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A B S T R A C T 

Provincial education authorities have, in recent years, committed themselves 

to the integration of Canadian materials into the curriculum. Consequently, 

instrumental music guidelines from all ten provinces mandate, either directly or by 

implication, the inclusion of a Canadian component into the repertoire studied in the 

high school band class. At the same time, the number of Canadian publishers 

producing literature for advanced level (grades IV, V , VI) bands has declined. As a 

result, the need for these materials has increased while the supply has dwindled. 

The study attempts to show that historical Canadian band literature can be 

used to bridge the gap. It begins with an examination of the history of wind bands 

and band music in Canada from 1791 to 1952. Fifty representative works originating 

from the period are selected and analysed for their suitability as curriculum materials 

at the senior high school level. The results of these analyses reveal a richly varied 

source of materials ranging from marches to dances, solos, concert overtures, folk 

medleys, patriotic songs and descriptive selections. The repertoire is an authentic 

reflection of the musical traditions that inspired it and represents the work of some of 

the most acclaimed composers of their respective generations. The works studied 

display a wide range of compositional constructs and technical challenges, which 

provide the senior high school instrumentalist with opportunities for discovering a 

literature that is both Canadian and of significant value, historically and musically. 
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CHAPTER ONE: INTRODUCTION 

Statement of the Problem 

The purpose of this project is to demonstrate how Canadian music for band, 

written between 1791 and 1952, may be used to satisfy curriculum requirements for 

Canadian content in the senior high school instrumental music (band) classroom. 

Provincial guidelines for instrumental music from across Canada all mandate, in 

varying degrees, the use of Canadian materials. The use of these materials however, 

depends upon their availability at the local level. As part of the research for this 

project, a survey of the commercially available literature in print revealed that the 

number of Canadian works written for band and suitable for use at the high school 

level is minimal.1 Although there exists a sizeable body of literature for school bands 

(grades 1, 2 and 3), by Canadian composers and arrangers including Scott Rogai, 

David Mariait, Donald Coakley and Douglas Court, works for professional bands are 

rare. 

Rather than look to new compositions or commissions to rectify this situation, 

the thesis proposes to review the history of bands and band music in Canada and 

examine fifty representative historical Canadian band compositions. These works are 

of sufficient quality and quantity to meet the Canadian content provisions of 

provincial curriculum documents.2 

1 See Appendix A. 
2 See "Curriculum Materials" in Reference Section. 
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Definitions 

Canadian band music refers to music written by a Canadian composer or 

arranger, or music written on a Canadian subject. A Canadian composer, or arranger, 

refers to any person who is a Canadian citizen, a permanent resident in Canada, a 

resident in Canada during the time at which a work was composed or a Canadian 

whose professional training occurred largely in Canada but who took up residency 

elsewhere later in his or her life. A Canadian subject refers to any place, personality, 

group, activity, experience or theme that is generally acknowledged to be Canadian. 

The definitions used in this project are drawn from the definition of "Canadiana" 

prepared by the National Library of Canada.3 

The term "band" refers to those combinations of wind instruments that have 

performed in Canada under that name throughout the period of history discussed in 

the text. Although the instrumentation has evolved since the Harmoniemusik 

combinations favoured by the British Army in 1791, the basic concept of a group of 

wind instrumentalists, often with percussion, affiliated with some military, 

community, religious or educational organisation, was the defining principle of the 

ensemble throughout most of the nineteenth century. Every work selected for the 

study was written for a variety of formations of wind instrumentalists, all of which 

were referred to as "Bands". It is only in the early twentieth century, with the advent 

of a publishing industry catering to the "band", that the term finally begins to refer to 

the standardised instrumentation familiar to most. As a result, the term "band", as 

3 Collection Management Policy of the National Library of Canada: A Summary (Ottawa: National 
Library of Canada, revised August 1999). Available from Publications @ nlc-bnc.ca; INTERNET. 
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used in this paper, undergoes several changes from generation to generation. There 

are only two constants: wind instruments and percussion 
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CHAPTER TWO: A BRIEF HISTORY OF WIND BANDS IN CANADA 

La Nouvelle France (1535-1761) 

The history of wind instruments and wind music in Canada is as old as the 

history of European settlement on the North American continent. In 1535, during his 

second voyage to the New World, Jacques Cartier sailed up the St. Lawrence and 

landed at the Indian settlement of Hochelaga, the site of present day Montréal. After 

a presentation of gifts "...The Captain [Cartier] next ordered trumpets and other 

musical instruments to be sounded, whereat the Indians were much delighted."1 For 

the next two hundred years, New France grew slowly but steadily. Threatened 

constantly by both a harsh environment and the powerful Iroquois Confederacy, its 

existence was always in question. There was a constant need for a military presence 

and those instruments associated with European armies of the seventeenth century 

were also in attendance, although not necessarily welcome. "When Pierre de Voyer 

d'Argenson, governor of New France 1658-61, announced the "intra missam" on the 

main holy days, he had the fifes and tambours play, much to the annoyance of Bishop 

Laval." 2 By 1665, as the competition for the lucrative fur trade against its old enemy, 

England, intensified, France sent the Carignan-Salieres regiment, the first regular 

troops in Canada, to bolster the colony's defences. Included with each company of 

fifty were two drummers and a fife. This was the normal musical support allowed to 

each infantry regiment of the French Army at the time and according to Kastner was 

1 H. P. Bigger, ed., The Voyages of Cartier (Publications of the Public Archives of Canada, No. 11) 
(Ottawa: 1924), 166, as cited in Helmut Kallmann, A History of Music in Canada 1534-1914 (Toronto: 
University of Toronto Press, 1960) 9. 
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to continue until the fall of New France ".. Jusque vers Ie milieu du dix-huitieme 

siècle, la musique des troupes de France consistait généralement dans le fifre et le 

tambour de l'infanterie.. ." 3 The magnificent wind sounds of hautboys and bassoons 

that were one of the trademarks of "La Grande Ecurie" at the court of Louis XIV, 

were restricted to the regiments of Musketeers and would not have been heard in the 

wilds of Canada.4 

Vocal music however, both sacred and secular, would have been a constant 

companion. The role of the Catholic Church in every aspect of the simple habitant's 

life guaranteed a rich musical tradition from which to draw on. Not only did it 

provide a background for worship it was also used as an aid to missionary work. It 

quickly became apparent that the native peoples of Canada responded enthusiastically 

to musical instruction. Subsequently the music of the Church became a valuable tool 

in the process of converting neighbouring tribes to Christianity.5 Of equal 

importance was the vibrant folk music tradition of Western France that the first 

French colonists brought with them. As Dr. Marius Barbeau pointed out in the 

preface to his first collection of French Canadian folk songs " . . .La tradition poétique 

et musicale de la France et de ses anciennes colonies au Nouveau Monde est 

complexe et profoundement riche."6 Ironically, it was these vocal influences that 

2 Auguste Gosselin, Vie de Monseigneur de Laval, vol 1 (Quebec: 1890) 220, as cited in Kallmann, 
Potvin, Winters, eds., Encyclodedia of Music in Canada (Toronto: University of Toronto Press, 1981) 
"Bands," 53. 
3 Georges Kastner, Manuel General de Musique Militaire: A l'Usage des Armées Françaises (1848) 
(Geneva: MinkoffReprint, 1973) 116. 
4 Ibid. 116. 
5 Helmut Kallmann, A History of Music in Canada 1534-1914, (Toronto: University of Toronto Press, 
1960) 12. 

6 Marius Barbeau, Le Rossignol Y Chante (Ottawa: Musées nationaux du Canada, 1979) 9. 
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were to provide the source material for so much of the first truly "Canadian" band 

music that was to. emerge in Quebec over a century later. 

British Military Bands in Canada (1760-1854) 

Harmoniemusik 

With the ratification of the Treaty of Paris in 1763, France ceded all its 

Canadian possessions to Great Britain with the exception of the islands of St. Pierre 

and Miquelon. Garrison duties were assumed by British troops and with them came 

their bands. But unlike the field music of the French regime, military music in the 

British Army was on the verge of an evolution that would have a profound effect on 

the musical life of the newly conquered colony. Events in Europe generally, and in 

Prussia in particular, were setting the stage for a flowering of wind music. "Bands, as 

fixed by the order of Frederick the Great ( 1763), were to consist of: two oboes, two 

clarinets, two horns and two bassoons, a combination which was known on the 

Continent as harmonie musik .. ." 7 One year earlier, in 1762, the Royal Artillery 

Band had been recruited in Germany with an instrumentation of "...two trumpets, 

two French horns, two bassoons, and four hautbois or clarinetts [sic]"8 The Prussian 

example was soon followed throughout Europe and the harmoniemusik rapidly 

established itself as a musical ensemble worthy of the attention of the finest 

composers of the period. Raoul Camus in his exhaustive study Military Music of the 

1 Henry George Farmer, The Rise and Development of Military Music (London: William Reeves, 1912) 
56. 
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American Revolution states that ".. .of the seventy regiments of foot that were on the 

British establishment in 1775, forty-nine, or 70 percent, had bands of music."9 These 

bands performed not only music suitable for military functions but also music for the 

general entertainment of the officers, and by extension, the local population. 

Conditions of Service in the British Military Bands 

Unlike military bands of today, whose costs including salaries are provided for 

by the state, bands of the British Army in the late eighteenth century, with some 

notable exceptions, were completely supported by their officers. Commissioned 

ranks were required to subscribe to a fund, out of their own pockets, that paid the 

band's expenses10. There was rarely any reluctance however, to support the band 

since every young officer was well aware of its benefits. The document entitled 

Advice to Officers of the British Army by Francis Grose, published anonymously in 

1782, was quite emphatic when it came to the subject of bands: 

If your Regiment should not be provided with a Band of Music you 
should immediately persuade the Captains to raise one. This, you 
know, is kept at their expense while you reap the principal benefit; for 
besides keeping them always with your own Company and treating 
them as your private Band, they will, if properly managed, as by 
lending them to private parties, assemblies, etc., serve to raise you a 
considerable interest among the gentlemen of the country and, what is 
more, among the ladies.11 

Henry George Farmer. History of the Royal Artillery Band (London: Royal Artillery Institution, 1954) 
9. 
9 Raoul F. Camus, Military Music of the American Revolution (Westerville, Ohio; Intgrity Press, 1975) 
68. 
1 Henry George Farmer. Military Music (London: Max Parrish & Co Limited, 1950) 30. 
n A s cited in P. L. Binns. A Hundred Years of Military Music (Gillingham, Dorset, U.K. ; The 
Blackmore Press, 1959) 22. 
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Because the officers were encouraged to treat the Band as their own private 

property, the musicians were called upon to perform at a wide variety of local 

functions that had nothing to do with their military duties. Dinners, balls and soirees, 

in fact any social event at which young, single and wealthy gentlemen might be 

expected to participate, were legitimate performance venues. In late eighteenth 

Canada, where there was little or no formal music making, other than that of the 

Church in Quebec, the regimental band became a critical element in the development 

of a secular musical culture. In 1783, with the end of the American Revolutionary 

War, this influence became more widespread. There was a rapid increase in 

Canada's population as large numbers of United Empire Loyalists moved to New 

Brunswick, Nova Scotia and to what was to become Upper Canada. The increased 

settlement prompted the creation of military garrisons in Kingston, York and Niagara 

on the Lake to patrol the uneasy border with the new republic to the South. In each 

there were regular units of the British Army and their bands. 

The Band of the Royal Fusiliers (1791-1794) 

Prince Edward Augustus, Duke of Kent and future father of Queen Victoria, 

assumed command of the 7 t h Regiment, the Royal Fusiliers, in 1790 while it was still 

in Gibraltar . As with many of his noble contemporaries, he was used to having 

musical entertainment at hand and was determined to ensure that he could maintain 

this luxury while in Canada. Even though the War Office had granted authority in 

1783 for the recruitment of up to eight musicians in each regiment, limits were strictly 
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monitored, and any additional costs such as uniforms, music, instruments and the cost 

of hiring a bandmaster were still the responsibility of the. officers. Not content with 

the limits imposed by the War Office the Prince engaged sufficient additional 

musicians to form a band of least sixteen musicians; ".. .quatre clarinettistes, quatre 

cornistes et quatre bassonistes. A ce noyau s'ajoutent probablement des musiciens 

jouant de la flûte, du piccolo, du serpent, de la trompette, et des instruments de 

percussion"13. 

