sam Fox), Pax Et 

Labor (Sam Fox), Saint ubert Overture (Kjos) and Toulon 

Overture (Carl Fischer).  

10 A good review of this symphony is in the Fall, 1954 
issue of Band Guide magazine.
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Carl Busch (1862-19'3) contributed to the band's music 

in 1919 his symphonic episode, A Chant from the Great 

Plains (Carl Fischer), which won a prize of 250 dollars 

offered by Edwin Franko Goldman for the best original work 

for band. His Prelude (Schirmer) for band was written in 

appreciation of his election to honorary membership in the 

American Bandmasters' Association. The F and Pro

cessional (Fitzsimmons) from his choral work, Liberty 

Memorial Ode, are considered band originals since they were 

written to be performed in the open air and the instru

mental parts were for band instrumentation. Fe hs also 

written Rustic scenee and Chippe'ra Lament (both published by 

Theodore Presser), as well as numerous marches for band 

performance.  

Claude Achille Debussy (1862-1918) was probably more 

influential than any composer of his generation. His 

importance to band music, other than the excellent band 

transcriptions that have been made of some of his works 

(P -. Children's Corner Suite, Boosey & Wawkes), lies in his 

Fanfare from the artyrdom of St. Sebastian for winds.  

Richard. Strauss (1864-1949), famous for his operas and 

tone-poems (many have found their way into the concert band 

repertory through transcriptions), wrote some original 

misic for wind instruments which might be considered
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original music for band because of the instrumentation and 

type of composition. These works include: Serenade in E 

Flat (1884, Universal Edition) for two flutes, two oboes, 

two clarinets, four horns, two bassoons and tuba or contra

bassoon; Solemn Entry of the Kiphts of the Order of 

Johannes (1909, Schlesinger, Berlin) for twelve trumpets, 

three solo trumpets, four horns, four trombones, two tubas 

and timpani; and suite in B Flat (1911, Ftrstner, Berlin) 

for thirteen wind instruments.  

'Maurice Arnold (1865-1937), American violinist, 

teacher I, composer and. conductor, wrote an original work 

for the concert band, Chinese Festival, which is published 

by Theodore Presser Co.  

Paul Gilson (1865-1942), winner of the Belgian "Prix 

de Rome" in 1889 and professor of harmony at the Brussels 

and Antwerp Conservatories, composed several works for the 

military band and other wind instrument combinations that 

are worthy of mention. They include his alse. SyMphonipue 

(Preitkopf & J rtel), a Forwegian Suite, a Lpctet and 

Scherzo, two Humorescues and a Trio for piano, oboe and 

clarinet.  

Lucius Hosmer (1870-193 ) was a student of Chadwick at 

the e; England Conservatory and became a composer of some
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note in A erica. UIs works for band are: southern Rhapsody 
and ________, FaTsocj9 (bothpull IT rt(ern y(bothpublished by Carl Fischer).  

uillaume Lek eu (1870-1894) is mentioned by Goldmanll 

as writing an Introduction an Ada io (1891) for grass band.  

Plorent Schmitt (1870 - ), a French composer and 

graduate of the Paris Conservatory, has written two works 

of great difficulty for band, having composed them for the 

Garde Republicaine Band of Paris. They are his Dionysiaaues 

(Durand, Paris) and his Selamnik, Turkish Divertissement, 

Opus 48 No. I (Durand). He also wrote a March of the 16rd 

(Durand).  

F. Melius Christiansen (1871 - ), one of America's 

great choral directors, became famous as a choral director 

at St. Olaf's College. Prior to his choral work, he was 

director of the band at that institut ion. He wrote First 

ToiregiAn. Rhapsod (Witmark), an original work for band, 

and dedicated it to Neil A. Kjos, now a prominent music 

publisher.  

Gustav Theodore Folst (1874-1934), one of the most 

prominent and most original of English composers, was a 

proficient trombonist and was placed in charge of the 

11 
Goldran, _The anids itsic, p. 48.
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English Army Bands in Greece during the First World War.  

Fis interest in bands and band music is attested by his 

worAs which comprise a major contribution to the original 

band repertory. [is First %ite in E-Flat for Military 

Band (xoosey & Hawkes) was written in 1909 and his Second 

uit for ilitarv Band in F Maor (Boos & Hawkes) xas 

written around 1911 and published in 1922. About 1230 he 

composer te prelude and scherzo, Hammersmith (unpublished).  

Be also wrote the oorsi;e Site for brass band.  

Mayhew L. Lake (1879 - ) is mainly noted for his 

many fine arrangements for band, but he also composed some 

original music for this medium. His Grnd. Marcel Democrac 

is a very brilliant and. dignified march. His Overture 

Americana was written in 1918 and dedicated to enry Hadley.  

He also wrote The Fvolution o fDixie, a fantasia based on 

the tune of "Dixie," and a second fan t asia, The Evolution 

o; Yaen'kee uoodie. His other works include a Grand March, 

theP igrim (Fischer) and many medleys, novelties, marches 

and descriptive numbers.  

Original Band Pusic Since 1920; An 
Alphabetical Listing by Composer 

Ploward E.Akers has written several numbers for the 

concert band including A TeiD La Overture (Kjos), Grand 

Union Overture (Kjos), Berkshire ills (Bourne) and 

Land scae (Kjos).
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Iarry L Aford's many fine marches for band are known 

the world over. They include such famous ones as Purple 

Carnival March (Schirmer) and JMner barch (Fischer). He 

also wrote a concert march arrangement of The Korld is 

Waiting for the Sunrise (Chappell).  

Kenneth J. Alford is famous for his many marches for 

band which include: Holyrood, Colonel Bogey and The 

anished Army. He has also written a descriptive overture 

for band, The Runt (Boosey & takes, London).  

Robeson Allport's recent work for band, Prelude, 

appeared on a program by the University of Washington 

Summer Concert Band on July 19, 1950.  

Leroy Anderson has written much attractive and 

descriptive literature for the modern concert band, as 

well as for orchestra. His published works for band in

clude: Sleigh Ride, A Christmas Festival, A Trumneter'Is 

Lullaiy, >e1e of jc ll, te TZngo, China Doll, Horse 

and ugyx, je. Penny- i 'stle Song, e Panto. Regiment, 

Serenata, Ticonderg2a arch and three arrangements of folk 

tunes from his Irish Suite ("The Rakes of allow," "The 

Irish Washerwoman,1" and "The Girl I Left Behind Me"). All 

of this composer's works for band are published by Mills 

music Co.
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Fernand Andrieu was a member of the Paris music pub

lishers, Andrieu Freres. His arrangements and original 

compositions were often used in band contests in France.  

His Ouverture Dramatique, Opus 168, has been arranged for 

American bands by P. Chidester and is published by Carl 

FIscer.  

Leslie Bassett, a young composer from Michigan, has 

contributed a Symuhonic Sketch for band, which was per

formed at the Southwestern Symposium of Contemporary 

American Nusic at the University of Texas in 1953.  

Samuel Barber wrote a very fine work for mature bands, 

Commando March, whicb was published in 1943 by Schirmer.  

Granville Bantock, an English composer who was formerly 

conductor at New Brighton and Professor of Music at Birming

ham University, now lives in retirement at Buckinghamshire.  

His importance here lies in his compositions for brass band, 

Oriental Rhapsody (R. Snith, 1930) and Prometheus Unbound, 

a symphonic prelude (R. Smith, 1933).  

David Baskerville wrote a work for band, Westwood 

(still in manuscript), which was chosen to be presented at 

the 1954 convention of the College Band Directors National 

Association (CBDNA).
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Joseph Bguwens was a prolific composer of music for 

Belgian bands. His Overture Belgigue, Opus 883, has been 

transcribed for American bands by L. W. Chidester and was 

published by Belwin in 1953. It was written for one of the 

many contests held in Europe for amateur bands.  

Sir Thomas. Beecham, great Fnglish conductor and com

poser, wrote a March for Band (Mills) which reflects the 

pompous, majestic and colorful English tradition.  

David Bennett has written many colorful and modern 

compositions for the concert band. These include: Broad

cast from Brazil, Lilt of the Latin, Tournament of Trumpets, 

Unileted Jations Rhapsody, Pacific Panorama, Gypsy Gayety 

aid Scenes from the Sierras.  

Robert Russell Bennett, prolific composer and arranger 

for Broadway musicals, as well as movies, has recently 

become interested in composition for band. Fis Suite of 

Old Aerican Dances is an example of the great things he 

may yet do for band music. The first performance of this 

composition, with the composer conducting, was with the 

University of Michigan Band at the American Bandmasters' 

Association (ABA) Convention in 1950. Of this composition 

the composer writes as follows: 

There was no particular purpose in mind in the 
composition of the Suite except to do a modern, and, 
I hope, entertaining version of some of the dance
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moods of my early youth. Another equally important 
purpose was to do a number without any production 
tie-up such as World's Fairs and municipal pageants, 
for symphonic band, and particularly for the Goldman 
Band. 2 

William A. Billingsley from tadio Station WHO of Des 

Moines, Iowa, has written a S..mphony for Winds and Per

cussion which was played in manuscript at a concert by the 

Iowa State Tea.chers College Band in May of 1954.  

John Boda has contributed Music for Concert Band which 

was chosen to be presented at the CBDNA National Convention 

in 1954 to represent the Southern Division.  

henry Brant wrote a Concerto for Sax2.hone and Band 

which was performed at the 1952 National Convention of the 

CBDTA with Sigurd Raascher appearing as soloist.  

Frederick Breydert has written a Suite in F for Band 

which was chosen to be played at the 1954 convention of the 

CBDNA as the select original band composition from the 

Eastern Diviston. It was released by the publisher (Mills) 

immediately following the performance.  

Forrest L. Buchtel's works for band are many. They 

include: Balaton Overture (Kjos), Evangeline Overture 

12 lobert Russell Bennett, "Program Notes," Suite of 
Old American Dances, cited in Tniversity of Illinois Con
cert AId Program of April 27, 1953.
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(Gills), Dublin HoLiday Overture (Kjos) and Shalimar 

(Kjos) 

Peter 'Buys, director of te Haerstown (Maryland) 

Municipal Band and famous merican composer and arranger, 

holds a distinguished place in American musical life.  