With this ensemble of highly trained European musicians at his disposal, the 

Prince and his regiment sailed for Quebec. Their contribution to the musical life of 

the city was noted by Mrs. John Graves Simcoe, wife of the newly appointed 

Lieutenant Governor of Upper Canada who at that time resided in Quebec. She was a 

avid chronicler of life in Canada and her diary entry for November 21 s t, 1791 reads: 

" I went to a subscription concert, Prince Edward's band of the 7 t h Fusiliers played, 

and some of the officers of the Fusiliers. The music was thought excellent. The band 

costs the Prince eight hundred a year"14. Scarcely a week later, Sunday, November 

27 t h, she writes: "I went to Church.. .Prince Edward always goes to church, and his 

band plays during the service"15. In addition to concerts and church services, the 

band was also a constant presence at many of the balls that were held in Quebec 

during the long winter months. Mrs. Simcoe's entry for Friday, March 2 n d , 1792 

1 2 Dominique Bourassa, "Regards sur la formation et la composition de la bande des Fusiliers royaux, 
en garnison a Quebec de (1791-1794) ", Cahiers de la société québécoise de recherche en musique, 2/2 
(nov 1998) 73. 
13 Ibid, 75. 
1 4 Mrs. John Graves Simcoe, The Diary of Mrs. John Graves Simcoe: Wife of the First Lieutenant 
Governor of the Province of Upper Canada 1792-1796. compiled with notes and a biography by J. 
Ross Robertson, 1911, (Reprint) (Toronto: Prospero Books, 2001) 55. 
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explains why officers of British regiments were so eager to support the bands with 

their own money. 

The Fusiliers are the best dancers, well dressed, and the best looking 
figures in a ballroom that I ever saw. They are all musical and like 
dancing, and bestow as much money, as other regiments usually spend 
in wine, in giving balls and concerts, which makes them very popular 
in this place.1 6 

The music performed at these many occasions was a reflection of European 

popular taste. The formats were varied because it was not unusual for the officers of 

the regiment, many of whom were skilled amateur musicians, to perform as soloists 

alongside their enlisted colleagues. A program published in the Quebec Gazette of 

February 23, 1792 gives some idea of the range of music, both vocal and instrumental, 

that was performed. Although there are a number of performers listed, as well as 

several small ensemble pieces on the program, there is little doubt the band would 

have been present for those selections requiring large instrumental forces. 

15 Ibid, 55. 
16 Ibid, 79 
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C O N C E R T 1 7 

vocale et instrumental 
A u benefice du Sieur JOUVE, Musicien de Son Altesse Royale, 

Demain (Mardi 21 février) dans la Nouvelle Salle dés Spectacles  
PREMIERE A C T E 

1. Ouverture d'Iphigenie, Musique de Gluck 
2. Second Quatuor, de Jouve 
3. Ariettes Boufonnes d'Operas Comiques, avec accompagnement de Guitare 

Française 
4. Piece d'Harmonie, pour Clarinet et Basson oblige 
5. Duo de Biaise et Babet, par Glackmeyer et Jouve 
6. Carillon des Cloches de France, a grande orchestre, Musique de Jouve 

SECOND A C T E 
1. Ouverture de Panurge, Musique de Gretry 
2. Ariette du Soldat lasse des alarmes de la Guerre, qui a été redemandée, chantée 

par Madame Allen. 
3. Ariette, de la Melouranie, avec tous les instrumens [sic] et le canon obligé, 

redemandée au concert, et chanté par Jouve. 
4. Concerto de Cor de Chasse par Rhen. 
5. Une Scène et Ariette d'Atis, avec accompagnement de Harpe. 
6. Le Sommeil d'Atis avec Harpe, chanté par Messieurs Bentley, Glackmeyer et 

Jouve. 
7. Le Concert sera terminé par la Grande Chacoune de Cephale et Procris, musique 

de Gretry. 

It is also worth noting that the above program was originally printed in 

French. Although there were two distinct classes in Quebec after the conquest, the 

small, English speaking Protestant governing class and the much larger, French 

speaking Catholic "Canadien" class, it appears that when it came to music they were 

prepared to share both their resources and their audiences. The Band of the Royal 

1 7 As cited in Kallmann, A History, 59-60. Of particular interest are the names of Jouve, the bandmaster 
of the Royal Fusiliers band, and Glackmeyer, who had come to Quebec in 1776 as the bandmaster of a 
German regiment hired by the British to defend the city during the American War of Independence. 
After the war, he left the army and took up residence in Quebec as a music teacher, music dealer, 
performer and impressario. 
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Fusiliers continued to be an active part of the city's musical life until 1794 when the 

regiment was transferred to Halifax. • 

Quebec City was a major military and economic centre in British North 

America after the American War of Independence. Many British regiments were 

garrisoned there between 1775 and 1860 and most brought their bands with them. 

The Royal Fusiliers deserve special mention for two reasons. Firstly, because of the 

prestige of their colonel, Prince Edward Augustus, and the depth of his purse, the 

band was much larger and more accomplished than those of other regiments of the 

time. These generally numbered eight to ten players, usually consisting of the 

harmoniemusik combination, with the possible addition of a trumpet, or serpent or 

perhaps both. Secondly, the presence of the band provided the ".. .spark for the 

composition of the first Canadian marches, among which was the March [sic] de 

Normandie, written in 1791 by a civilian notary, Charles Voyer de Poligny 

d'Argenson."1 8 

The Activities of British Military Bands in the Garrison Communities 

The earliest available evidence of the presence in Montreal of a British 

Military Band is an advertisement in Le Gazette de Québec dated November 28, 1771. 

It refers to an upcoming public concert and ball and states that tickets can be 

purchased ".. .chez M . Prenties, au caffè, ou par aucun de la Troupe de Musiciens du 

S. Timothy Maloney, "Canadian Wind Ensemble Literature" (D.M.A. diss., University of Rochester, 
1986)6. 
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dixième Regiment"19. The city's capture during the American invasion of 1775 had 

demonstrated the vulnerability of British possessions in North America. As a result it 

remained the home to a significant garrison, numbering well over 2,500 troops, until 

as late as 184020. In addition to their usual military duties, the bands of the regiments 

in garrison often performed outdoor evening concerts during the summer months. 

The "Champs de Mars" was a favourite location and the French Canadian press was 

eager to solicit the support of each of the new Commanding Officers, who had the 

final say on the use of their bands, to continue providing free public concerts for the 

general population. 

A cette occasion, plusieurs journaux de cette ville ont rappelé qu'a 
une epoque peu éloignée de nous, la musique du regiment en garnison 
a Montreal, avait l'habitude déjouer de temps en temps les soirs, sur le 
Champs de Mars. Nous joignons nos voeux aux leurs pour souhaiter 
que le colonel du Regiment actuel veuillent [sic] bien condescendre a 

* 21 
accorder cette satisfaction au public . 

Ten years later, in May of 1844, the Gazette, reporting on the arrival of the 

93rd Sutherland Highlanders , stated enthusiastically, the ".. .band of the 93 r d is one of 

the finest we have heard in a long time and will be a great acquisition to the evening 

amusements of our good city" 2 2. Another military band in the 1840s that had a 

significant effect on the musical life of the city was that of the 71 s t Regiment. As 

1 Le Gazette de Quebec, 360 (November 28, 1771) as cited in Dominique Bourassa, "La Contribution 
des bandes militaires Britanniques au developpment de la musique au Quebec de la conquête a 1836" 
(M. Mus diss., Université Laval, 1993) 24. 
2 0 Elinor Kyte Senior, British Regulars in Montreal: An Imperial Garrison, 1832-1854. (Montreal: 
McGill-Queen's University Press, 1981) 163. 
21 L'ami du peuple, del'ordre et des lois, 2,94 (June 11, 1834) 375, as cited in Bourassa"La 
Contribution" 53. 
" As cited in Senior, British Regulars, 164. 
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well as performing for the usual activities, both military and civil, the band was also 

lent to a number of local Roman Catholic institutions to provide music for their 

festivals, including a solemn High Mass on St. Jean Baptiste Day 2 3 . This account of 

the use of wind bands in liturgical celebrations of the Catholic Church in Quebec set a 

precedent for what was shortly to become one of the most vibrant and long lasting 

band traditions in Canada. 

Halifax, like Montreal, was a critical link in the defence of British North 

America. Especially after the loss of the American colonies, its position on the 

eastern seaboard, with a year round ice-free harbour, made it an ideal home base for 

the Royal Navy. With the Atlantic Fleet, there came the shore defences necessary to 

guarantee the safety of the settlement. As a result the Halifax garrison became one of 

the largest in Canada, and because maritime defence remained a British responsibility 

until 1910, imperial troops remained long after their departure from elsewhere in the 

country. 

As early as 1770, the Nova Scotia Chronicle reports ''two bands of music" 

travelling to St. Paul's Church for the feast of St. John the Baptist (June 24). On May 

26, 1789, another newspaper, the Royal Gazette, wrote of a performance of the "Final 

Chorus of the Messiah and the Coronation Anthem by Handel" by several gentlemen 

and the Bands of the Regiments24. In September of 1790, there was a concert in a 

local coffeehouse, that featured an unnamed harpsichord concerto and an overture by 

23 Ibid, 165. 
2 4 As cited in Timothy J. McPhee, The Music of Canada (New York: W.W. Norton, 1985) 29. 
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Bach, performed by members of the Band of the 20 t h Regiment25. In 1794, the Royal 

Fusiliers were transferred to Halifax from Quebec, and, as in Quebec, Prince 

Edward's musicians became active participants in the city's musical life. His band 

played a regular series of Saturday morning promenade concerts and the Prince had a 

special bandstand constructed that is preserved to this day.2 6 

The influx of United Empire Loyalists after 1783 led to the creation of the 

province of Upper Canada in 1791. The newly appointed Lieutenant Governor, John 

Graves Simcoe, took up his duties in 1792 at the provincial capital of Niagara on the 

Lake after a gruelling voyage by boat from Quebec. What information we have 

about the regimental bands that accompanied him is contained in the diary of his wife. 

Her descriptions of life in what was then was a very remote part of the Empire are 

softened by the soothing impact the presence of music had on her. On Wednesday, 

April 3, 1793, she wrote: 

Immediately after I have dined, I rise from the table, one of the 
officers attends me home, and the band plays on the parade before the 
house until six o'clock. The music adds cheerfulness to this retired 
spot, and we feel much indebted to the Marquis of Buckingham for the 
number of instruments he presented to the regiment. 7 

Simcoe's duties involved extensive travel throughout the province, overseeing the 

defence of its isolated communities. One of these was the village of York, the site of 

present day Toronto. It too had a garrison band, which Lady Simcoe refers to in an 

Maloney, "Canadian Wind Ensemble Literature", 5. 
2 6 Jack Kopstein and Ian Pearson, The Heritage of Canadian Military Music (St. Catharines, Ont.: 
Vanwell Publishing, 2002) 18. 
2 7 Simcoe, The Diary, 158. 
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28 entry on February 19, 1796 "...a band of music stationed near" . Despite the 

hardship of their location, the officers of the regiments in garrison used their bands to 

replicate as much as they could the lifestyles of their families in England. With 

obvious echoes of Handel and his Water Music, Mrs. Simcoe, much delighted, writes 

of an excursion on the Don River on July 1, 1796: "...a large party from the garrison 

to dinner. A boat with music accompanied them; we heard it in the evening until 

they had passed the town. It sounds delightfully"29. 

Upper Canada grew rapidly after the War of 1812-1814. The provincial 

capital of Niagara was abandoned in favour of York, with a sizeable garrison being 

maintained both there and at Kingston, a major naval centre at the head of Lake 

Ontario. There remains little documentary evidence of the presence of bands at either 

place, but it is probable that bands were present in both locations until the eventual 

removal of imperial troops shortly before Confederation in 1867. 

The Instrumentation of British Military Bands (1760-1854) 

The British regimental bands garrisoned in Canada over an almost one 

hundred year period were in a continual state of evolution. We know from both 

contemporary accounts and War Office records, at least dating from 1783, that the 

harmoniemusik combination introduced by Frederick the Great was immensely 

popular in the British Army. Musical fashion and technical advance, however, forced 

the bands to grow, almost from the time they were officially recognised. 

28 Ibid, 307. 
29 Ibid, 332. 
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The Turkish music craze that swept Europe in the late eighteenth century was 

adopted with particular gusto in the military bands. "In the British army we see 

cymbals in the 24 t h Foot (1777), with bass drum and tambourine added in the Royal 

Artillery (1782), and a Jingling Johnnie and 2 tambourines in the Coldstream Guards 

(1785)."30 The presence of these additional percussion instruments created an 

imbalance in the harmoniemusik ensemble that could only be rectified by the addition 

of greater numbers of instruments in the melodic and accompanying voices. For 

those with sufficient funds and determination, the War Office regulations of 1783 

could easily be ignored. The Band of the Royal Fusiliers was a perfect example, 

consisting of sixteen musicians in 1791, not including percussion. There were 

several ways additional musicians could be added to regimental strengths; by direct 

hire, as Prince Edward Augustus had done using his own purse, by listing musicians 

as "acting bandsmen" and paying them from the regular establishment, or by dipping 

into the regiment's "non-effective fund". Regulations of 1803 continued to permit 

only one soldier from each company or troop to be employed as musicians up to a 

maximum of eight to ten per regiment. The fact that general officers of districts in 

England were required to submit half-yearly reports on the status of their bands 

suggests that individual Commanding Officers often broke the rules3 1. The Grenadier 

Guards Band of 1794 for example, included ".. . 1 flute, 6 clarinets, 3 bassoons, 1 

trumpet, 3 horns, 2 serpents and Turkish Music" 3 2 . Ultimately, with sufficient funds 

the regulation number of eight to ten could be augmented to twenty-five or thirty. In 

3 0 Farmer, Military Music, 35. 
' ' Farmer, Rise and Development, 93. 
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1823, after enormous pressure had been brought to bear on the War Office by-

individual regiments, the official band establishment was finally increased to fifteen, 

in effect merely granting approval to what was already a well-established practice. 

The relationship between the regimental band and the officers of the regiment 

in the British Army in the nineteenth century was unparalleled elsewhere in Europe. 

The moves towards centralisation and standardisation that were such a feature of the 

growth of standing armies in Austria, France, Prussia and Russia after the Napoleonic 

Wars [1815] were largely ignored in England. Military historians have suggested 

that unlike.. ."the French, German and Russian armies, the British land forces after 

Waterloo were not expected to fight on the European continent. The British army 

I T 

.. .was more inclined to cling to the past and to develop its own peculiarities" . 

Britain's reliance on the all-powerful Royal Navy for home defence meant that its 

army could concentrate on defending its vast empire. And the army, much like the 

British Empire, was a patch-work of small quasi independent entities that functioned 

with little central control. The management of bands in the army reflected the same 

"hands-off ' approach. Instrumentation, as well as dress, were decided upon by the 

commanding officers, who paid for the bands, and the bandmasters, who more often 

than not were civilians and foreigners34. Any discussion of instrumentation must 

therefore recognise that there was no standard instrumentation in British military 

bands until at least 1857. 

Farmer, Military Music, 39. 
Byron Farwell, Mr. Kipling's Army (New York: W.W. Norton, 1981) 13. 
Farmer, Military Music, 43. 
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Although the activities of British military bands in Canada, and in Quebec in 

particular are documented in the popular press, their instrumentation is not. 

Dominique Bourassa, in her Master's thesis La contribution des bandes militaires 

Britanniques au développment de la musique au Quebec de la conquête à 1836 cites 

two sources: the first is an advertisement in the Quebec Mercury of April 13, 1813, 

for an auction of "Instruments for a Field Band". The second is a list of instruments 

belonging to the band of the 49 t h Regiment of Foot that were lost in a fire at Fort 

George, on May 28, 1813. The growth of the band from the original harmoniemusik 

combination is apparent: 

Instruments for a Field Band (1813): 6 fifes, 9 clarinets, 2 bassoons, 
1 trumpet, 3 bugles, 3 horns, 2 tambourines, 1 timpani, and 2 triangles; 

49 t h Regiment of Foot ( 1813): 10 flutes, 14 clarinets, 2 bassoons, 1 
trumpet, 2 horns, 1 serpent and 2 triangles.35 

It is important to note however, that the second list is a bit misleading. It is unlikely 

that there were 10 flautists and 14 clarinettists in the band; in all probability there 

were several types of each instrument available that were performed upon as required 

but never together at the same time. 

The pressure for growth was constant on both sides of the Atlantic and by 

1820 the band of the Royal Artillery boasted an instrumentation not unlike that of the 

modern wind ensemble: 



2 Flutes 3 Key Bugles IOphicleide 
3 Oboes 2 French Horns . 2 Serpents 
11 Clarinets 1 Alto Trombone 2 Bass Horns 
3 Bassoons 1 Tenor Trombone 5 Drums, etc. 
2 Trumpets 1 Bass Trombone Total: 39 3 6 

This however represented the very top end of the scale in the British army. The 

Royal Artillery Band was an elite unit, and like the bands of the Regiments of Guards, 

was not sent overseas in peacetime. Canada, with its vast spaces and harsh climate, 

was garrisoned by the less prestigious infantry regiments of the line and their bands. 

The instrumentation of these bands remains a mystery. Drawing on what little 

evidence we do have, however, plus our knowledge of the growth of military bands in 

England, it is safe to speculate that those bands stationed in Canada were much like 

the Band of the Royal Fusiliers in 1791. They probably contained the traditional 

harmoniemusik combination with the addition of 10 to 15 more instruments including 

clarinets, flutes, trumpets, serpent and percussion. 

The Repertoire of British Military Bands (1760-1854) 

Military bands flourished across Europe in the nineteenth century. Their 

importance in the development of discipline and espirit de corps was evident in the 

parade ground manoeuvres that were part of every soldier's training. In the British 

Army, where a wealthy officer class paid for the band's expenses [with the exception 

of soldiers' salaries], the band also served a second, social and recreational, 

function37. The repertoire played by the bands in Canada reflected these two 

Farmer, Rise and Development, 98. 
Farmer, Military Music, 30. 



21 

obligations. Pre-eminent amongst the literature destined for use in official functions 

was the march. There were two types in common use during late eighteenth and 

nineteenth centuries, the march itself and the quickstep or quick march. The march 

was destined for ceremonial parades of a stately and noble character and would be 

associated with what is today called a "Grand March" 3 8 . The quick step, known as 

"pas redouble" was in double time and according to the contemporary French band 

historian Georges Kastner, was the most commonly used in Europe "...de toutes les 

marches, la plus commune, et celle qui s'applique au plus grand nombre de cas"3 9. In 

addition to popular titles such as British Grenadiers, Grenadiers March, General 

Howe's March and Rule Britannia, British bands frequently played Auld Lang Syne at 

farewell parades and departure ceremonies. 

The music played for social activities represented the largest portion of the 

bands' repertoire. Cruises, regattas, balls, assemblies, religious ceremonies, public 

concerts and dinners were all venues at which the regiment's musicians were expected 

to perform. Concerts included ".. .une varieté de genres et d'oeuvres. On y presente 

en alternance des oeuvres vocales et instrumentales, de la musique pour soloiste et de 

la musique d'ensemble"40. Particularly popular in the category of concerted works 

were the theme and variations forms, which often allowed the bandmaster to 

demonstrate his abilities as a soloist. As in England, the most popular type of 

ensemble pieces were arrangements of currently popular operatic favourites: 

Bourassa, "La contribution", 77-78. 
Kastner, Manuel General, 335. 
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The instrumental works of the great German symphony 
composers-Haydn, Mozart and Beethoven, do not seem to have 
appealed to the military band arranger. It was rather to the field of 
vocal music that he turned. There we find transcriptions from the best-
known oratorio choruses of Handel, and excerpts from the masses of 
Haydn and Mozart 4 1 

The fact that regiments were in a constant state of rotation meant that music 

that had only recently appeared in Europe very quickly made its way across the 

Atlantic. Bourassa cites one example in particular involving the band of the 32 n d 

Regiment of Foot. On April 25 t h, 1832 at the Theatre royal de Quebec, the band 

performed the overtures to La Cenerentola, Semiramide and William Tell, all by 

Rossini, the last of which had only had its premiere three years earlier in 182942. 

Similarly, the most fashionable dances of Europe were performed at the many 

midwinter balls that occupied the upper classes during the long Canadian winter: 

contradances, cotillions, quadrilles and waltzes. On this subject, Bourassa states that 

even i f ".. .les maîtres à danser contribuent a l'importation et a l'enseignement des 

danses nouvelles, les musiciens qui participent aux assemblés et aux bals permettent 

la diffusion de la musique de danse à la mode."43 

Almost all the information cited by Bourassa and Farmer is based on 

secondary sources: letters and press reviews. They certainly provide us with some 

detail about the types of music played, but rarely the actual titles of the literature 

performed. In retrospect, the lack of "hard copies" isn't surprising, because the entire 

repertoire was in all probability copied by hand. As a result of the lack of 

4 1 Farmer, Rise and Development, 86. 
4 2 Bourassa, "La contribution", 86. 
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standardisation of British military bands, there was no English publisher of band 

music until the first "Military Band Journal" of 1845; 

Printed music for military bands at this date [prior to 1845] was 
very scarce. The little there was came from the Continent, and this was 
arranged for instruments peculiar to their bands... Those regiments that 
had bandmasters capable of composing or arranging were the best off, 
but their manuscripts were jealously guarded.44 

Consequently, the band library was functionally irreplaceable. Bandmasters would 

obtain piano arrangements or possibly full scores of current musical favourites and 

write their own arrangements. Musicians would then either copy their parts from that 

score, or someone would do it for them. Whatever the case, there would probably be 

only one copy of each part in existence. It is understandable then, that when the 

regimental band was recalled to England, the library went with it. It seems almost 

inconceivable today that almost a century of musical activity, dominated by wind 

bands, could occur and not leave a trace of music behind, but this appears to be the 

case. Ironically, what was left behind was infinitely more valuable. 

The Legacy of British Military Bands in North America 

British military bands became a vibrant part of the musical lives of garrison 

communities such as Halifax, Quebec, Montreal and Toronto. The onset of the 

Crimean War in 1854 however, and with it the prospect of fighting a European rival, 

forced the British government to drastically reduce its forces in Canada. Although 

some imperial troops did remain, and others returned at the end of the war in 1856, 

the die had been cast. Within 10 years, the defence of Canada was entrusted to the 

Ibid, 87. 



24 

new Dominion government created by the British North America Act of 1867. For 

almost 100 years,.British military bands contributed to the growth of a secular musical 

culture in a way that would been impossible in the colonies were they left entirely to 

their own resources. Canada was a land whose settlement was hardly conducive to 

leisurely pursuits such as concerted music. As Helmut Kallmann observed ''.. .the 

officers' patronage of the bands is the closest parallel to be found in Canada to the 

aristocratic sponsorship of music in European countries"45. Because British Army 

bands were, in large part, privately supported by their officers, they were often used 

within the garrison communities for recreational and social purposes which frequently 

benefited the local population. This created a taste and thirst for instrumental music 

that was well established when the imperial garrisons and their bands were 

withdrawn. 