Sousa, on different occasions, presented programs made up 

almost exclusively of Buys' compositions. His works for 

band include: Childhood Days (Barnhouse), The Angelus 

(Barnhouse), aucy Susan (Barnhouse), 5ack and the Giants 

(Ludwig), Christmas Greeting (Barnhouse), Cavalier Over

ture (Ludwig) snd numerous marches, waltzes and smaller 

pieces.  

Ti A Crailitt, former clarinetist with the Phila

delphia Orchestra and director of band and orchestra at the 

JnIversity of Southern Calfornia from 1938-1l945, has 

written several compositions for the concert band, as well 

as making many transcriptions and arrangements of orchestral 

and other instrumental works for band. Eis original works 

include: FoceIsslona7 March (telwin), Strains from rin 

(Elkan-Vogel), Romantic Lore Poem (Elkan-Vogel), American 

Iolidaj verture (Elkan-Vogel) and The. Voice of Freedom 

(Boosey & Fawkes).  

John Alden Carpenter, though imawn mostly far s 

descriptive songs, hit ballets and works for orchestra,
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wrote an original work for the concert band, ! ofng of 

reedorm, which was published in 1942 by G. schirmer.  

Charles Carter, a trombonist and recent graduate of 

the Chio State University School of Music and the Eastman 

School of Tusic, is now instructor of music at Ohio State 

University. His compositions for band include: Tension 

(in manuscript) which was chosen to be presented at the 

1952 National Convention of the CBDNA representing the 

Torth Central Division, and Sinfonla (also in manuscript) 

which was composed especially for performance at the 

eighteenth annual convention of the American Bandmasters' 

Association in March, 1952. Fe has also written an 

Overture in Classical qjlte (Bourne).  

Norman Cazden, American composer and. graduate of 

Juilliard Graduate School of Music, has written an 

Eqlejia%-e-f;re Darn for band which is published by Mercury 

music.  

Victor Cherven wrote An American Rhapsody for band 

which has been edited by William D. Revelli (Marks).  

Eric Coates, English composer, has written London 

Again Suite and arranged it for both band and orchestra.
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R. Roy Coates wrote work for concert band, TLhe 

Commercial AmTeal, which is dedicated by the composer to a 

newspaper of the same name in Memphis, Tennessee.  

Carleton Colby as written a descriptive rhapsody for 

band, HeadliLes, whici is published by Witmark.  

Aaron Copland composed _An Omtdoor Overture for orches

tra, originally for use at the Figh School of htsic and Art 

in New Yo rk City. But it was scored for band by the com

poser at the request of Edwin Franro Goldman. According to 

Richard Franko Goldman, "it is even brighter and more 

vigorous in the band version than in the original. This 

overture makes band music of the most suitable sort.t"1 3 

Henry Cowell has written many effective compositions 

for band including A Curse and a Liessing (Peer Inter

national Corporation), Little Concerto for Piano and Band 

(Associated Music Publishers), Shoonthree (The. usic of 

Sleep, Mercury), Celtic Set (G. Schirmer), _4ipsape 

Overture (Schirmer), ymn and Fuuirg Tun3 No. 1 (Leeds), 

Anim I maszic (Leeds), Fanfare (Boosey & Hawkes) and Festive 

Occasion (still in manuscript).  

13Cited in a review of Outdoor Overture in Band Guide, 
Spring, 1955, p. 29.
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Paul Creston contributed two very difficult but 

musically rewarding works for concert band, Legend (Leeds) 

and _anoni (Schirmer). A third work for band is his 

Celebration Overture which was commissioned by Edwin Franko 

Goldman for the American Bandmasters' Association and was 

first performed at its convention in February, I9%5.  

Bainbridge Crist, a great American composer who 

recognizes that in writing band music the composer must 

have the band in mind and not the orchestra, has written 

many compositions for the concert band. These include: 

Chinese Frocessson (Witvmark), Vienna-913 (Witmark), 

Japanese PTocturne (Witmark), Bedouin Dance (?itmark) and 

a band symphony, Fete _Ep2enole_ (Fillmore).  

Frederic Curzon has contributed a Spanish suite for 

band, In Malga (Boosey & Hawkes). He also composed the 

band works: Robin Hood Suite (Boosey &6Iawkes), Bravada 

(Boosey 0 Hawkes) and Galavant (Boosy & 8Hawkes).  

Charles Cushing composed a work for band, Angel Cam1p, 

which was chosen to be performed at the 1952 National 

Convention of the CBDNA, representing the California

Western Division.  

Ingolf Dahl wrote a Concerto for Saxohone and Band 

which was performed by the University of Colorado Concert
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Band in a concert in Boulder, Colorado, on February 22, 

1953, with Sigurd Raascher as soloist.  

Thomas Darcy has written several numbers for the 

concert band including The Listy Mountain-A LTgende which 

was performed at the 1954 ABA National Convention with the 

composer conducting. He also wrote a Festival Overture 

for band.  

Albert Oliver Davis has contributed a Scotch Folk 

Suite for band which is published by Ludwig.  

Norman C. Deitz's Prelude and Scherzo was chosen to 

be presented at the 1954 National Convention of the CBDNA, 

representing the forth Central Division. It is published 

by Pikaron Music Publishers.  

Charles Delaney, an instructor at the University of 

Illinois School of Music in flute and theory, composed a 

number for soli flutes and band, Labanera, which was first 

performed by the Tniversity of Illinois Concert Band in 

1953 under the direction of Mark Hindsley.  

N. DeRubertis has composed several original works for 

band among wWich are his Niobe Overture (Remick), his 

Minerva Overture (Fitzsimmons) and his Mardi Gras in New 

Orleans (Boosey & Hawkes).
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George Drumm wrote a tone poem for band, Irlandia 

(Fischer). Fe also wrote The Rookies (Schirmer) and 

Jnina (Schirmer).  

Cecil Effinger, young American composer from Colorado, 

composed a Chorale an d Fuue for band which was performed 

by the University of Texas Concert Band in 1953 at the 

Second Annual Southwestern Symposium for Contemporary 

American Music.  

Georges Enesco is listed in a "Selected Published 

Music for the Concert Band;' mimeographed list which was 

compiled by the College Band Directors National Association, 

as having written an original work for band, his famous 

oumanian ,hapsody o. I (Boosey and Hawkes, 1938).  

Carl Engel, known for his contributions to The Musical 

quarterly of which he has been editor for the past several 

years, wrote a composition for band, Academic Processional 

March (Schirmer). It was written in 1938 and dedicated to 

Oberlin College.  

J. Engleman wrote a novelty suite for band, A Cocktail 

Cabinet, which is published by Bosworth and Co.  

Frank Erickson, contemporary California composer, has 

written several compositions for the concert band. These 

include. Double Concerto for_ Trumpe, Trombone and Concert
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Band, Little Suite for Band, Irish Folk S S uite, Deep 

Toiver Suite and Bac: Cyon of the Gunnison. All of these 

works are published by Bourne Music Co.  

Sid Feller's Theme for Tomorrow, a tone poem, was 

written for band and was published in 1951 by Boosey C 

Haw kes.  

Percy E. Fletcher arranged his Bal Msque Valse 

Caprice from Parisian Sketches for military band (Boosey 

& Fawkes). Bis other works for band include a comedy 

overture, Van.ty A.Fir (Boosey & Hawkes) and Woodland 

Pictures (Boosey & Bawkes).  

Jose Franco wrote a brilliant Spanish march for band, 

his AgPero (paso doble), which is published. by Boosey & 

Ilawkes.  

Carl Frangkiser has written many overtures and other 

works for band, most of them designed especially for the 

school band movement. Some of his compositions include: 

Mmion Overture (Ludwig), Wiinter Scenes (Southern Music 

Corp.), Transcendence (Belwin), Dedication (Belwin) and 

iyLhtier Than Circumstance (Fischer).  

Ferbert W. Fred has contributed several compositions 

for band including aFantay on an American Air (Fitz

simmons) which was dedicated to AustinA. Farding and the
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University of Illinois Band. He also composed 3paixico 

(Fitzsimmons) and 4oods Interlude (Fitzsimmons).  

Carl Friedemann has composed a Slavonic Rhapsody for 

band which is published by Boosey & Hawkes.  

Carl Fuerstner has writ t en an Overture for Band, Opus 

30, which was cosen as a selection at large to be pre

sented at the 1954 National Convention of the CBDNA.  

Anis Fuleihan composed a curious work which was desig

nated for band or for orchestra by the composer, Six Concert 

Etudes for Orchestra or Small and with Piano (G. Schirmer).  

James M. Fulton, a famous band conductor and com

poser, was arranged for Victor Herbert for many years. His 

works for band include: Dav of Youth Overture, Valse 

al , Trapelo Overture and Azalia Overture.  

Satrice Qardner has written a clever original for band 

based on the tune, "Peter, Peter, Pumpkin Tater," his 

Pentatonic Fantasy (Staff music Co.).  

Robert Wilson Gibb has written several compositions 

for band including Festival Overture (Birchard), Oriental 

Suite in four movements (Fischer) and Carnival Overture 

(Theodore Presser).
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James Robert Gillette, a well-known organist and 

composer wto was for merly conductor of the Carleton 

Symphony Band, has written a number of compositions for 

band. The most important of these works are: Cabins 

(Witmark), Vistas (Witmark), Fugal Fantasia (itmark), 

jujn (Oliver Ditson), Co;ton Blossoms (Oliver Ditson), 

Crossroads (Kjos), Phantom Zrjupers QFischer) nd 8hort 

Classics for Band (Fischer). A Symphony and Sinfoniett& 

for band are mentioned by Goldman. 14 

Don Gillis, modern composer and arranger, has written 

a number of major vorks for the concert band. They are: 

Ballet for Band which was performed in manuscript on a 

Louisiana State University Concert Band Program on May 11, 

1954 ; 23Lm2y o. 1 for Band which was premiered in 1953 

by the Joliet Tomnship tigh )chool Band (only the second 

and third movements have been published, Educational Music 

Service); The Man ho Invented Music for narrator and band 

(Mills), Abe Lincoln, Gettbsburg 1863 (Mills) and his 

Portrait of a Frontier Town (arranged by the composer from 

his orchestra score).  