Perhaps the single greatest contribution of the bands was the skills of those 

military musicians trained in Europe, who chose to stay in Canada at the end of their 

military service. As Maloney writes ".. .these musicians became instrumental music 

teachers and musical entrpreneurs, training the first Canadian bands and ensembles, 

importing sheet music, instructional materials and instruments, and organizing and 

performing in public concerts"46. This musical "brain drain" began as early as 1776 

with Freidrich Heinrich Glackmeyer (1751-1836), the bandmaster of a Brunswick 

mercenary regiment employed by the British during the American Revolutionary War. 

He chose to stay in Canada at the end of his engagement and went on to become a 

4 4 Farmer, Rise and Development, 115. 
4 5 Kallmann, A History, 48. 



pivotal force in the musical life of Quebec City, culminating in his appointment in 

1820 as the first director of the Quebec Harmonic Society4 7. 

There were many others that followed in Glackmeyer's footsteps and the flow 

did not stop with the departure of the last troopships. British military musicians 

would continue to choose Canada as their new home well into the twentieth century. 

Graduates of the Royal Military School of Music, Kneller Hall, founded in 1857 after 

the infamous "Scutari" incident of 1854, were responsible for leading many Canadian 

military and community bands in the years between 1867 and 1967. Many of these 

also held significant teaching positions in schools and colleges across the country. 

The British military band tradition nurtured the growth of not only military bands in 

Canada, but also community bands, school bands, and orchestral societies. 

Maloney, "Canadian Wind Ensemble Literature", 7. 
Kallmann, A History, 52. 



Canadian Military Bands (1831-1952) 

Militia Bands (1831-1899) 

One of the strengths of the British Empire was its policy of raising local 

militias to assist regular troops in defence of the colonies. These part-time soldiers 

were called up in wartime, or in times of civil unrest, to maintain law and order and in 

the case of the War of 1812-1814 were critical to the defence of Canada. Wherever 

possible they modelled themselves on British patterns and were a fixture in most early 

Canadian urban centres. The militias were well established by the end of the War of 

1812-1814 and as the nineteenth century progressed, their colonels, often wealthy 

local business people, began to emulate the example of the British officer corps. 

The earliest record of a Canadian militia band is that of the Canadian Artillery 

formed in Quebec City in 1831 under the direction of John Chrisostomus Brauneis 

(1785-1832). Brauneis arrived in Canada around 1814 with the band of the British 

70 t h Regiment but left military service in 1818 ".. .to become a music teacher and 

instrument dealer in Quebec"48. Although he died of cholera in 1832, Bourassa 

suggests that there is ample evidence to support the view that the band continued to 

perform until 1836 when it was revived under the name "La Musique Canadienne"49. 

There is little documentary evidence for the existence of other militia bands 

prior to 1854, especially in those garrison communities served by the British bands. 

But in the less populated areas of the colonies, especially those with well established 

militia traditions, there would have been a significant amount of pressure to have local 

Maloney, "Canadian Wind Ensemble Literature"', 11. 
Bourassa, "La contribution", 33. 



musicians support the activities of the militia. In one recorded example, Will R. 

Bird's History of the North Shore (New Brunswick) Regiment, the author cites a 

report from the Chatham Gleaner of August 3, 1846 that describes the presence of a 

band at a Presentation of Colours Ceremony for the Second Battalion Northumberland 

Militia. Although the name of the band is never given, the description of the parade 

manoeuvres and the various '"martial airs" performed suggests that this ensemble, like 

the battalion itself, was comprised of militiamen5 0. In all probability there may have 

been other towns, like Chatham, that could support a militia band. 

The departure of British regulars beginning in 1854 left a musical vacuum in 

many Canadian centres. But what was also left was a growing indigenous military 

community desperate for military music, a public accustomed to the simple pleasures 

of outdoor musical entertainment, and an established cadre of highly skilled 

instrumentalists who had served in British Army bands. The Militia Act of 1855 

established a paid, volunteer militia in Canada of up to 5,000 men. By 1869 this 

number had grown to 43,5005 1. There was a correspondingly large growth in the 

number of bands. In Hamilton, the Independent Artillery Company Band was formed 

in 1856 under the direction of Peter Grossman, a German Bandmaster, and in 1866, it 

was reformed as the 13 t h Battalion Band. The Queens' Own Rifles Band of Toronto 

was formed in 1862 under the clarinettist A . Maul, and the following year the Band of 

Will R. Bird, North Shore (New Brunswick) Regiment (Fredericton, N.B. : Brunswick Press, 1963) 
37. 
5 1 Canada. Department of National Defence, Traditions and Customs of the Canadian Forces: Part 3 -
Bands and Music, (Ottawa: National Defence Headquarters, 1990) 38. 
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52 the Royal Regiment of Canada, also in Toronto, was established . In Ottawa, there 

were two militia bands in existence in the 1860s, one of which, the Ottawa Field 

Battery Band, had been formed in 18 5 5. 5 3 On the other side of the country, in New 

Westminster, B.C., William Haynes, bandmaster of the Royal Engineers Band . 

retired from the British military in 1863 when his unit was recalled to England. He 

moved to Victoria and assumed the leadership of the Victoria Volunteer Rifles Band 

in 186554. One year later, one of Canada's most prestigious militia bands, La 

Musique des Voltigeurs (9e batallion), was formed in Quebec City. 5 5 By 1869, 

inspection reports of the Department of Militia and Defence catalogue the existence of 

46 bands and include comments about their size and musical proficiency: 

29 Bn [battalion] - A fair band of 11 musicians 

45 t h Bn - One of the best bands in the district, 21 performers 

65 t h Bn - Brass band, 15 musicians, just organized56 

For the remaining years of the nineteenth century militia bands grew in both 

musical quality and numbers. Some, such as the 13 th Battalion Band in Hamilton, 

The Queens's Own Rifles Band of Toronto, the 65 t h Battalion Band in Montreal, La 

5 2 D.J. Goodspeed, A History of the Royal Regiment of Canada: 1862-1979, 2 n d ed., (Toronto: Royal 
Regiment of Canada Association, 1979) 626. 
5 3 Elaine Keillor, "Musical Activity in Canada's New Capital City in the 1870's," in Musical Canada: 
Words and Music Honouring Helmut Kallmann, ed. John Beckwith and Frederick A. Hall (Toronto: 
University of Toronto Press, 1988) 118. 
5 4 Dale Mcintosh, History of Music in British Columbia: 1850-1950 (Victoria, B.C.: Sono Nis Press, 
1989) 22. 

5 5 Jacques Castonguay, Les Voltigeurs de Quebec: Premier regiment canadien-français, (Quebec, Qc.: 
Les Voltigeurs de Quebec, 1987) 477. 
5 6 Canada, Department of National Defence, The History of Bands in the Canadian Army, (Ottawa: 
National Defence Headquarters, 1952) 4. 



Musique des Voltigeurs in Quebec and the Governor General's Foot Guards Band in 

Ottawa, established enviable reputations, not only as military bands, but as concert 

organisations as well. George Robinson of the 13 t h, John Bayley of the Queen's 

Own, and Arthur Clappe of the Foot Guards had all served in British Army bands and 

brought with them experience that helped mould poorly trained local musicians into 

highly disciplined performers. In French Canada, there was little interest in hiring 

retired English bandmasters and as a result francophone directors were recruited from 

the local community. Joseph Vezina of Quebec City assumed the position of 

bandmaster of the Voltigeurs in 1869 and went on to have an enormous impact on the 

musical life of that city. 

The Instrumentation of Canadian Militia Bands (1831-1899) 

Although we have no indication as to what the instrumentation of the earliest 

Artillery band [1831] may have been, we do know the instrumentation of "La 

Musique Canadienne." Formed by Charles Savageau in 1836, it was a revival of the 

earlier militia group. According to Maloney, it consisted of ".. .a piccolo, three 

clarinets, a bassoon, three horns, two trombones, a tuba, timpani and percussion"37. 

Subsequent reports of militia band activity do not include any references to 

instrumentation until the 1870s, when a photographic record begins to appear. Jack 

Kopstein's book, The Heritage of Canadian Military Music is an invaluable resource 

with its many rare photographs, many from the author's own private collection. Four 

in particular, are probably representative of Canadian militia bands in the nineteenth 

century. These are the "Band of No 5 Company, the 41 s 1 Battalion" in 1869-70, the 
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"Governor General's Foot Guards Band" of Ottawa in 1872, the "62 n d Saint John 

Battalion of Infantry Band" of Charlottetown, PEI in 1875 and the "Queen's Own 

Rifles Band" of Toronto in 187 8 5 8. 

The first photograph, that of the Band of No 5 Company, portrays a group of 

12 musicians standing outdoors in a semicircle playing cymbals, bass drum, field 

drum and brass instruments. The brasses include one Civil War era reverse end bell 

horn, one soprano cornet and the remainder consist of alto, tenor and baritone 

saxhorns. What is of interest is that of the four photos, this is the only one that shows 

a group performing their instruments, and, with the exception of the percussionists, 

each player is reading from a small music book. The other three are all formal posed 

shots. The second image, that of the "Governor General's Foot Guards Band" shows 

a band of 22 performers. Although the front rank is obscured by a row of dignitaries, 

some woodwind instruments, Bb or C clarinets are visible, in addition to a complete 

brass band. The third photo, of the Saint John Battalion of Charlottetown, 

demonstrates approximately the same balance. Portrayed are 20 musicians, with one 

in civilian clothes, probably the leader, two percussion, one clarinet and the remainder 

brass. Other photos in this and similar sources consistently show that the brass band 

was the pre-eminent wind instrumental voice in nineteenth century Canadian militia 

bands. It appears that the introduction of woodwinds in any real number came only 

in those communities with a larger population base. 

Maloney, "Canadian Wind Ensemble Literature," 11. 
5 8 Jack Kopstein, The Heritage of Canadian Military Music (St. Catharines, Ont.: Vanwell Publishing, 
2002)21, 30-31. 
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The fourth photograph supports this view. Toronto was a major centre in 

1878 and by this time the Queen's Own Band was already recognised as an 

outstanding ensemble. Forty-two musicians appear in the photo with at least six 

clarinets, two flutes and an alto clarinet. The brass choir includes over 8 cornets as 

well as Eb alto horns, baritones, trombones and basses. The regiment took great 

pride in its band and it could boast that by 1879, of the 25 that had joined the band 

since 1875 ". . .al l but a few subsequently earned their living as professional 

musicians"59. In the absence of any photographic record, the instrumentation of 

militia bands in Montreal and Quebec must be the subject of some speculation. 

Annual militia reports of the Voltigeurs for the years 1879 and 1884 speak of a 

"...fine band of 24 musicians" and "...a very efficient band, composed of brass and 

reed instruments" respectively60. In Montreal the band of the 65 t h Battalion was also 

known by its civilian name as "La Bande de la Cite". Under the direction of Ernest 

Lavigne, the band won a grand prize at a competition in Philadelphia organised in 

1876 to celebrate the centenary of American independence. By 1890 it numbered 50 

musicians and gave two concerts daily at Sohmer Park during the summer months61. 

The key to the success of the militia bands appears to have been the drive and 

energy of each individual bandmaster. The musical proficiency of the bands varied 

greatly and even the size of the local populace was not always a determining factor. 

By the end of the nineteenth century, one of the best militia bands in Canada was that 

5 9 W.T. Barnard, The Queen's Own Rifles of Canada 1860-1960: One Hundred Years of Canada (Don 
Mills, Ont.:The Ontario Publishing Company, 1960)363. 
6 0 Castonguay, Les Voltigeurs, 477. 
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of the 13 t h Battalion in Hamilton. An industrial centre, it could boast none of the 

conservatories or musical schools that existed in Toronto or Montreal. What it did 

have was George Robinson; a graduate of the Royal Military School of Music, 

Kneller Hall, in England. He served with the band of the Rifle Brigade while it was 

on duty in Canada, took his release from regular service in 1866 and settled in 

Hamilton. For the next 30 years, by virtue of his own high standards he created an 

ensemble that included "...clarinets, oboes, the double bass and slide trombone, 

bassoon, French horn and even saxophones"62. Loyalty to the band was such that 

members gladly practised two hours a day or more and attended two rehearsals a 

week. Despite the demands of their civilian jobs and families, the band performed 

weekly concerts during the winter and during the summer months played ".. .five and 

six engagements a week, ...garden parties, park concerts, out-of-town engagements, 

and moonlight excursions on the paddle steamers that plied Lake Ontario"6 3. 