EdAin FrJnko Goldman, famous conductor of the Goldman 

BK nd, has probably done more than any man alive today in 

I Goldman, The Band's usic, p. 178.
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behalf of original band composition through his founding of 

the Aerican wndmasters' Association and the composition 

and commissioning of original works for band. Many of the 

major composers of our day have written original band works 

at his request or by a commission from the ABA, and many of 

these and others have been dedicated to him and the Goldman 

Ban. dis own works for band include: America Grand March, 

International Accord, Anniversar March, Cheerio, Hay-Go

L Luck, TniversityTGrand arch, Onthe Mall (his most famous 

march) and many other marches, intermezzi and waltzes.  

Richard. Frank Goldman, son of the famous Edwin Franko 

Goldman, is associate conductor of the Goldman Band. He 

has written several articles and books on original band 

music and on the band itself, including The Band's Iusic 

and he Concert Band. He and his father have done much 

research into band musicology and have uncovered many 

original compositIons for band by major composers. He has 

also written original works for the band including A Curtain 

Raiser and Country Dance (dedicated to Henry Cowell, Marks), 

A Sentimental Journey (dedicated to George S. Howard, Mills) 

and a setting of Two Marches from Revolutionary America 

(Music Press).  

Morton Gould, a prolific modern American composer, has 

done much for original band music. His compositions for

WIUMM
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band include: Battle Lym (bChppell), Jericho Rhasody for 

Bnand (Mills), Ballad for Band (Chappell), Symphony for Band 

(conducted by the composer for the 1952 National Convention 

of the CBDNA), American Salute 'Mills) , Rumbolero (Fischer), 

American Legion Forever (Mills), The Child Prodigy (Mills), 

Cowboy Rhasody (Mills), a traditional setting of Silent 

light (Chappell), THorseless Carriage alop and Old Romance 

(the latter two works were arranged for band by the com

poser from his Famil Album Suite and are published by 

Chappell). Gould also wrote a series of works under the 

collective title of Holiday Music. This series includes: 

Easter J morning, Te First Thanks iving , Fourth of July, 

Halloween and Home for Christmas. These may be played as 

separate compositions or collectively as a suite of 

Holiday music (they are published by Chappell). Pis 

latest work seems to be his Concertette for Viola and 

Band wich was performed by the University of Texas Sym

phonic Band under Bernard Fitzgerald in a concert in 1953.  

Percy A. Grainger, a great concert pianist, as well 

as an outstanding composer, became familiar with the band 

through his time spent in the Army Bandmasters' School 

during the First World War, and in the past few years has 

done invaluable work in composition and arrangement for 

band. His original compositions for band (or arrangements 

made by the composer of his own works) include: Irish Tune
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from County Derry (Fischer), Shepherd's H11y_ (Fischer), 

Colonial Song, Children's March (Schirmer), oLly on the 

Shore (Fischer), jLads of Wamrhray March (Fischer), The 

Immovable Do (Schirmer) (can be used for woodwind choir 

only), Lincolnshire Posy, Soon River, flthe Bells, First 

Iill-Song (for two piccolos, six oboes, six English horns, 

six bassoons and contra-bassoon), Second Hill-Song (for 

piccolo, tio flutes, English horn, two bassoons, contra

bassoon, bass clarinet, four saxophones, two trumpets and 

horns), The Sea-life (Schott & Co.), . Banks andB raes o' 

Bonnie Doon (Schirmer), Harvest yMn, The Power of Rome and 

the Christian Heart (Mills) and several others.  

Alexander Gretchaninoff, a pupil of Safonoff and 

Rimsky-Korsakov, has written a work for band, Letters to a 

Friend, which is published by Marks.  

4arsden Gribbell wrote Nocturne for Concert Band (Fill

more) and Reflections in a Modern Mood (Fillmore). The 

latter composition was dedicated to Frank Simon.  

Ferde Grofe has written a very fine concert march for 

band, March for Americans (Robbins).  

Clare E. Grundman's original works for concert band 

include : American Folk Rhapsody, The reen DominQ, Mrch 

Processional, Little March,l a. o Moods Overture, A Walking



198

Tune, A Westchester Overture, _An Aierican Scene, The Blue

T&i. Zly, Atlantic Seaboard. and Fantasy on American Sailin& 

Lons. All of these works are published by Boosey & Hawkes.  

Henry Hadley, one of the most distinguished of recent 

American composers and conductors, was always keenly inter

ested in bands and on one occasion appeared as guest con

ductor of the Goldman Band. He has written several numbers 

for bxnd including Youth T riumvhant (Fischer) which was 

written at the request of Edwin Franko Goldman and dedicated 

to the American Bandmasters' Association, and Festival March 

(Fitzsimmons) which was written as a special feature of the 

concert given by the ABA at Milwaukee, Wisconsin, on March 

7, 1937. Hadley also supervised the arrangement of many of 

is composItions for band. fis Suite Silhouettes was 

originally written for orchestra but was arranged for band 

and first brought out at a concert of the Goldman Band in 

1919 under the direction of the composer.  

EriTc Manson has written several compositions for band 

incding Allan-A-Dale Overture (Ludwig) and Green meadows 

Ovrture (Ludsig).  

Toward anson has recently contributed his first com

position for the concert band, Chortle and Alleluia, which 

was commissioned by the ABA through the generosity of

E
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Edwin ranko Goldman and was performed first at the 194 

ABA national Convention. It is now published by Carl 

Fische:.  

Roy Parris has written two works for symphonic band, 

Cimarron Overture and a free adaptation for band of When 

Johnl Comes arching Home (both works are published by 

ills).  

Weldon Jart, a teory teacher at West 'Virginia 

University, has written a og nQ n celebration for the 

concert band which was performed at the 19+ ABA National 

Convention, Glenn Cliffe Bainum conducting.  

Gerald Hartley has composed a Fanfare ;hich appeared 

on a concert b; the University of Washington Summer Concert 

Band on July 19, 1950.  

Russell Harvey wrote LaBapf, Sonata (Kjos) as well as 

making numerous transcriptions and arrangements for band.  

Richard B. Hayward, bandmaster of the Queen's Own 

Rifles in Canada, organized the Toronto Concert Band in 

1926. his works for band include twso overtures, The 

Corsair's Bride (Fischer) and Norsemen Overture (Schirmer), 

two suites, In _ 32anish C;ty (Fis cher) and Three Char

acteristic Dances (Fischer) and a novelty, Te Band that 

Jaci Fuilt (Fischer). His Mointaih L2leys Overture for

WIM
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Band was conducted by the composer at the 1954 ABA National 

Convention.  

Ralph Lermann, presently serving as conductor, com

poser and arranger with the 4merican Broadcasting Company, 

wrote a Kiddie Ballet which appeared on a program of the 

University of California Concert Band (Los Angeles) under 

the direction of Clarence Sawhill on March 23, 1955.  

R. E. Hildreth has written several compositions for 

band, mostly for the school band movement. They include: 

Chicot the lown (Fischer), One Beautiful Djgy(Fillmore), 

ysic KLhts (Oliver Ditson), Carillon (Walter Jacobs), 

Sir Galahad (Ludwig), Soldier of Fortune (Ludwig) and a 

forest fantasy, egg2ua (his most famous and important work 

for band, Kjos).  

Paul hindemith made a major contribution to the 

original band repertory in 1951 with his Symphony in F Flat 

for Concert Band (Edtion Schott) which was composed for the 

United States Army Band and first performed by them under 

the baton of the composer. The other important work for 

band by this composer is Concert Music for Wind Band 

(Schott).  

G. . olmes has written many works for band. They 

include: Tarantella (Witmark), Daphnis Overture (Barnhouse),
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Colorado March (Rubank), Brasses Bravura (Rubank) and 

several marches.  

Herbert Howvells is important for his works for brass 

band, the most important of which is his Pageantry Suite 

(R. Smith, 1934).  

Russell Howland has contributed two important works, 

Sussex Psalm (:oosey &Hawkes) and Moode Mauve (Witmark), 

to the original band repertory.  

Gerald umel wrote a Moods Americana for concert band 

(Ludwig). He also wrote Call of Adventure (Southern Music 

Corp.).  

Albert M. Ingalls, a graduate of the University of 

Washington, composed a Piece ; oran fdSal_ Crchestra 

at Camp Wolters, Texas, in 1943. He rewrote and enlarged 

it in 1948 to become an original work for band, Andante 

(Presser).  

John Ireland is important for his contributions to 

brass band music, especiallyv his Downland Suite (R. Smith, 

1932) which was used in the Oglish brass band contests.  

He also wrote Comedy Ovetr (R. Smit, 1934) for grass 

band.
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Merle J. Isaac contributed a number for band based on 

Tchaikovsky's Opus 39 No. 24 and some Russian folk tunes 

entitled Russian Choral and Overture. His other works for 

band include: Mexican Overture,, American Frontiers, Kings 

Highway Overture and Autumn Nocturne. These works are 

published by Carl Fischer.  

Gordon Jacob, a professor of composition, orchestration 

and conducting at the Royal College of Music in London, has 

contributed one of the few large xorks originally written 

for band. This work, Music for a Festival (Boosey & 

Hawkes), contains eleven movements alternating full band 

and brass choir. This unusual work was composed on com

mission from the Arts Council of Great Britain for the 

great festival held in 1951. The composer also wrote An 

Original Suite for band in 1928 which has been reissued by 

the publishers, Boosey &: Hawkes, in an instrumentation 

playable by most of the bands of foreign countries, as well 

as English bands.  

Philip James wrote his E.F.G. Overture (Leeds) for 

band and dedicated it to Edwin Franko Goldman. He also 

wrote a Festal March (Chappell) and dedicated it to New 

York University.
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Cyril Jenkins composed a tone poem for concert band, 

Life Divine, which was published by Boosey and awkes in 

1923.  

Joseph W. Jenkins, from the Catholic University of 

America in Washington, D. C., has written A Short American 

Overture for Band which was presented at the 1954 National 

Convention of the ABA with Major Chester Whiting of the 

United States Army Field Band conducting. In cooperation 

w ith Jerome ett (1930 - ) he has composed a march, 

Pieces o LiLt, which is based on themes from Beethoven's 

SyMphony Yo. 8.  

(lair W. Johnson has written many works for band which 

include Sunset Silhouettes (Presser), Golden Glow (Boosey & 

Fawkes), Sylvan Scenes (Belwin), Cardinal Overture (Belwin), 

Enchanted Lake (Belwin), JLosf Spring (Rubank) and many 

others.  

Harold M. Johnson, an instructor at the Horace Mann 

School of Gary, Indiana, has also taught summer classes at 

Northwestern University and the University of Michigan. His 

compositions for band are numerous and include: Hero Over

ture (Fischer), Janus Overture (Fischer), Prince ad Pauper 

(Fischer), Sohrb and Rustun (Fischer) which is dedicated to 

Ray Dvorak at the University of Wisconsin, and Enchanted 

Prince (Fischer).
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George Thaddeus Jones wrote several compositions for 

band including.: Lady of the Lake for clarinet and band 

(Bourne), Coronation March (Bourne) and Incantation (Bourne).  

eywood ?. Jones composed a descriptive suite for band, 

Four Rhythmic Dances, published by Carl Fischer.  

Ulysses Kay has written an original work for band, 

Solemn Prelude for te Concert Band (Broadcast .Music, Inc.).  

Gerald 1. Kechley, a graduate of the University of 

Washington and a promising young composer, has written 

1uAte for Concert Band (Associated 'usic Publishers).  

Several more recent manuscripts of this composer's works 

for band have been premiered by the University of Washing

ton Band at Seattle.  

Fred Kepner, an active conductor and composer in the 

U.S. Army Air Force Bands, has written a suite for band, 

Cuban Fantasy (1laryton F. Summy, 1954), which he has 

dedicated to Colonel George S. Howard and the U.S. Air 

Force Band.  

Albert W. Ketelbey has made a major contribution to the 

original repertory of the concert band through his many 

compositions (or arrangements of his own works) for band.  

Among these works are: ]y ;he Blue TaxA,.ian Waters, the 

MyZstic land o~f ]ry t, in a Chinese Temple-Garden, a
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Persian Market , WithHonour Crowned, The Sacred ,our ,The 

Coc and the Dresden Fiures (for solo piano and military 

band), jChalRomano, From a pEnese Screen, AcMavfair 

Cinderella, In Holiday Mood, Bells Across the Meadows, 

Sanctuary of the earth, T . JiVsion of FuI-San and many 

others. lealso wrote a Cocimey Suite for band in five 

movements which are published separately, as well as 

collectively, in the form of the full suite. The five 

parts are: A State Procession, The Cockney Lover At.the 

Pa s de Danse, ]_jegy and Bank Holidax. All of this com

poser's works for band are published by Bosworth.  

Aram Khachaturian has composed many numbers wich have 

been arranged for band by Erik Leidzen, Philip J. Lang and 

others. However, he also composed. a number originally for 

the band, his Armenian Dances (Leeds).  

Harold Kidder has written a number for band, Calitol 

Sketche., which was performed in manuscript at the 19)52 

National Convention of the <DNA, representing the Eastern 

Division.  

Karl L. King, famous American bandmaster and composer, 

has written over 200 marches, waltzes, serenades, novelties, 

et cetert. He has also written the overtures: Fountain of 

Louth (Barnhouse), The Golden DgQon (Barnhouse), Qunny 

a in (King) and 'he Wanderer (King4 Some of his more
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famous marches, wich are probably second in popularity and 

use only to those of Sousa, are: Barnum and. alleys 

:crorite (written while he was with that company), The 

Tlelody Shap_, Garland Grand Entree, Bombarier, AcL of the 

Air, Columbian, Pn. American and many others.  

John Kinyon has written an original work for band, 

Apalachian Suite (Bourne, 1953), which is based on the 

tunes: "Barbara Allen," "Lollytoodum" and "Greensleeves." 

John Klein wrote a novel number for band, men More 

Days Till School Is Out (Associated Music Publishers). He 

also wrote Cranberr- Corners, U..A. (Boosey hawkes) for 

band with optional mixed chorus.  

Ernst Krenek wrote Three Joyous }(arches for Wind Band 

(Universal Edition, 1929).  

'omer La Gassey has written a very popular tone poem 

for band, Seguoia (Kjos). The composer has been associated 

with the music program in the Detroit school system for the 

past many years.  

Philip J. Lang has made a great contribution to the 

repertory of the modern concert band through his efforts in 

original composition and his many arrangements for band.  

Among his original works for band are: Circus Time (a suite 

for bend, Mills), Dark Eyes (Russian folk song, MIlls),
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Trumet and Drum (novelty, Mills), Thunderbird Overture 

(Morris), Gy flineties Overture (Mills) and Carnival Suite 

(Morris). The composer has been arranger for Morton Gould, 

Artbur Fiedler and has arranged many Broadway show tunes.  

Fe is presently the Director of Standard and Educational 

Music at Edwin F. Morris and Co., publishers.  

Ernesto Lecuona is well-known for his vital, attractive 

music, and. his a Francisco El Grande (Marks) for band is 

no exception.  

Dai-IKeong Lee, promising young Hawaiian-American 

composer, is a graduate of the University of Hawaii and a 

student of Roger Sessions and Aaron Copland. His contri

buton to band music is his Joyous Interlude (Mills) which 

was written for the Goldman Band.  

Erik W. Leidzen, Swedish-American teacher, conductor, 

arranger and composer, bas devoted his musical talent to the 

preparation of numerous arrangements anc original compo

sitions for the modern concert band. Frequently drawing on 

folk melodies for his thematic material, he has written the 

following works for band: Autumn Overture (Schirmer), Dixie 

Rhapsody (Ernest Williams Swcool of Music), Debonnaire 

Overture (Fischer), a chorale prelude Doxology (Leeds), 

First redish Rhapsody (Mills), Aljine Fantasy for horn or 

saxophone trio and band (Bourne), lIxay Overture (Fischer),
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a paraphrase for band and chorus , Holy, Hol (Botrne), 

Hymn for Thanksgiving with choral parts available (Leeds), 

Nordic 'arch (Fischer, this march was dedicated to the 

Consul General of Sweden in New York), Scottish Rhapsody 

(Ernest Williams School of Music), Duty and Pleasure Over

ture (Presser), Storm King Overture (Presser), Second 

wedis h Rhapsody (Mills) and Springtime Overture (Schirmer).  

Leidzen has been arranger for the Goldman Band since 1933, 

appearing frequently with the band as conductor.  

Clifford P. Lillya has been outstanding in the arrange

ment of works for band but has written very few original 

numbers. These include: A Christmas Fantasy (ABC Standard 

usic), Latin-AmericanFantas (in cooperation wit Merle J.  

Isaac, ischer), an arrangement of 2'AEtudes by Rose and 

Arban for full section solo with band accompaniment 

(Fischer), AChildhood Fantasy (Witmark) nd Concert 

Overture in G Minor (in cooperation with Merle J. Isaac.  

George List composed a Juoslav Polka for Band 

(Associated usic Publishers, 1950) which was included in 

the Second Annual Southwestern Svmposium of Contemporary 

American Tusic at the University of Texas in 1.953.  

ormand Lockwood has written a work for mixed chorus 

and band, The Closing Doxology (Psalm 150), which is pub

lished by Broude.
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Newell I. Long wrote several works for the concert 

band including: American ihaRsody (Rubank), Aristmas 

rhapsody banknk, Stephen Foster Rha sody (Rubank) and 

symphonic variations on Yankee Doodle (Rubank) 

Adolf Lotter has written a fantasia-overture for 

band, ihree. Dan (Boosey & Pawkes). le also wrote Ftry 

of te Btur (Boosey &Hawkes).  

Joseph E. Maddy, famous composer, conductor, arrainger 

and President of the national music Camp, has written a 

number for chorus and band, Fest ival Finale (Kjos).  

Nino Marcelli, famous band and orchestra conductor and 

composer, has written llarc iProcessional (Fischer), Qd to 

a ero (Pischer, a tribute to General Pershing) andS quite 

Araucana (&scher).  

Robert cBride has written a composition for concert 

band, Lonel , ~dsa _e(Leeds, 14) 

George Trederick McKay, an outstanding American 

coMoser, is presently on the faculty of the UnIversity of 

Washingon at Seattle. He has written many works for brass 

ensemble, chorus, orchestra and bind. lisw orks for band 

incude: Bravura rrelure (Associated music Publishers), 

Burlesque rch (from his ]aricature DaneS uite, Associ

ated), The ortTijner (Presser), Westerr Youth (Presser),
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WaLe me u _or the Greet Juilee (Press er), The Plainsman 

(in three movements) and Three street Corer Seihe s 

(Schir ier).  

Peter ilennin, a member of the feulty of the JuiIliard 

School of husic, has written Ca anzona for Band which was 

included on the program of the Southwrestern Symposium of 

Contemporary American Music at the 'University of Texas in 

19:3. It was also included in the third Mercury Recording 

Company release of original band compositions which are 

performed by the Eastman Symphonic Wind Ensemble.  

Micolai Miaskovsky, a prolific composer of contem

porcary music, has written more than twenty symphonies. His 

Symphony !o. 19 was written for band. He also composed a 

Triumphal Larch (Presser) and a Solemn March (Affiliated 

Music Corp.) as original band works.  