The Repertoire of Canadian Militia Bands (1831-1899) 

The period from 1831 to 1899 witnessed an enormous transition in both the 

quantity and quality of literature performed by the bands. Canadian militia bands 

inherited and continued the musical traditions established by the British Army bands 

before them. They served two audiences: the military one that demanded marches, 

music for troopings and inspections; and the more popular community one that 

insisted on the latest dances, sentimental songs and operatic favourites. At the outset, 

6 1 Gilles Potvin, "Bande de la Cite", Encyclopedia of Music in Canada (Toronto: University of Toronto 
Press, 1981) 52. 
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music was still copied by hand, usually by the bandmaster, into part books. There 

was no band music publishing industry in the modern sense and what evidence we 

have of the performance of any given works comes to us mostly from secondary 

sources. 

One of the most interesting of these sources is the piano reduction literature of 

the second half of the nineteenth century. There exists in the Library of Parliament a 

number of piano scores whose title pages include statements such as "...as performed 

by the band of ".. .a particular regiment, or ".. .as performed by the military bands." 

There are examples from both English and French Canada, with the band of the 65 t h in 

Montreal having the distinction of having its own series entitled Choix de Morceaux, 

executes par la Musique du 65eme Bataillon (Bande de la Cité). Published in 

Montreal, Quebec, Toronto and Hamilton these were prepared with the piano playing, 

home entertainment market in mind, and reflect the popularity that the military bands, 

at first the British and then later, the Canadian, must have enjoyed64. Just as piano-

vocal adaptations of popular movie themes today appear for sale in music stores 

shortly after the success of the movie soundtrack, so too, Canadian music publishers 

of the nineteenth century looked to the popularity of the military bands for increased 

sales. The works themselves are mostly fashionable dances of the period: waltzes, 

polkas, quadrilles and galops. The fact that the publishers themselves were in many 

6 2 Kingsley Brown Sr., Kingsley Brown Jr., and Brereton Greenhouse, Semper Paratus: The History of 
the Royal Hamilton Light Infantry (Wentworth Regiment) 1862-1977 (Hamilton: The RHLI Historical 
Association, 1977) 86. 
63 Ibid 88. 
6 4 Dr. S. Tim Maloney, Head of the Music Division of the National Library of Canada, provided the 
author with copies of almost twenty of these reductions in 1991. They date from 1836 to 1905 and all 
have some band connection. 



cases affiliated with the bands, such as Peter Grossman in Hamilton, Henry Prince and 

later Ernest Lavigne in Montreal, may explain why these manuscript works would 

have been so readily available for publication as piano reductions. 

One incomplete source that testifies to the expansion of bands and the music 

they played is to be found in the Royal Canadian Mounted Police Museum in Regina. 

On display on a small pedestal is an Eb alto horn part-book. It is a small, leather 

bound booklet about one-third the size of a printed page and contains approximately 

ten pages of music manuscript. On each sheet has been written the Eb alto horn part 

for selections that would have been performed by the band while on parade or in 

concert65. The Royal North West Mounted Police Force, later the R.C.M.P., was 

established in 1873, and was modelled on units of the British Army. It is not 

surprising then that bands rapidly appeared in the many isolated outposts the newly 

created force was to police. Although the first R.N.W.M.P. bands were comprised of 

volunteers, they quickly became a fixture across the prairies. By 1893, the Regina 

Depot band numbered fifteen musicians including three clarinets, two cornets, three 

alto horns, two trombones, two basses and two percussionists. Not only did the band 

perform music for military parades, it was also the featured performer at society balls 

that were held in the winter months in Regina6 6. 

The most complete manuscript source yet available of music performed by 

Canadian bands is the "Vezina Collection" in Quebec City. Joseph Vezina conducted 

a series of Quebec City bands and taught at the Quebec Seminary. He composed 

6 5 This display was observed during a visit to the museum in the summer of 1994. 
6 6 Kopstein, Heritage, 158. 
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work in every one of the popular forms of the day: marches, a variety of dances, 

including galops, waltzes, and polkas, as well as sacred selections and medleys. 

Copies of scores and parts for his compositions are still available for study at "Le 

Musée du Grand Séminaire de Quebec"67, some of which are included for analysis in 

the second part of this project. What is most important is that the literature in this 

collection is representative of the repertoire that would have been performed by most 

proficient Canadian militia bands using manuscript sources and the compositional 

abilities of their own bandmasters. The fact that those materials composed by Vezina 

that are dated, all appear to have been completed prior to 1890, suggest that he ceased 

his compositional efforts on or about that time. One of the reasons may be that he, 

like so many of his colleagues in English Canada, began to rely more and more on the 

Military Band Journals, which in the late nineteenth century had begun to constitute a 

considerable repertoire of published literature for band. 

The Military Band Journals 

By 1845, the growth of bands in the British Army, both in size and number, 

had created an enormous demand for music to satisfy their nineteenth century 

audiences. One bandmaster, Carl Boose of the Scots Guards, recognising that 

established publishers were unwilling to take a chance on military bands, decided to 

publish his own arrangement of selections from Verdi's Emani. The response to this 

single release was such that the instrument manufacturer Boosey & Co "...undertook 

6 7 In April of 1992, the author spent two days reviewing the contents of the collection in Quebec City 
and had copies made of 18 compositions that at the time appeared to have the most potential for revised 
performance purposes. The entire collection includes his letters, arrangements and compositions in 
other musical forms. 



the publication of a periodical issue of these works [band arrangements] as "Boose's 

68 

Military Journal" [in] 1846, appointing Boose sole editor" . Within two years the 

enterprise proved to be so lucrative, that two other publishers, Jullien and Schott, had 

hired bandmasters from the Coldstream Guards and the Grenadier Guards respectively 

to edit their own Journals. A l l three were bandmasters of bands based in London, 

which were amongst the best in the British Army. As a result there was now 

commercially available, by subscription, a series of quality arrangements by 

experienced writers, written for highly skilled musicians. Because the 

instrumentation of the Guards' bands also reflected the best their wealthy officer 

patrons could afford, the instrumentation of the Journals was at the forefront of the 

evolution of the wind band. Publishers however, were also keen to capture the 

largest market share they could and consequently, the Journals were heavily cross-

cued allowing for performance by the less balanced ensembles that were to be found 

in the "Line" bands. Ironically, it was the appearance of the Military Band Journals 

that did more than anything else to standardise the instrumentation of the military 

band6 9. They were to prove so popular that by the 1880s, American publishers 

Ditson, Cundy and Fischer undertook the release of their own Journals, which began 

to appear shortly thereafter in Canada70. 

Farmer, The Rise and Development, 116. 
6 9 For more information about the Military Band Journals see Charles E. Charles, "The Military Band 
Journals: Adult Music for Adult Bands," CBA (Ont) Fan/are (Summer 2000) 12. 
7 0 William H. Rehrig, The Heritage Encyclopedia of Band Music: Composers and their Music, Vol 2, 
ed by Paul E. Bierly (Westerville, Ohio: Integrity Press, 1991) 867. 



A concert program presented by the Governor General's Foot Guards Band of 

Ottawa in August of 1876 strongly suggests that the Journals had already found their 

place into that band's music library: 

Quick March on Scotch Airs - Buchanan 
Duet: Attila - Verdi 
Waltz: Manola - Winterbottom 
Grand Selection: Semiramide - Verdi (Rossini) 
Quadrille on Scotch Airs - Hamilton 
Galop: Queen Victoria - Hecker 
Waltz: Dream on the Ocean - Gung'1 
Overture: Nabucco - Verdi 
Quadrille: The Busy Band - Hartman 
Regimental March 7 1 

The names of Winterbottom and Hartman[n] were a fixture on many nineteenth 

century Journals and Verdi overtures, as well as "Grand Selections," had been 

published as early as 185472. 

The instrumentation of Canadian militia bands with their early preponderance 

of brass instruments was also consistent with the growth of the Military Band 

Journals. When the first Journals appeared there was no standardised instrumentation 

in British Army bands. Consequently, from their inception the Journals were written 

in such a way that would allow for performance by the widest possible range of 

instrumental resources. Coupled with the fact that as late as 1860, brass bands of 20 

pieces were supported by British cavalry regiments, as opposed to the wind bands of 

7 1 Keillor, "Musical Activity", 121. 
7 2 Rehrig, The Heritage Encyclopedia, 785. 



infantry regiments , there is every reason to believe that Canadian militia bands were 

certainly familiar with the Journals and did use them. 

American publishers did not embrace the Military Band Journal concept until 

after the Civil War. In 1876, A. E. Squire of Cincinnati, Ohio published a collection 

of 24 popular pieces entitled the Centennial Collection. The instrumentation 

included the standard brass band of the period plus Db piccolo, Eb clarinet, Solo Bb 

clarinets and 1st, 2 n d and 3 r d Bb clarinets74. Parts were written so that the 

arrangements were functional with as few as five or six key players. Twenty-one 

years later, in 1897, the John Church Company published the Up to Date Band Book 

by the Canadian composer/arranger L. P. Laurendeau using exactly the same 

instrumentation75. By the end of the century, Canadian militia bands had at their 

disposal an ever-expanding repertoire of popular songs, symphonic transcriptions, 

operatic excerpts, descriptive pieces and fashionable dances to perform. 

In 1899, two events were to occur that had a significant impact on the 

development of Canadian military bands in the twentieth century; the creation of the 

first permanent force (active service) military band in the Canadian Army and the 

outbreak of the Boer War in South Africa. The first helped standardise the band's 

instrumentation and nurtured some of Canada's most prolific composers for the wind 

band idiom whereas the second encouraged, albeit indirectly, a further growth in the 

number of military bands across the country. 

Farmer, The Rise and Development, 129. 
Rehrig, The Heritage Encyclopedia, 855. 



Canadian Military Bands in the early Twentieth Century (1899-1914) 

In 1899, Major-General Edward Hutton, Commanding Officer of the Canadian 

Militia was able to report: 

A permanent band for the Royal Canadian Artillery has been organised 
at Quebec under a competent bandmaster...the band in question will 
shortly be available for purposes of State and public occasions of 
importance...76 

The "competent bandmaster" was the Quebec native Joseph Vezina, who had by that 

time already established himself as a leading figure in the city's cultural life. The 

" B " Battery Band, Royal Canadian Artillery had existed as a militia unit, with Vezina 

as its conductor, since 1879 and was recognised as one of the finest militia bands in 

the province. Many of the manuscript works in the "Vezina Collection", discussed 

earlier, would have been written for this ensemble and their level of difficulty alone 

supports this view. Six years later, in 1905, two more permanent force bands were 

created, the " ' A ' Battery Band" [later to become the R.C.H.A. Band] in Kingston and 

the Royal Canadian Regiment Band in Halifax. 

Although there were militia bands elsewhere in the country that were equal to 

and in some cases much better than the first full-time bands, their creation provided 

the environment necessary for the development of a succession of outstanding 

Canadian composers for the wind band. By 1910, the first of these, Charles O'Neill, 

was to assume command of the " B " Battery Band in Quebec City. A secondary 

effect was the increased standardisation of the instrumentation of the military band. 

7 5 A set of copies of this edition were graciously provided by William H. Rehrig. 
76 Militia Reports, 1899, Article 15 as cited in Canada, Department of National Defence, History of 
Bands, 4. 
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Whereas the size, skill and efficiency of militia bands depended largely on the 

enthusiasm and talent of their respective directors, regular force bands were limited by 

the authorised number of paid positions. A photograph taken in 1910 of the Royal 

Canadian Horse Artillery Band [formerly the ' A ' Battery Band of Kingston] gives us 

an accurate record of a full time Canadian military band of the period. Modelled on 

the British line band the ensemble numbers 24 musicians and a bandmaster. Included 

are the brass choir and woodwinds including one flute/piccolo, one oboe, one 

bassoon, Eb and Bb clarinets and two saxophones as well as two percussion77. 