Darius Milhaud has written three major original works 

for band.. They are: Suite Francte (Leeds), Tyo Marches 

written in memorial of Gloria Victoribus (Schirmer) and 

West int Slte. (Associated) which was commissioned 

especially for the West Point esquecentennial celebration 

and was first performed by the United States Military 

Academy Band in Carnegie all in January, 1952.
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R. L. Moehlmann wrote several works for band including 

two overtures, St. Frcicis of AssJs and Sf _e (both 

published by Fitzsimmons).  

Richard (ohaupt has written several compositions for 

band including In odo assico (an overture in B flat, 

Schirmer) and an overture based on themes by Paganini, 

Paq nini Overtu2re (Schirmer).  

Donald I. Moore, director of bands at Baylor Univer

sity and noted composer for band, has written Marcho Foco 

(Mills ),, arche Scherzo(Mills), Sapl of I rarsus which was 

selected to be performed at the l954 National Convention of 

CBDNA representing the Southwest Division, BiL;le Stories 

Suite (Bourne) and a Reouiem for band which appeared on a 

concert of the Univ2rsiu of Washington Concert Band on 

July 19, 1950.  

John J. forrissey, Professor of Nusic and Director of 

Bands at Tulane Tniversity, is a prolific composer and 

arranger for band. He has written more than forty pub

lished works either as originals or arrangements for band.  

His more important works include: *- eayou Beguine (Leeds), 

Sj_ line Qverture (Norris) , TheF rench. rter (Remick), 

Mart~inue (Remick), .arnival Day in Ne Orleans (Remick), 

achu 0ggq (Charles F. Hansen), Ceremonial March (Music Pub

lishers Holding Corporation), Main Street U.S.A. (Morris),
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An Amejan Meek-End (Witmark), _frymou Tune (Hansen), 

ohIouv or Irmpet and Pand (Morris) and Four Episodees 

for T.--n~d.(Marks).  

Paul Nelson has written a number for band, Concert 

Music for and, the "Scherzo"? movement of which ws per

formed as a selection at large at the 1954 National Conven

tion of the CBDNTA.  

Jerome Nett, in cooperation with Joseph Jenkins 

(1928 - )has contributed a march, Pieces of Eight, 

T. M. King orodom, King of Cambodia who plays saxo

phone in his Royal jazz band, has written a Cambodian Suite 

for band which has been arranged by Robert Cray and pub

lished by Ludwig.  

Gene Ogden has written several works for band 

descriptive of parts of the western United States. They 

include: un Valley Mountains (Boosey & Hawkes), Sunlit 

Summits (Boosey & eHakes) and Grand 'etons (Boosey & Hawkes).  

Charles O'Neill, widely known composer, conducoor, 

lecturer, and adjudicator, is now teaching conducting and 

theory at the New York "tate Teachers College in Potsdam.  

Fe is interested in meeting the needs of school bands with 

his compositions and as contributed a great many works for 

band including: Aladdin's Lamp, Ulders of Youth, The
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nig. t Errant, Remembrance, The Silver Cord, Sovereignty, 

The Three Graces and many others.  

Louis Palange, young American composer, conductor and 

arranger for motion pictures and radio shows, has composed 

Symphony in Steel (Presser) for piano and. band, which is 

based on the composer's conception of the building of the 

Oakland-San Francisco Bay Bridge. He has also written 

A , azz umba, Brass Woodwind ClIue, Sunset 

Polka and Sons of American Lezion March. (These latter 

works are all published by Boosey and hawkes.) 

George Perle has written a number for concert band, 

Variations on a Welsh elody which appeared on a program by 

the University of Washington Concert Band in 1950.  

Vincent Persichetti has made what probably amounts to 

the largest contribution of a major contemporary composer 

to original band tusic. His works for band include his 

Divertimento for Band (Presser) which was dedicated to the 

Goldman Band and conducted by the composer with that organi

zation in its first performance in 1950. His Psalm for 

Band (Pikaron) was selected to represent the Southern 

Division at the CBDYA National Convention in 1952,and his 

Pageant for band (Carl Fischer) s commissioned by the ABA 

and first performed, with the composer conducting, at the 

National Convention of the ABA in 1953. The composer is
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head of the composition department at Philadelphia Conser

vatory of Music.  

Walter Piston has written an intermezzo for symphonic 

band, Tnbric.e Fair (Boosey & Hawkes, 1 ), which con

stitutes a major original band composition by a recognized 

contemporary composer.  

Serge Prokofieff's original compositions for band 

include a March Opus 99 (Leeds, arranged for American bands 

by Paul Yoder) which was first performed in America by the 

Combat Tnfantry Band under the baton of Serge Koussevitsky 

in 1945. Prokofieff has also written Athletic Festival 

March, Opu 69 (A-Rus Music Corp.) which has been rearranged 

and edited for American bands by Richard Franko Goldman 

(947) and a Spartan March (Affiliated Music Publishers).  

Francis J. Pyle, contemporary American composer from 

Iowa, has written a Sinfonia for ban< which was performed 

on the Symposium of Contemporary Aterican 4usic at the 

University of Texas in 1953.  

Alfred Reed, prominent young American composer who is 

now an instructor at Baylor University School of tI music, has 

contributed Slavonic Folk Suite (Charles H. Hansen, this is 

part of a large band work yet unpublished, Rssian Christmas 

usic) and Symphony f Brass aand Percussion which was
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selected to be presented Pt the 1952 National Convention of 

the CBDNA representing the Southwestern Division. It was 

also performed at the 1954 ABA National Convention with 

William D. Revelli directing. A third composition for band 

by this composer is his Lumberjack Qvertire (Hjansen, 1954) 

which is based on authentic woodsmen's folk songs.  

H. wen Reed, a member of the theory department at 

Michigan State College, has written a Mexican folk song 

symphony for band, La Fiesta exicana, which was performed 

at the 194 CBDNA National Convention and also is included 

in a >ercurv Recording Company release of the Pastman 

Symphonic Wind nsemble. He has also written a Spiritual 

(Associated, 1948) dedicated to Falcone and the ichigan 

State Band, and- a fissouri Shindi (Mills, 195).  

Cttorino Respighi made one of the major contributions 

to band music, his Huntingtower Ballad (G. Ricordi), which 

was written for band at the request of Edwin Franko Goldman 

on behalf of the ABA. It was first performed at a concert 

of the ABA during its National Convention in Washington, 

D. C. in 1932.  

Joseph John Richards has contributed some important 

marches to the original repertory of the band, as well as 

several larger works. His marches include: Eimblem of
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nit;, rusade for Freddom, Hail miami and The West er 

(all published by Barnhouse).  

Wallingford Riegger wrote several works for the con

cert and including: Processionaj, Opus 36 (Leeds, 1950), 

Music for Band, Opus 52 (appeared on a program b; the 

University of Louisville Concert Band directed by Ernest 

E. Lyon in 1953) and a P asacapgza. for Band (unpublished).  

Albert Roussel, French composer and pupil of Vincent 

d'Indy, wrote A Glorious Dav (>lkan-Vogel) especially for 

band at the request of Edwin Franko Goldman. Dedicated to 

o T d ma n n thAnanth mer n Pandmasters' Association, this 

work received its first performance at a concert of the 

Goldman sand on June 19, 1933.  

PWdro Sanjuan, formerly conductor of the Madrid 

Sym pony Orchestra ancd founder of the Havana Philharmonic 

Orchestra, is now a United ctptes citizen and was, in 1951, 

the conductor of the Spartanburg (South Carolina) Symphony 

Orchest ra and a teacher at Converse College. His original 

wor.s for band are his Canto Yoruba (Leeds, 1948) and his 

aaitabbea Sketch (Leeds, 19+6).  

Domenico Savino has written or arranged several of his 

works for concert band. Among these are: Marc rAg Along 

(a f ntasy for mixed voices and band, Robbins, 1943),
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March Symhoniue (arranged by the composer and dedicated 

to Edwin Franko Goldman, Robbins , 1932), Processional 

(Scirmer, 1 9 2 3) and Romantic Waltz (for band with solo 

piano, R_ obbins, 1944).  

A. Louis Scarmolin has written a tone poem, Contrasts, 

an overture, iarco Polo and a Lithuaniann ha2ody .O 

for band performance. Other works for band include: 

Slavonic festival and Gol(en Heritaae.  

Arnold Schoenberg has been hailed as the leader of the 

"avant-garde" for over thirty years. His influence has 

been wide in scope and, although his name has been associ

ated with atonality, the twelve-tone row technique and 

expressionism, his original work for full band, Theme and 

Varitions (Opus 43a, Schirmer, 1944), is related to none 

of these. It is a mature number for band, written in 

g-minor with a twenty-one measure theme whick is followed 

by seven variations end a finale.  

William Schuman, famous American composer, has written 
an impression for band, Geor sde (Schirmer 

_gZe Wshiiwton rid e er 

1951), which was dedicated to the Michigan School Band and 

Orchestra Association. He also wrote a Newsreel Suite 

(Schairmer, 1942) in five "shots," for the Pennsylvania 

Forensic and Music League.
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Charles Shadwell has written a Slavonic Serenade for 

band which was published by Boosey and awkes in 1939.  

1Tathariel Shilkret composed an overture for band, Ode 

to Victory, which was published by >ills in 1945.  

Elie siegmeister, a graduate of Columbia and Juilliard 

and a student of Wallingford egger and Nadia Boulanger in 

Paris, has distinguished himself through his composition 

and arrangement of American Folk melodies. His compositions 

for band include: DeL Sea Chanty, Five American Folk

Son, rries legend, Broadcas t Aiusic,ilderness Road 

and many other works.  

K. D. Simmons has composed a Nightfall o nthe Prairie 

for band which is published by Southern Music Corporation.  

Frank Skinner, famous composer and arranger for motion 

pictures, has written many of his background music scores 

for large wind instrument combinations. Though not 

originally intended for concert band performance, soie 

of these have been arranged for band by the composer.  

These include: The Shawl Dance (Skinner Music Co.) and 

Ip Roots (Skinner Music Co.).  

Leo Sowerby has written for band An American Rhapsody 

which is still in manuscript.
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William Grant Still, an outstanding American negro 

composer, has written an original work for band., From te 

Delta (Leeds).  

Kemble Stout has contributed a Concert Overture for 

band o which was presented at the 1952 CBDNA National Con

vention, representing the Northwest Division.  

Igor Stravinsky has written a Circus Polka (Associated) 

for band of which he writes on the score, "Composed for a 

Young Elephant. "l e has also written symphonies for wind 

instruments and a Volga Song (Schott) for wind instruments.  

Macon Sumerlin's Symphony for Band was performed by the 

University of Texas Symphonic Band at the Second Annual 

Southwestern Symposium of Contemporary American Music in 

19 

Alexander Tansman has written a Carnival Suite for 

band wich was published by Leeds in 1945.  

Virgil Thomson, famous contemporary American composer, 

has written a work for band entitled A Soleun Music 

(Schirmer, 1949) which was dedicated to Edfin Franko 

Goldman.  

Ernest Toch wrote a Sniel for Wind Band which is 

published by Schott.
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Burnett Corwin Tuthill composed a Suite for Band 

during the summer of 1946 while at Tanglewood. This work 

won first rrize in a contest for original band compositions 

sponsored by Columbia University in 1947. The "Prelude" 

and "Rondo" movements of the four-movemint work are pub

lished by Clayton F. Summy Co. (1954) and the other 

movements may be obtained by rental or sale in duplicated 

manuscript. Tuthill has also written an Overture for 

onBcert nd which appeared on a May 11, 1954 program of 

the cuisiana State Tiversity Concert Band. This 

tnpu0lished work may be secured on rental or purchased 

in duplicate manscript from the composer at the Music 

Deprtmnt of Southwestern Uiversity in MempAhs, Tennessee.  

Ira F. Vail has written a London Suite for b0 nd which 

was published by Fillmore in 1Q36.  

Ralph Vauga Williams, a rpupil of ax Bruch and 

Maurice navel, has found great inspiration in the study of 

folk music and of the early English masters such as Purcell.  

His original compositions for bcand include: Falk Son 

Suite (Boosey & awkes), and Toccata Marziale (Baosey & 

iawkes) wiich was written originally in commemoration of 

the ritis -'Empire Exibitionof 1924. He also wrote and 

arranged a UcL arch "Sea Songs"(Boosey And Hawkes).
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John Weldon Verrall has written a Sinfoni FeLstival 

for band hich w 1s selected to be presented at the 1954 

CBDNA national Convention, representing the Northwest 

Division.H H has also Xritten a Northern Srite (Boston 

Music Co.).  

Joseph Frederick Wagner contributed a work for band, 

Elogy, which was published by Leeds in 1945.  

ro L. Walters has wrItten many compositions for 

band, as tell asmtking numerous arrangements. His works 

for band inclde: A Nighta t the Balet, Jul-ox,JNiht 

Bet, T 3V uite, Badinefor Brasses, The Golden Eagle 

a r a gery for0oodwiLds, Western IdI and numerous 

others.  

Jromr 4einberger, instructor of comePosition at 

Ithaca Conservatory of Music from 1922-1926, is best mown 

by batsmen for the arrangerent made of the Polla nd Fugue 

from his opera Scniad, ethO i ~girer. Lis original works 

for band include: sAss sthag (Fisa cr ,$O) 

which was dedicated to dwin Franko Goldman, oma.e: to the 

Pioneers (Fis cer, 19,40), Prlude to the Festival (Fischer, 

1941), Afternoon i th Villc3g.e (Remick) , Czech RarsoLy 

(ercury) and a Cncerto for t TrmIni Brss (Boosey 

xuHawkes, 1939).
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taurice C. Whitney has written a number of compositions 

for band Including: Dorian Overture (Boosey & -awkes), 

River Jordan (Schirmer), SantaFe Rrail (Bourne), Thendara 

Overture (Boo sey & HcAwjkes) , Frankie and Johnnie vertire 

(Witmark), Bazaar (Boosey c awkes), A Foster. Fantasy 

(Schirmer), Rio Grande (Schirmer), Sree Q(Witmark) and A 

1rlnib- .to_tSousa.  

Jarmes E. Whitsitt, an Amerlccn composer from New 

:exico, wrote a Pol Qverture for band which was presented 

at the Second Annual Southwestirn Symposium of Contem

porary American Music by the UTniversity of Texas Symphonic 

Band (1095).  

hea3ey Willan, a leading Canadian composer, wrote an 

original rork for band wile a visiting enber of the 

faculty of the University of California at Los Angeles.  

This composition, the oyce Fll Suite (Associated), was 

named for the concert hall on that campus.  

Clifton Williams, an instructor at the University of 

Texas, has contributed Hi1. omr Ballad (Music Pub

lishers Itding Corporation) and Sonata ALegro, the latter 

of Which appeared on a program by the University of 

Wasington Summer Concert Pand on July 19, 1950.



2rnest S. Williams, famous trumpet instructor of 

Juilliard School of Music, conductor of the New Yor 

University Band and director of the Ernest Williams School 

of Music, is one of the most celebrated cornetists America 

has ever produced. .ie has played and appeared as soloist 

ith Gilmore, Sousa, Goldman, NTahan Franko, Victor Herbert 

and others. He played solo trumpet in the Philadelphia 

Orchestra under such great musicians as Stokowski, Richard 

Strauss, Georges Enesco and others. Be has written several 

marches, many cornet solos and eight elaborate concertos 

for cornet or t rumpet and orchestra. His importance here 

is for his Syphony No. I in C Minor (Ernest Williams School 

of Iusic, 1938). He also wrote a Revolutionirg Fntasy 

(Morris) which was adapted for band by the composer from 

his opera, IL n Winkle, and alsoAmerica (Morris) wbich 

has mixed corns parts published for the hymr part of this 

composition.  

Aubrey Winter bas written several compositions for 

ban which include: Passin? of t etimts, Ltes of 

r, lights of F y The Golden Valse and Story gf 

the Overtures (all o these works are published by Boosey 

& Hakes) 

Faydn Wood, great English composer and violinist, has 

made a tremendous contribution to the original band reper

tory. His works include: Mannin Veen (Decr Isle of Man)
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which is based on Manx folk tunes, Ajqllo Overture, Kin 

Orr haPsod , he Seafarer and An eAmrican ihasod (all 

of these works are published. by Boosey & Hawkes). His 

famous Manx Overture was originally written for orchestra 

but is in arrangement for bnd also.  

Paul Yoder, modern contemporary composer and arranger, 

has been responsible for a host of original compositions 

and arrangements for the band. his original works include: 

Dry Bons(Kjos), Allied VicteorMarch (Kjos), Mountain 

jastl (Belwin), Gypsy Princess (Kjos), lhe Glass Slipper 

(Kjos) and numerous others.  

David Stanley York has written a festival chorus with 

symphonic band accompaniment, Lce to Ever Manand Nation 

(Presser).  

J. S. Zamecnik has written several works for band 

including: I6, Grand Festival Overture, March of the 

Brave, ons of Fame, Oo-Ed, Neopolitan ights, Olympia 

Overture and The Scarlet Iarch (all of these works have 

been published by Sam Fox).  

The development of the instruments of the band, the 

organization itself and its music Iave been discussed.  

From the primitive bon flutes, ramshorns and drums; 

through The fife and drum bands, the tower musicians,
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court hands, the Turkish Janissary bands, the "Harnonie 

Musick" the early military bands, brass bands, civilian 

bands, civic bands and school and college bands; to the 

modern concert or symphonic band of eighty to 120 members; 

the instruments, t t musicians and Uhe musichave 'een 

discussed. The meagre instrumentation and rare original 

works of the eighteenth century bands have givea way to the 

enlarged groups and partially developed literature of the 

nineteenth century, and they in turn have been replaced by 

a full symphonic instrumentation of the band and a host of 

mrjor original band compositions of the twertieth century.  

Of course, this development is far from complete and 

satisfying, even at its present high stage, 'ut the 

renewed interest of major composers, manufacturers, 

publishers, bandsmen, conductors and the public, promises 

to establish a future for the concert band in serious 

musical performance.



BIBLIOGRAPHY

Books 

Adkins, F. E., Treatise on the military and, revised 
edition, -ew York, Boosey & Co. Ltd., 1945.  

Apel, Willi, Harvard Dictioarv of Music, nambridge, 
Massachusetts, Harvard University Press, 1944.  

Arbeau, Thoinot, Orcheso.raphy, translatd by Mary S.  
Evans,(original publication in 1$88), New York, 
Kami Danci re Pub lishers, 1948.  

Baker, Theodore, Baker's Biogrrphical Dictiony of 
musicians, Fourth. edition, N kw York, G. Schirmer, 

Barzur, Jacques , terlioz and the romantic Centurj , first 
edition 2 vols., Boston, Little c& 'Brown, 1950.  

Bedbrook, Gerald Stares, board 4usic from the Middle 
Ages, London, Macmillan Clompany,1 

BerlIZ, hector, A Treatise . oIodern Instrumentation and 
Or2hestr^tion, London, Novello &Co.IT.  

Bessaraboff, Aichols, ancient EBur o pen N t nstrr
mrntF, Boston, U4seum of Fine Arts by the iarvard 
Univerity Press, 1941.  

Uck, Percy C., editor, Ths xford Iistor of 1usic, 
In t roductory Volime, second edition, London, Oxford 
University Press, 1929.  

Bukofzer, anfred F., Music i n the Baroque Era, New York, 
1011. Norton &Co., Inc. 1'7.  

Burney, Oharles, _A Account 0f thp NuJ1sical Performances in 
Westminster Abbey, London, printed for the benefit of 
the musical fund nd sold by T. Payne & Son, 1785.

226

la



227

Cambrensis, Giraldus, Tie Itinerry Tr2Igh Wales, 
translated by Sir Samuel oare in Everyman's Library, 
edited by Ernest Reese, London, J. M. Dent & Sons, 
1944.  