The effect of the Boer War was equally far reaching. For the first time 

Canada supported one of the Empire's colonial wars as a quasi-independent ally. 

Over eight thousand Canadians eventually served in the conflict and distinguished 

themselves, not only as subjects of the Empire but as Canadians. This was a 

tremendous source of nationalist pride, and in conjunction with concerns over 

Theodore Roosevelt's aggressive continentalism to the south, found: 

.. .a popular expression in the rapid spread of the Canadian 
Clubs and the beginning of the use of "0 Canada" as a national anthem 
in English Canada. Here was the beginning of a national sentiment, 
not exclusively French or exclusively British, but indigenous to the 
land and history of Canada7 8. 

One of the immediate effects of this patriotic fervour was an increase in authorised 

militia strengths and the formation of new units across the country. Included with the 

7 7 "R .C.H.A. Band", The Canadian Gunner (Shilo, Man.: The Royal Canadian School of Artillery, 
1968)45. 
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expansion was an increase in the number of authorised bands. Added to the already 

large numbers of militia bands in the established urban centres of Eastern Canada, 

bands flourished in smaller communities as well as in the rapidly expanding west. 

Perhaps the most interesting example of the importance attached to the role of 

militia bands as an instrument of government policy was the establishment of the band 

of the 103rd Rifles Regiment in Calgary in 1910. The militia, especially in Western 

Canada, was seen as a cost effective way of reinforcing the dominant role of Anglo-

Saxon culture in a region that was experiencing heavy immigration from both Eastern 

Europe and the United States. Four days after the regiment's authorisation was 

confirmed, the band of the 103 rd Rifles, under the direction of A. L. Augade, 

performed its first concert, complete with instruments, music, uniforms and fully 

rehearsed musicians79. In British Columbia, by 1912, there were at least eight militia 

bands in existence in communities as diverse as Victoria and Nelson 8 0. 

The instrumentation of early twentieth century militia bands had been more or 

less standardised by the beginning of the century. The British "line" band of twenty-

four players plus bandmaster that had been the basis for the first permanent force 

Canadian band was the general rule. There was certainly some flexibility and the 

photographic record supports the contention that local conditions as well as the 

personality of the bandmaster affected the final result. Well-established bands such 

as George Robinson's 13 t h Battalion Band of Hamilton, Ontario had an 

7 8 W.L. Morton, The Kingdom of Canada: A General History from Earliest Times 2" ei/.(Toronto: 
McClelland and Stewart Limited, 1969) 399. 
7 9 A . Judsen, interview by the author, Calgary, Alberta, 1 February, 2003. 
8 0 Mcintosh, History of Music in British Columbia, 50-61. 



instrumentation in 1901 of 32 players including double reeds and saxophones. In 

Berlin, Ontario, which was to be renamed Kitchener in 1916, where the local German 

speaking community possessed a strong musical tradition, the 29 t h Regiment Band of 

1903 could boast a similar instrumentation. Even on the prairies in 1905, the year 

that Albertajoined Canada as a province, the 15 th Light Horse Band of Calgary had 22 

members including a string bass. Two years later the same band had grown to over 

35 for its tour of the British Isles81. 

Repertoire was drawn from the Military Band Journal literature of the period. 

By 1907, militia bands in English Canada had access to an enormous list of popular 

titles available through British publishers such as Boosey & Company, Hawkes & 

Son, Chappell, and Lafleur. American publishers were equally aggressive with Carl 

Fischer, Barnhouse and Pepper publishing catalogues that contained hundreds of titles 

between them. A program prepared by the 15 th Light Horse Band of Calgary, Alberta 

for its tour of the British Isles in 1907 reflects what would have been popular band 

programming of the day: 

Daily Programme 

March Dunlap Commandery Hall 
Grand Selection Faust Gounod 
Waltzes Our Wedding Day Theo. Moses 
Overture Poet and Peasant Suppe 
Irish Airs Dreams of Erin De Witt 

Interval of 15 minutes 

Serenade Baby's Sweetheart Corri 
Cornet Solo Northern Fantasia Gung'1 

8 1 Norman Draper, Bands by the Bow: A History of Band Music in Calgary (Calgary: Century Caigary 
Publications, 1975) 10-11. 
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Descriptive Piece 
Descriptive Piece 

A Hunting Scene 
The Indian Campaign 

Bucalossi 
Gordon 

The Maple LeafForever - God Save The King' 82 

The demand for Canadian patriotic selections after the Boer War provided the 

impetus for the development of a Canadian band music industry. Although 

minuscule by British and American standards, the Whaley-Royce and R.S. Williams 

companies of Toronto both produced a number of works aimed directly at this market. 

Mostly marches, with titles such as Hail Edward VII!, Red Deer March, Fort Garry 

March, or In Old Quebec, this distinctly Canadian repertoire remained in print for 

many years. In 1911, the R.S. Williams Company produced a collection of band 

books entitled National Airs and Regimental Marches, which contained the official 

marches of over 25 Canadian militia regiments. The fact that this particular 

publication remained in print under the name of The New Canadian Patriotic Band 

Book (Waterloo, Ont.: Waterloo Music Co.,) until the 1950s attests to the considerable 

presence of Canadian militia bands up to that time. 

Canadian Military Bands During the First World War (1914-1918) 

The growth of the Canadian Army during the first few months of the Great 

War was matched by the growth in the number of bands. "Although the war 

establishment had no provision for regimental bands.. .many of the units formed their 

own bands83". By November 1914, three months after the start of the war, the 

Minister of Militia and Defence, Sir Sam Hughes, granted the option to each CEF 

8 2 Programme courtesy Mr. Michael Eastep. 
8 3 Kopstein, Heritage, 43. 



battalion to enlist one bandmaster and 24 musicians for overseas service. It appears 

that the option was exercised by many units. The importance of bands to the War 

effort was probably best reflected in a letter from the Commanding Officer of Military 

District No. 3 in Kingston, Ontario, to Captain Light, bandmaster of the permanent 

force Royal Canadian Horse Artillery Band. Captain Light had written the District 

Commanding Officer to inform him that several of the musicians in the band had 

applied to serve overseas in the firing lines. The response was an emphatic no, on the 

grounds that their service as musicians was much too valuable: 

You will kindly point out to these men that their patriotism in 
volunteering for active service has been noted and is much appreciated. 
The authorities, however, consider their services are of more value to 
the Empire in their present appointments. It has been estimated that 
one hundred men have been enlisted for, and through the music of, 
each bandsman retained at home8 4. 

The total number of bands serving with the Canadian Army during the First 

World War is difficult to determine with any accuracy because of the existence of 

unofficial bands alongside those recognised by the War Department. The issue is 

further confused by the many types of bands that were in operation. Contemporary 

records often fail to identify what kind of band was attached to each unit. The brass-

reed band that is the subject of this study was just one of many types of bands: bugle 

bands, pipe bands as well as mounted cavalry brass bands. The exact number is 

therefore the subject of some speculation but by examining the records of just one 

training camp, we can get some idea of the importance attached to the role of bands. 

8 4 As cited in Kopstein, Heritage, 43. 
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In the Spring of 1916, the Dominion government purchased a large tract of 

land near Barrie, Ontario and named it Camp Borden after the Prime Minister, Sir 

Robert Borden. Within months there were over forty thousand soldiers under 

training in the area. On August 16, 1916, a local newspaper, the Orillia Packet 

described the first Tattoo held at the Camp. Of particular interest was the description 

of the individual entries of twenty-eight regimental bands. The article goes on to 

describe the massed performances of "0 Canada", "We' l l Never Let the Old Flag 

Fall" and "Keep the Home Fires Burning". At the conclusion of the ceremony the 

massed bands accompanied the troops on parade with the evening hymn "Abide With 

85 

Me" . The musical director at Camp Borden during the war years was Captain John 

Slatter who had, prior to 1914, been the director of the 48 t h Highlanders Band in 

Toronto. By 1918 he had helped train 63 bands at Camp Borden and was awarded 

the Order of the British Empire for his efforts. Considering that Camp Borden was 

just one of many such facilities across the country, and that these were all full-time, 

professional bands, then the size of the commitment to the maintenance of military 

bands becomes apparent. 

The many surviving photographs of CEF battalion bands show that not only 

did the total number of bands grow but so too did the size of each band. Of the 

fifteen World War I battalion bands pictured in Kopstein and Pearson's The Heritage 

of Canadian Military Music, over half exceed the regimental standard of 24 

musicians, in some cases by as many as 15 musicians. When the bands finally did 

arrive overseas, they confined their music making to places behind the lines. Such 
8 5 As cited in Kopstein, Heritage, Al. 
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music making must still have been considerable in view of the fact that every 

Canadian infantry battalion in France had at least one band in addition to the bands of 

engineers, pioneers and divisional headquarters. These performances consisted of 

playing troops in and out of the trenches, performing concerts and occasionally going 

on tour. In the trenches, they fulfilled secondary duties as stretcher bearers86. 

The music itself was drawn from the repertoire of the Military Band Journals. 

A combined band concert presented by the R C H A and R C G A Bands at Government 

House in Ottawa in September of 1916 gives some idea of the literature that most 

military bands of the period probably performed: 

Overture The Merry Wives of Windsor Nicolai 
Waltz Destiny Baynes 
Selection Gypsy Love Lehar 
Suite Peer Gynt Grieg 
Two Pieces: Humoresque Dvorak 

Chanson sans Paroles Tschaikowsky 
Selection Madame Butterfly Puccini 
Suite Coppelia Delibes 
Military Suite Grand Military Tattoo Rogan 
March Entry of the Gladiators Fucik 

GOD S A V E THE K I N G 8 7 

It may be suggested that that audience at Rideau Hall in Ottawa would have 

been very different than the war weary troops for whom most bands overseas played, 

and, as a result the above would not be representative of World War I military band 

programs in general. Although possible it is unlikely for two reasons: firstly, the 

Department of National Defence, History of Bands, 9. 
8 7 Jack Kopstein, When the Band Begins to Play: A History of Military Music in Canada (Kingston, 
Ont: Apple Jack Publishers, 1992) 116. 



Journals were published for military bands and their audiences everywhere, they 

didn't distinguish between audiences at any given location. Secondly, they were . 

intended to appeal to popular taste. The works of Lehar and Puccini in particular had 

been recent stage successes in Europe where they still enjoyed widespread popularity. 

In that context the works performed were ideally suited to the Journal marketing 

philosophy. 

Canadian Military Bands Between the Wars (1919-1939) 

With the end of hostilities, The Canadian Army returned to peacetime status. 

There were massive cuts in defence spending and for the next twenty years, military 

bands in Canada existed on shoestring budgets. By 1922 there were only four full 

time bands left. These were the R.C.H.A. Band [Royal Canadian Horse Artillery] in 

Kingston, Ontario; the R.C.R. Band [Royal Canadian Regiment] in London, Ontario; 

the P.P.C.L.I. Band [Princess Patricia's Canadian Light Infantry] in Winnipeg, 

Manitoba; and the R22eR Band [Royal 22 n d Regiment "Van Doos"] in Quebec City. 

In the climate of financial restraint of the time, the success of each was largely 

determined, as in the militia, by its director of music. The P.P.C.L.I, and R22eR 

Bands were fortunate in having in their respective leaders, Captains Tommy James 

and Charles O'Neill , men with exceptional musical and leadership skills. As a result 

these two bands flourished. The P.P.C.L.I. Band performed at the British Empire 

Games in 1924 at Wembley Stadium and ".. .gave a series of sold-out concerts at 

88 

various London theaters and a broadcast from Savoy Hill Radio Station" . The Band 

maintained a busy schedule of concerts and tours through the Prairie provinces and 



the American Midwest until the effects of the Great Depression prompted locals of the 

American Federation of Musicians to complain to Army Headquarters in Ottawa. In 

1932 members of the Saskatoon Musicians Association claimed that free concerts by 

regular force bands constituted an unfair denial of employment to professional 

musicians. Army Headquarters agreed and regulations were drafted, still in effect 

today, that would limit the numbers and types of engagements that could be 

performed by full-time army bands89. 