Cantz, Daniel I., Field Musician's Manual for Army, av, 
rne Corm gnand revenuee Cutter Service, enasha, 

Wisconsin, George Banta Publisbing Co., 1918.  

Carse, Adan, musical Wind Instruments, London, Macmillan 
& Co., 1939.  

Chidester, Lawrence 1., International Wind-Band Instru
mentation, San Antonio, Texas, Southern Music Co., 

Clapped , Artiur A., tb1he Wind-Band and Its Instruments, New 
York, enry Holt & Co., 1911.  

Clark, Kenneth 3., Municiral Ad to Music in America, Jew 
York, National Bureau for the Advancement of Music, 
1925'.  

Daubeny, Ulric, 0rch tral Wind Tnstruments, London, 
William Reeves, 1919.  

Davison, Arceibfld T., and Apel, Willi, Listorical Antholoy 
of 1it.. i, Cambridge, <assachusetts, Harvard University 
Press, 1946.  

Dent, Edw ar d J., Foundatons. f EnglishQ pea, London, 
The Cambridge Iniversity Press, 1928.  

Dichter, carry, and Shapiro, Elliott, tarly Americann Sheet 
Mduaic, Its_ Lure and s asLore, tew York, R. R Bowyer 
Co., 1941.  

Einstein, Alfred, Mozart, Ls Characeter, is Work, trans
lated by Artur Pendel. and Nathann roder, first 
edition, third printing, Jew York, Oxford University 
Press, 1945.  

Eitner, Robert, Biograp isch-Biblio raphische Quellen
Lexikon, Vol. 5, Leipzig, Breitkopf & Hgrtel, 1900
T9TTF 

Ewen, David Livin& Lusicians, New York, The B. W. Wilson 
., 1940.



228

EUen, David, Music Comes to America, New York, Thomas Y.  
Crowell Co. , 1942.  

wen, David, American Com ose )ody, New York,, H.W.  
Wilson Co., 1909.  

E Dv, Coosers _; Zo1dj, New Yor1, The H. W. ilson 
Co., 193.  

Eren, David, Comosers of est;erda , Jew fork, The H. W.  
Wxillson Co. , 1937

ken, David, The Book of Modern Comosers, Hew York, 
A. A. Knopf,7172.  

Ew en, David, The Comlete Book of 20th Centry Music, 
New York, Prentice-Hall, 1952.  

Expert, H., editor, s Maitres Musiciens de la Renaissance 
Frangaise, Paris, Attaingnant, 1529? 

Farmer, Tenry George, Handel's Kettledrums and Other Papers 
on military usic, London, Hinrichsen Edition, Ltd., 
1950.  

Farmer, Henry George,Military Music, Jew York, Canticleer 
Press, Inc., 1950.  

Farmer, lenry George, The Rise and Development of Military 
Music, London, Wm. Reeves, 1912.  

Gallo, Stanislao, The iod.ern Band, 2 vols., Boston, C. C.  
Birchard & Co., 19357 

Galpin, Francis ., The Music of te Sumeriais, Cambridge, 
Thec University Press, 1937.  

Gal-pin, Francis W., ld Enjlish Instruments of Music, third 
edition, revised, London, lethuen &-Co., Ltd., 1932.  

Galpin, Francis M., A Textbook of _uniropean Musical Instru
ments, London, Williams & Norgate Ltd., 1937.  

Geiringer, Karl, asical Instruments, translated by Bernard 
Miall, New York, Oxford University Press, 1945.  

Goldman,, Edwin Franko, and Betterment, New York, Carl 
Fiscer, Inc., 1 9 3 4.



229

Goldan, Richard Franko, The Band's Music, New York, Pitman 
Publishing Corporation, 1038.  

Goldman, Ricard Franko, Th Concert Band, New York, 
Rinebart & Co., Inc., 19 6.  

Graham, Alberta Powell, Great Bands of America, New York, 
Thomas Nelson & Sons, 1951.  

Grove, Sir George, rove's Dictionar of Music and 
Musicians, edited by Eric Blom, 5th edition, 9 vols., 
London, Macmillan Co. Ltd., 1954.  

Grove, Sir George, Grove's LictI2_Lar of Music and 
Musicians, edited by H. C. Colles, third edition, 
5 vols., New York, The Macmillan Co., 1937.  

Grove, Sir George, Grove's Dictionary : fMusic and 
Musicians, edited by J. A. Fuller Maitland,75 vols., 
Philadelphia, Pennsylvania, Theodore Presser Co., 1916.  

adow, *W. ., The. iennese Period, Oxford history of usic, 
Vol. 5, second edition, Lohdon, Oxford University 
Press, 1931.  

Mawkins, Sir John, A General Tistory of the Science and 
Practice of Music, London, T. Payne and Son, 1776.  

Hayes, Gerald R., Kingt s Nusic, London, Oxford University 
Press, 1937.  

Payes, CGerald R., Musica1 rnstruments and Their Music 
1500-12 , Vol. 1, London, Oxford Tniversity Press, 

Hipkins, A. J., busic Instruments: Jistoric Rare and 
UnicLe, London, A. and C. Black, Ltd., 1921.  

oby, Charles, Militay JLan Instriuentation, London, 
Oxford University Press, 1936.  

Tofmeister , Adolph 1, Handbuh der usikalis chen Litera t ure, 
voIs., LeipzigIP.'Hofmei ster, 1r-1 7.  

Loj _qi-l_e., King James Version, Chicago, The John A.  
-ertel Co. 1l941.  

Idelssohn, Abraham Zebi, Jewish Iusic in t;s. Historical 
Development, ew York, T, .olt & Co., 1929.



230

Kappey, J. A., Military Music: A Listory of Wind-Instru
mn Bands, London, Boosey & Co.718k4 

Kastner, Par Georges, Manuel General de Musigue Militaire 
a, L'usaage Des Armees~Rran iaes, laris,F irmin Didot 
Frbres, 1848.  

Kinkeldey, Otto,9Lre1 uni Klavieir ikider usic% des 16.  
Jahrhunderts, Leipzig, Breitkopf & Trtel, 1910 .  

Lang, Paul Henry, usic n Western Civilization, New York, 
W. W. Norton Co., Inc., 1941.  

La Violette, Wesley, Music and Its Maers, Chicago, 
Un iver s it y o f Einow Ie dgF, cI , ~ 17T 

Lewiton, mina, John Pllhil Sousate iarchb. tKhe jij g, New York, 
Didier, 19471 

Mersenn, F. Marine, Famonicornm Tiy_ Paris, G. Baudry, 
1635.  

Persen-e, F. Marine, 11rmonie nivreselle, Paris, Cramoisy, 
16316.  

Neumann, Emil, Estor of is ic., Vo. 2, trAans1atdby 
F. Praeger, edited by Rv. Sir F. A. Gore Ouseley, 
New ork, Ccassell cCo., 1886.  

eukotm2, Edmond,, istoire a t L 'msjote N ilitaire, Paris, 
Baudoin and Cie, 18c9.  

Ortiz, Diego, Trat ado de Glosas, edited with German trrns
1ation by Max Schneier, second edition (first edition 
in 1553), Rome, Kassel->1arenreiter, 1936.  

Panoff, Peter, Milit rmusi:, Berlin, Karl Siegismund 
Verlag, 1938.  

C. Hberthe, ca usic of the Seventeenth Cnl 
Parry, C. H-ubert H. , g gt fj;~e ~ng~n _e~try_, 

QxordHistory of Music, Vol. 3, second. edition, 
London, Oxford University Press, 1938.  

Praetorius, Michael, sntma uicum, translated by Harold 
Blumenfield, Vol. 2, Harold Blumenfield printed by 
C:inese Printing Office, Yale University, 1949.  

Reese, Gustave, Music in the Mxiddle. A es, New York, W. W.  
Norton & Co., 1940.



Riemann, Hugo, Riemann's Musik Lexikon, 2 vols., Berlin, 
M. esse, 1929.  

Rockstro, William 3myth, A General History of music, New 
York, Scribner and Welford, 186.  

Rowbotham, John Frederick, A History p busic, London, 
Richard Bentley Son, 1893.  

WRussell, John F., and Elliot, J. E., The Bra ss Band 
Movement, Lowdon, J. M. Dent & ?ons Ltd., 1936.  

RutbSommer, Jermann, Alte Musikinstrumente, Berlin, 
Richard Carl Schmidt & Co., 1920.  

Sachs, Curt, Th History pj Musical Instruments, Niew York, 
I.-" Norton & Co., Inc., 1940.  

Sachs, Curt, TheRise of Music in te Ancient World, New 
York, I. Norton & Co., Inc., 193.  

Schering, Arnold, Geschichte Der Musik in esielen, 
Leirzig, Breitkopf & Hrtel, 1931.  

Schlesinger, Kathleen, The Greek Aulos, London, Methuen 
& Co., Ltd., 1939.  

Scholes, Percy A., Th. Oxford Companion to Music, seventh 
edition, Yew York, Oxford University Press, 1947.  

Smith, Leo, Music of the Seventeenth and Eighteenth 
Cenjtupigs, London, J. M. Dent & Sons, Ltd., 1931.  

Sousa, John Philip, Marching Alon , Boston, Hale, Cushman 
&hFlint, 1928.  

Sousa, John Philip, Through the Year with Sousa, New York, 
Crowell & Co., 1910.  

Stainer, Sir John, T 'aMsic ot fthe Bible (with some account 
of the development of modern musical instruments from 
ancnlt types), New York, The H. W. Gray Co., 1914.  

Streatfield, Richard Alexander, Handel, London, Methuen6& 
Co., 1909.  

Terry, Charles Sanford, John Christian Bach, London, Oxford 
University Press, Humphrey Milford, 1929.

23 1



232

Thompson, Oscar, di tor, The internmatonal yclpedia of 
music and Musicians, fourth edition, revised and 
enlarged by colas 9 <Lonimsky, New York, Dodd, lead 
& Co., 1946.  