Despite these new restrictions, the P.P.C.L.I. Band continued to be extremely 

active. In 1933, the band performed 64 concerts and 3 parades for the local 

community. Of these, only six involved any type of remuneration90. Not included in 

this number, the vast majority of which were school concerts, were engagements of a 

military nature such as regimental parades and mess dinners. Towards the end of the 

decade however, this band too found itself in a position of being unable to recruit 

suitable candidates. Low pay and the prohibition on payment from private 

engagements were often given as the primary cause91. 

The R22e R Band in Quebec City, the successor of Joseph Vezina's " B " 

Battery Band, had been under the direction of Captain Charles O'Neill since 1910. 

O'Neill was a superb musician and a skilled composer who had completed a 

Doctorate in Music from McGil l University in 1924 while still serving in the Army. 

After the band had been re-named in 1922, he managed to persuade his superiors to 

8 8 Kopstein, Héritage, 62. 
89 Ibid, 62. 
9 0 Department of National Defence, History of Bands, Appendix "C" . 
91 Ibid, Appendix " B " . 



increase its paid establishment to thirty-five musicians. These consisted of conductor, 

one flute, one oboe, one bassoon,, one Eb clarinet, ten Bb clarinets, two saxophones, 

three horns, three cornets, two trumpets, three trombones, two euphoniums, two tubas, 

one string bass and two percussionists92. With this ensemble he attained a popularity 

in the province of Quebec that was the envy of military bands elsewhere in the 

country. "It a appeared frequently in Quebec City and Montreal .. .at the C N E in 

Toronto in 1927 and in a tattoo with the RCR and RCHA in 1930"93. The pinnacle of 

O'Neill 's military career and the high-point for the Canadian Army's full time bands 

during the Depression came in 1937, when he was selected to lead a composite band 

of thirty five players to represent Canada at the Coronation ceremonies of King 

George VI in London. Just prior to its departure for England this specially selected 

group performed a charity concert at Quebec City's "Capitol Theatre" on April 26, 

1937. The programme was significant in that it included two works by O'Neill , his 

folk medley Souvenir de Quebec and the overture Builders of Youth94. 

Ironically, despite funding cutbacks throughout the military during the 

depression years, the Royal Canadian Mounted Police experienced significant growth. 

R.C.M.P. bands had existed on a volunteer basis since the force's creation in 1873 and 

had become a fixture in many detachments. But after the First World War, as the 

country's international stature grew, the federal police force found itself dealing with 

9 2 Kopstein, Heritage, 66. 
93 Ibid, 66. 
9 4 Kopstein, When the Band, 117. It is interesting to speculate whether O'Neil l was trying to make a 
musical statement or not. After his retirement from the army in ll>37 he began a second career as 
professor of composition at the State Teachers' College in Potsdam, New York. Souvenir de Quebec 
may have been a fond look back at his long association with the Quebec based Royal 22e Regiment 
Band whereas Builders of Youth was a look forward to his future in academia. 
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an increase in the number of dignitaries and ambassadors to Canada. By 1938, 

ceremonial occasions demanding the presence of a band finally convinced the 

incoming commissioner of the force, S.T. Wood to establish a full-time R.C.M.P. 

Band based at the Regina Depot. Musicians were selected ".. .from among top 

members of junior bands across Canada, and this musical body soon became a credit 

to the force..."9 5. The new thirty-five piece band made its first official appearance on 

April 30, 1939 and two months later entertained King George VI and Queen Elizabeth 

at the Regina Depot. One week after that engagement the band was transferred to 

Ottawa. 

The militia, like the permanent force, suffered severe shortages between the 

Wars due to lack of funding. Militia bands however, especially those with an 

established community base, managed to thrive. Because militia bands were part-

time organisations, restrictions on the total number of paid positions in each band 

could be circumvented. The fact that militia bands could also perform as civilian 

bands, effectively blurring the line between military and community bands, was an 

incentive to recruiting professional musicians from the local area. Consequently 

some militia bands were much larger and better equipped than their permanent force 

counterparts. By 1928, there were 125 bands in the N.P .A .M. [Non Permanent 

Active Militia], mostly in the infantry battalions96. Although they were active in 

every province, the best known were those to be found in the major urban centres of 

Kopstein, Heritage, 163. 
Department of National Defence, History of Bands, 9. 
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Toronto and Montreal. As before the war, the key to their success was often to be 

found in the person of their respective directors of music. 

Toronto was home to at least three outstanding militia bands during the 

twenties and thirties; the Royal Regiment of Canada Band, The Queens Own Rifles 

Band and the Band of the 48 t h Highlanders. The first of these, the "Royals" as they 

were affectionately known, was under the direction of Walter M . Murdoch. 

Under his outstanding leadership the strength of the band 
increased to sixty men, and their musical proficiency was such that the 
unit won the Dominion Championship for Class A Bands in the annual 
challenge competition at the Canadian National Exhibition. The 1926 
triumph was duplicated in '27, '28, '29, '30 and '31, until at last the 
contest was abandoned for want of competitiors97. 

For the remainder of the 1930s the band performed for a wide variety of civic 

functions including the opening of Maple Leaf Gardens in 1933 and the 100 th 

anniversary celebrations of the incorporation of the City of Toronto. In 1939 it was 

selected to provide the music for the official reception of King George VI in the City 

of Toronto. 

The Band of the Queen's Own Rifles, which like the "Royals" had been one of 

Canada's earliest militia bands, enjoyed critical success through much of the 1920s 

largely through the efforts of its director, Captain R. B. Hayward. Like so many of 

his contemporaries, he had had a successful career as a bandmaster in the British 

Army prior to emigrating to Canada. After settling in Toronto he accepted the 

position of supervisor of wind instrument instruction at the Toronto Conservatory of 
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Music in addition to his responsibilities in the militia. A photograph of the band 

published by Boosey&Co. in 1924 showed an instrumentation of one flute, ten . 

clarinets, two saxophones, one bass clarinet, four horns, four cornets, four trombones, 

two euphoniums, four tubas and three percussionists. Hayward retired from the 

militia in 1928 and was succeeded by another former British Army bandmaster, James 

J. Buckle 9 8. 

Perhaps the most widely known of the Toronto militia bands in the period 

between the wars was the Band of the 48 t h Highlanders under the baton of Captain 

John Slatter. Framed by performances for royal visits in 1919 and 1939, the band 

toured extensively in both Canada and the United States in the intervening period. 

Slatter had been the Director of Music since 1896 and was the dean of militia 

bandmasters in Canada. He had been the supervisor of Canadian Army bands in 

World War I and in 1931 was instrumental in founding the Canadian Bandmasters 

Association. A tireless promoter of not just military bands he was honoured by being 

elected the first president of the association he helped create. His support for the 

establishment of the Toronto cadet band, in effect one of English Canada's earliest 

school band programs, made him one of the most influential band directors of his 

generation99. With Slatter at its head, the "48 t h" was a magnet for many of the best 

musicians in Toronto. A photograph of the band taken in 1924 shows an ensemble of 

46 players including four tubas, three euphoniums, six trombones, four horns, seven 

cornets, two trumpets and woodwinds. 

Goodspeed, History of the Royal Regiment, 627. 
Kopstein, Heritage, 70. 
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Militia bands in Montreal were in some ways even more successful. Ever 

since the glory days of the British Army bands in the nineteenth century, Montrealers 

had acquired a taste for bands and their music. After the departure of imperial troops, 

Lavigne's "Bande de la Cité" [65 th battalion] was a popular feature at summer 

evening concerts at Sohmer Park which continued well into the twentieth century. As 

in Toronto, several groups were active including the Band of Les Carabiniers Mont 

Royal, which had been formerly known as the 65 t h battalion, the Band of the Black 

Watch and the Band of Les Fusiliers Mont Royal. Proficient as these groups were, 

however, they were completely overshadowed by the Band of the Canadian Grenadier 

Guards. 

In 1913, General F.S. Meighen, a wealthy railroad businessman and music 

lover, offered Jean Josephat Gagnier the position of Director of Music of the 

Canadian Grenadier Guards Band. By the age of 28, when he was offered the 

commission, Gagnier had already established himself as one of Montreal's brightest 

musical stars. He had played clarinet in silent movie theatres, bassoon in the 

Montreal Symphony and Montreal Opera orchestras as well as conducting local choirs 

and bands. The association between the Canadian Grenadier Guards Band and 

Gagnier lasted from 1913-1947 and during his tenure as leader, the ensemble became 

the crown jewel of Canadian militia bands1 0 0. Originally intended to provide music 

of a martial nature for the regiment, under Gagnier's leadership the band rapidly 

established itself primarily as a concert organisation. With the continued financial 

Jack Kopstein, "Slatter, John", Encyclopedia, 874. 
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support of F. S. Meighen, the band performed regularly with acclaimed Canadian and 

foreign solo artists. Radio broadcasts... "were relayed nationally, and several of those 

made in 1931 were heard in the U.S. as well, on the CBS and N B C networks"101. 

Like the Band of the 48 t h in Toronto, the Canadian Grenadier Guards Band of 

Montreal was comprised of some of the region's finest musicians. At any given time, 

over half of its membership earned their livelihoods in the practice of music. A 

photograph of the band 1 0 2 taken between the wars certainly confirms its concert 

nature. Numbering forty-two musicians: two flutes, one oboe, one bassoon, ten 

clarinets, one alto and one bass clarinet, three saxophones, six trumpets, four horns, 

four trombones, two euphoniums, three tubas, one string bass and three percussionists, 

it was a perfectly balanced ensemble. Manuscript copies of compositions for band 

written by Gagnier clearly indicate that he had at his disposal a professional level 

group. These works, many of which are now to be found in the "Bibliothèque 

nationale du Québec" in Montreal are exceptionally difficult, in particular the 

"Eglogue II, 'Pan aux Pieds de Chèvre ' ", written in 1932. 

In Ottawa, military music was provided by the Band of the Governor 

General's Foot Guards. By 1922, the band began to return to its pre-war strength and 

resumed many of its former activities. The untimely death of its long serving 

Director of Music Captain Joseph Brown in 1923 led to the appointment of his son, 

Joseph Thomas Brown as bandmaster the following year. Under his leadership the 

1 0 0 Gabrielle Bourbonnais, "Notes biographiques", Inventaire Sommaire du fonds J.J. Gagnier 
(Montreal: Bibliothèque nationale du Quebec, 1989) 11. 
1 0 1 Hélène Plouffe, "Canadian GrenadierGuards Band", Encyclopedia, 145. 
1 0 ' Bourbonnais, Inventaire, 14-15. 



band appeared in the United States on several occasions and was a fixture at state 

occasions at Rideau Hall. In 1925, the band was invited to participate at the opening 

ceremonies of Madison Square Gardens in New York City. While there, its forty-

five musicians also paraded up Broadway to City Hall and played a joint concert with 

the United States Military Academy Band at the New York Neurological Institute103. 

Other U.S. visits included annual performances at the Ogdensburg Fair, in 

Ogdensburg, New York. In addition to its participation in military parades, state 

functions and charity concerts in the Ottawa area, the band also began to play for 

radio broadcasts for the Canadian Broadcasting Corporation in 1928. The Director of 

Music, by then, Captain Joseph Brown, retired from the army in 1938 to accept the 

position of Director of Music of the newly formed Royal Canadian Mounted Police 

Band in Regina. During his tenure the band had grown to fifty musicians and had 

performed through much of Eastern Canada and the United States. 