U. F 3 marine Corps, Yamal for Pield Music, Washington, 
T. 5. Government Printing Office, 1935.  

Virdung, Sebestian, Misa GCt htscht, facsimile edition by 

Leo Schrade (original edition in 1511, Base1), Rome, 
Kassel-Barenreiter, 1931.  

Wooldridge, F. E., The Polhonic Perioe PartI , Oxford 
History of 4tsic, Vol. 1, second edition, London, 
Oxford University Press, 1929.  

00ldride , . E., The P~ophonic eriod Part IT, Oxford 
Fistory of Music, ol. 2, second Adition, london, 
Oxford TTniversity Press, 1932.  

Articles 

Apel, Willi, "Egyptian Music," "German Nusic" and "Instru
ments," Farvard Dictionary of M4usic, 1944.  

Bek, Joan, and Chidester, L. W., "Some Comparisons of 
Evropean Bends," School 1uician, Vol. X (January, 
1939), p. 46.  

Bedbrook, Gerald stares, "The Genius of Giovanni Gabrieli," 

v iOLcReview, Vol. VIII (m ay, 1947),, pp. 91-101.  

Brenet, Michel, "French Military Music in the Reign of 

Louis XIV," 1Musical iQmrterli, Vol. III (July, 1917), 
pp. 340-357.  

Bruns, Francois Julien, "Musique de la Garde Republicaine," 
in "The Concert Band" series, edited. by Walter E.  
alin, 3mh2ny, Vol. V (October, 1951), p. 12.  

Colier's iiccyloredia, first edition, Vol. III. Article, 
"Band." 

Encyclopedia A.mericana, 1953 edition, Vol. III. Article, 
"Band." 

fancyc1.opdia Britannica, 14th ed., Vol. XIX. Article, 
"Robert I, the Bruce."



233

Ganoe, William Addleman, "Tunes for Tough Times," Etude, 
LXI (May, 1943), 310 and 342.  

Geiringer, Karl, "Franz Joseph Haydn," Oscar Thompson's 
International jclovedia of Music andM usicians, fourth 
edition, edited by Nicolas Slonimsky, 1946.  

Goldman, Edwin Franko "What Band Music Should Be," Etude, 
LX (August, 19423, 525, 563 and 568.  

Goldman , Rich ard Franko , "Current Chronicle 'New York'," 
Musical Qaterly, XXXVI (October, 1950), 592-595.  

Grove, Sir George, "Jakob Ludwig Felix Mendelssohn," 
Grove's Dictionary of Msicand M usicians,edited by 

. (. Collies, Vol. III, 1937.  

Bart, E3., "British Regimental Marches, Their history and 
Romance," Music uarterly, IV (October, 1918), 
579-586.  

Bibberd, Lloyd, "Estampie and Stantipes," !Pecu3um, XIX 
(April, 1944), 237.  

Hind, earold C., "Military Band," Grove's Dictionary of 
usic ai Musicians, edited by Eric Blom, Vol. V,19514.  

Kappey, J. A., 'Tind-Band," Grove's Dictionar ofMusc 'and 
Musicians, edited by J. A. Fuller Maitland, Vol. V, 
1916.  

Kappey, J. A., 'Wind-Band," Grove's DictionAry of vusic and 
Musicians, edited by h. C. Colles, Vol. V, 1037.  

Larkin, Curtis , "The Ideal Symphonic Band," Etu.de, LX 
(April, 239, 275 and 278.  

Jaitland, J. A. Fuller, "Jenry Purcell," cGrove's Dictionary 
of Music and Musicians, third edition, Vol. IV, 1937.  

Mchay, George Frederick, "Band Sonority-A Theory," Etide, 
XII (December, 1944), 693.  

Miller, Pfarrer Adolph, editor, "Vorbemerkung" to Gottfried 
Reiche's Vierundwanzig eue 2natricinia (Microfilm), 
reprint of 696 Leipzig edition, Dresden, A Ferdin
and str ., 19,27.



234

Nelson's Perpetual Loose-Leaf Encycloedia, edited by 
William M. Schuyler, 1932 edition, Vol. I. Article, 
"Band, Military. " 

Pratt, Waldo Selden, and Boyd, Charles Y., editors, 
"istorical Introduction and Chronological Register," 
Grove's Dictionary of Music and Musicians, American 
Supplement (VolJ. VIT, 1020.  

Quayle, T oibert Hn, "Sixty Years Since Gilmore," Etude, 
LXX (December, 1952) , 13 and 63.  

Revelli, William D., and others, "The Challenge of the High 
School and College Band to the American Composer," 
Etude, LXIII (May, June , 1945), 259, 260 and 319

Schering, Arnold, "Vonort," Johann Pezel's Turmmusiken und 
Suiten, in Denungoler Deutscher T onkuns t (mic rofilm), 
Vol. XTTII, 192 .  

hugart, elita 5., "Bombs, Bands and Bonds," Etude, LX 
(April, 1942), 221.  

Cunderan, Lloyd Frederick, "Band Music and Patriotism," 
Etude, LXI (July, 1943), 444 and 482.  

Thompscon, Oscar, "rlandus Lassus," The International 
C.Lo)edia of Musc. and Ausicicn , 1939 edition.  

Th oms on, irgil, "ihat Shall and Music Be?" Tint e, LX 
(July,194:2), 453 and 489.  

Duf ay, Guillaume, 2gmplete Works of_ Dufay, Rome, American 
Institute of Musicology in 2-ome, 1947.  

Gabrieli, Giovanni, Sonata Uuai Lf orte in Apel and Davison, 
1 historic IAnth ooy of Music, Cambridge, Lassachu
setts, Iav'ard University Press, 1946.  

Gabrieli, Giovanni, Sonata pin efore in Schering 
Geschichte der Musik L n eispielen, Leipzig, Breitkopf 
&I rtel, 1931.  

Gabrieli, Giovanni, Sonata pn e forte, arranged by 
Russell Harvey, Philadelphia, Pennsylvania, Elkan
Vogel, 1945.



235

Gabrieli, Giovanni, Sonataplanef e ot, arranged by rtz 
3tein, Leipzig, C. F. Peters, 1932.  

abrieli, Giovanni, Sonata ian efotte, arrangedAby R. D.  
King, north Easton, hassachuset t s, Music for Brass, 

(D938.  

Fandel, George F., jyj Firerorks lausic, arranged by 
Harvey Sartorius, nMusic Press,l19T9, 

randel, George F., SlowMarch Scipio, Theodore Presser Co., 
1950.  

Handel, George F., Wate iMusic Suite, arranged by jersey 

Kay, Theodore Presser, 1949.  

Lassus, Orlando de, Providebar Dominum, edited by Robert D.  
King, forth Easton, Massachusetts, Music for Brass, 
1940.  

Monteverdi, Claudio, IAOfeo, in Giacomo Benvenuti's 
I Classic Musicali Italini, Vol. IX, Milano, 1942.  

onteverdi, Claudio, Or~fo, in his Tutte le Opera (micro
film), Vol. XI, edited by G. Francesco Malipiero, 
Asolo, 1926.  

Pezel, Johann, Fnff-stimmiate blasenden Musik in Denkmtler 
DcscCher Ton1 ust , Vol. LXIII, 1928.  

Pezel, Johann, Hora Decima in Denirgler Deutscher Tonkunst, 
Vol. LXIII, 192W.  

Pezel, Johann, Sonata No. 3 from Tummusik, edited. by 
Ernest Hermann Meyer, Leipzig, Freitkopf & Httr t el, 
1930.  

Pezel, Johann, Zwei Suiten fUr Basinstrumente from Ftinff
simmijte blasenden Musik in Denkmaler Deutscher 
Tonkinst, Vol. LXIII, 1928.  

Purcell, Henry, Volntryarraed by Leon 
Brown (manuscript), copy in North Texas State College 
Music Library.



236

Reiche, Gottfried, Sonatina q... 10 from his Vierundj 4nzig 
Neue jatricinia, edited by Pfarrer Adolf Muller, 
Dresden, A. Ferdinandstr., 1927.  

Schttz, Heinrich, Domine, Lavia mea aperies, Part XV of 
Syphoniae Sacrae, edited by Philip Spitta, Leipzig, 
Breitkopf ,Ltrtel, 1885.  

Unpublished Material 

Douglass, Robert S., "The Fistory of the Trumpet through 
the baroquee Era," Unpublished Master's thesis, 
Department of Music, North Texas Suate College, 1953, 

pp. 222.  

Farris, John A., "The Clarinet in Chamber Music from Mozart 
through Brahms," Unpublished Master's thesis, Depart
ment of Nusic, North Texas State College, 1950, 
pp. 105.  

Goldberg, Norman Albert, "A Ristory of the Band in the 
nited State Since 1860," Unpublished Master's thesis, 

Department of Music, University of Illinois, 1942, 
pp. 11$.  

Tighfill, ]Richard, "The }Vistory of the Trombone from the 
Renaissa nce to the Early Romantic Period," Unpublished 
Master's thesis, Department of Music, Korth Texas 
tate CoIege, 1952, pp. 81.  

Lee, N. A., Jr., "'The Development of Bands from the Baroque 
Period to the Present," Unpublished Miaster's thesis, 
Department of usic, ortTexas te College, 191, 
pp. 76.  

Lesueur, Alexander Armand, "TL e Transverse Flute as an 
Instrument and the Music of the BLaroqLu Period," 
TTnputIshe. Master's thesis, Departmert of music, 
North exas %at College, 1951, pp. 67.  

NcIver, Don L., "The Clarinet in the Symphony Orchestra 
from lozart to Rimsky-Korsakov," Unpublished Master's 
thesis, Department of Nusic, North Texas State College, 
1950, pp. 177.  

Moore, David N., "A1 history of the Music and Composers for 
the Brass Ensemble Medium Before the Nineteenth 

Centuryy,' Unpublished Iaster's thesis, Department of 
Music, North Texas State College, 1950, pp.54.