Within the geographical boundaries of Southern Ontario, there were militia 

bands in almost every major community with a resident militia unit, from Kingston 

and Ottawa in the East to St. Catharines on the Niagara Peninsula and Windsor in 

South-western Ontario. The event that best puts their numbers into context was the 

Canadian Corps Reunion, which took place at the height of the Great Depression: 

J James Milne, "History of the Governor General's Foot Guards Band" (Ottawa, Ont.: Unpublished 
History, 1990) 11. The relationship between the Ottawa based militia band and the band of the United 
States Military Academy was a Iunction of their shared association with Arthur Clappe. He had been a 
British Army bandmaster who had served as Director of the Foot Guards Band before finally 
emigrating to the U. S. and accepting the position of Director of the U . S. Military Academy Band. He 
instituted a series of reforms that led to the establishment of the Army Music School. For further 



In August 1934, over ten thousand First World War Veterans 
gathered for the Canadian Corps Reunion in Toronto. Twenty-five 
bands appeared in a drum-head service [an outdoor military religious 
service] and a tattoo during the weekend of 4-6 August organized by 
Captain John Slatter. The grand tattoo occurred on thé sloping hills of 
Riverdale Park, which is known today as the Don Valley. It brought 
together one of the greatest number of people ever assembled to watch 
a single event in Canada; three hundred thousand saw the 

c 104 

performance 

Although the names of all twenty-five participating bands are not yet known, it 

is probably safe to assume that units from across southern Ontario were present. 

These would have included the Lincoln and Weiland Regiment Band of St. 

Catherines, the Scots Fusiliers Band of Kitchener, the Elgin Regiment Band of St. 

Thomas, the Royal Hamilton Light Infantry Band and the Ontario Regiment Band of 

Oshawa. Each one of these and the many others that were in attendance that day, 

probably reflected, as much as the Toronto bands did, the highest musical standards of 

their respective communities. Ontario in turn, probably held the record for the 

number of militia bands per capita when compared to the rest of the country simply by 

virtue of its loyalist past. Elsewhere in Canada militia bands also flourished. Prairie 

communities such as Winnipeg could support two militia bands, the Royal Winnipeg 

Rifles and the Winnipeg Light Infantry bands as well as the permanent force 

P.P.C.L.I. Band 1 0 5 . The onset of the Second World War in 1939, however, once 

information on his remarkable career see William Carter White, A History of Military Music in 
America (New York: The Exposition Press, 1944) 
1 0 4 Canada, Directorate of Ceremonial, Traditions and Customs of the Canadian Forces-Part 3: Bands 
and Music (Ottawa: National Defence Headquarters, 1990) 81. 
1 0 5 Kopstein, Heritage, 35. 
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again blurred the line between permanent and militia force as musicians from across 

the country chose to serve Canada in the military bands. 

Canadian Mili tary Bands in World War Two (1939-1945) 

Initially the change came slowly, permanent force bands maintained their pre

war routines in their respective depots and militia units were forbidden to take their 

bands on active strength. By 1940, however, the need for bands became clear and 

". . . Lt-General McNaughton proposed ...the organization of nine bands, one to be 

stationed at Borden, the other eight to circulate among the units of the two Canadian 

infantry divisions" 1 0 6. The process took longer than expected due to the lack of 

qualified directors and a loss of pre-war permanent force musicians. The first 

problem was solved by a request to the War Office in London to second British Army 

bandmasters to lead Canadian bands. The second problem arose when a significant 

number of full time bandsmen volunteered for overseas service and left vacancies in 

their respective bands. The Royal 22 n d Regiment Band of Quebec lost so many men 

at the outset of the war that at one point it was forced to operate with less than fifteen 

musicians. By the Fall of 1941 it had only been able increase its strength to twenty-

two "...the bandmaster, Captain Bélanger, one piccolo, four clarinets, two 

saxophones, two horns, four trumpets, three trombones, one euphonium, a tuba, and 

107 

three percussionists.. .by 1944, it had over forty members . 

By 1944, there were "...ten full time bands [overseas] and in Canada...thirty-

three full time bands plus a nucleus of permanent bandsmen in spare-time [volunteer] 

Department of National Defence, History of Bands, 14. 
Kopstein, Heritage, 85. 
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bands108. Many of the musicians that staffed these groups had been professional 

players before the war and the evolving nature of popular music was reflected in the 

activities of the war-time bands. As an example, the Royal Canadian Artillery Band 

".. .in addition to being a military band, it had within its personnel a dance band, an 

"old time" band, a salon orchestra, a choir and instrumental and vocal soloists"1 0 9. 

With such a range of abilities focused on maintaining troop morale, it is not at all 

surprising that the bands were very much in demand. The Royal Canadian Ordnance 

Corps Band performed "...during its six month tour of North West Europe [1944-45] 

- 125 concerts, 75 dances, 24 ceremonial parades, 5 route marches..."1 1 0. By today's 

standards, such an itinerary would be considered excessive; travelling in the backs of 

trucks or trooptrains, sleeping in tents or makeshift barracks and eating army food. 

Yet they were still expected to perform at a professional level over 200 times in less 

than 180 days! This was the norm for overseas Canadian Army bands. 

In addition to the thirty-three full time bands stationed in Canada, most of 

which were based at training establishments, there were volunteer bands led by full 

time musicians at operational bases. Some reserve bands, especially the more 

prestigious pre-war militia bands, continued to operate including Gagnier's Canadian 

Grenadier Guards, Ottawa's Governor General's Foot Guards and Slatter's 48 t h 

Highlanders. The Second World War also prompted the creation of the Canadian 

Women's Army Corps Band in 1943. This was initially a 41 piece brass band with 

two additional saxophones but by April of 1945, "...the band, which now included 

1 0 8 Department of National Defence, History of Bands, 16. 



reed instruments, was posted overseas and played numerous concerts in Holland and 

Belgium." 1 1 1 By the end of the War, Canadian Army bands, especially the overseas 

bands, were considered to be the equal of any bands in the British or American 

services. Despite a slow start, they had created a musical force that in no small way 

contributed to the 'espirit de corps' that characterised the Canadian Army as a whole. 

The irony was that for the first time in Canadian history, the Second World War also 

helped create competing bands in both the Royal Canadian Navy and the Royal 

Canadian Air Force. These bands got off to a much better start than the Army bands 

for the simple reason that they paid their musicians more 1 1 2. 

The Royal Canadian Navy, unlike the Army, had no tradition of professional 

bands, either in the regular force, or the reserves, prior to the commencement of the 

War in 1939. Yet by January of 1940, only four months after the beginning of 

hostilities, the H.M.C.S. [His Majesty's Canadian Ship] Stadacona Band, had been 

recruited in Toronto, trained, and posted to the Stadacona base in Halifax as an 

operational unit. The initial plan for the employment of naval bands was to perform 

"...three parades daily, noon-day concerts and weekly dances for their Ship's 

company, and in addition, civic engagements for charitable purposes"113. In practice 

however, the concert aspect of the naval bands became their most popular function. 

The person responsible for the rapid growth of this and other naval bands was Alfred 

Edward Zealley (1878-1961). As with so many of his contemporaries, Zealley had 

1 , 0 Ibid. 18. 
1 1 1 Kopstein, Heritage, 89 
1 1 2 Department of National Defence, History of Bands, 16. 
1 1 3 Jack Mirile, The Naden Band: A History, (Victoria, B.C: Jackstays Publishing, 1990) xx. 



joined the British Army as a band boy and in 1898, completed the bandmaster's 

course at Kneller Hall. After leaving regular service in 1908, he emigrated to Boston 

and from 1910 until 1914, was bandmaster at Harvard University. Hejoined the 

Canadian Army in 1915 as a Canadian Expeditionary Force bandmaster and returned 

to Boston after 1918. Between the wars he was involved with a variety of conducting 

opportunities, "...the highlight being an extensive tour through the U.S., Cuba and 

Mexico with the Belleville "Kiltie" Band." 1 1 4 

By 1942 he had overseen the creation of three more bands in Naden, B.C., 

St.Hyacinthe, Quebec and the largest, numbering over sixty full time musicians, at 

Cornwallis, N.S.. In November of that same year, Zealley was appointed Director of 

Music for the Royal Canadian Navy and instructed to establish an R C N School of 

Music in Toronto. Over a period of two years, until its closure in December of 1944, 

the RCN School graduated more than 500 musicians "...for approximately 17 bands, 

including three cruiser bands at sea, and the York band" 1 1 5. Each of these bands was 

capable of subdividing itself to form dance bands, salon groups and in some cases, 

male choirs. One of the greatest contributions of the Navy bands was that many were 

posted to smaller communities, not just on the coasts but inland as well, that had had 

no tradition of professional music making. H.M.C.S. Chatham in Prince Rupert, 

B.C., H.M.C.S. Avalon in St. John's, Nfld, H.M.C.S. Shelburne in Shelburne, N.S., 

and H.M.C.S. St. Hyacinthe in St. Hyacinthe, Quebec, were just a few 1 1 6. 

114 Ibid, XX. 
115 Ibid, xxi. 
1 1 6 Alfred E. Zealley, Music Ashore and Afloat: Famous Bands of the ACAf(Unput)Iished copy, nd) 
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The instrumentation of the shore based bands averaged from 32 to 36 players 

whereas the three ship based bands, H.M.C.S. Nabob, H.M.C.S Ontario and H.M.C.S. 

Uganda, each consisted of fifteen musicians. Both Stadacona and Naden were 

fortunate in having larger bands, probably because they were well-established bases 

before the war. A concert photograph taken of the Naden Band in 1944 

demonstrates why the Navy bands became best known as concert organizations. 

Under the direction of Stan Sunderland, the group consisted of two flutes, one oboe, 

two bassoons, nine clarinets, one bass clarinet, five saxophones, seven trumpets, four 

horns, four trombones, two euphoniums, two tubas, one string bass and three 

percussionists117. Considering that many of the wartime naval musicians were 

professional musicians before the war, an ensemble of this size was ideally suited to 

the performance of any repertoire for band. By the end of the war in Europe, the 

Royal Canadian Navy's bands began to revert to their civilian status. The popularity 

and success of the bands however, convinced post-war planners to include two full-

time bands in Navy's peacetime establishment, the bands of H.M.C.S. Naden and 

H.M.C.S. Stadacona. 

Like the Navy, the Royal Canadian Air Force had no tradition of professional 

musicians in the service prior to 1939. Although there was a volunteer band formed 

at R C A F Station Trenton earlier that year, made up of tradesmen who practised and 

performed on their spare time but were expected to work at their respective trades 

during the day, full-time musicians were not authorised until 1940. Five bands were 

proposed, each with a leader and twenty-nine players consisting of seven clarinets, 

1 1 7 Mirtle, Naden Band, 45. 
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three saxophones, six cornets, three horns, three trombones, two euphoniums, three 

basses and two percussionists. Initially, however, thé Air Force only permitted these 

ensembles four hours of practice a week, the remainder of the time being filled with 

general aircraftsmen duties118. The first full time RCAF band, the RCAF Central 

Band, was formed in January of 1941 at RCAF Station Rockcliffe near Ottawa. This 

sixty-piece ensemble eventually became the selection and testing centre for the 

sixteen part-time bands that were in existence by the Fall of 1941. 

The reputation for musical excellence that characterised both wartime and 

later peacetime R C A F bands had its origins in the RCAF overseas bands that left 

Canada starting in 1942. The R C A F Overseas Headquarters Band, a forty piece 

group, under the direction of Flying Officer Martin Boundy, was immediately 

successful ".. .playing 373 engagements in their first year overseas"119. The demand 

for their services was such that three more bands were sent, each with thirty-three 

musicians; The Bournemouth Band under Bandmaster S.V. Vowden, The R C A F No.6 

Group Band under Warrant Officer Clifford Hunt and the Warrington Band conducted 

by Warrant Officer Leroy. By 1944 all four bands were heavily committed to a wide 

variety of military and concert activities including Church parades, dance 

engagements, fund raising concerts and twice weekly radio broadcasts on the BBC. 

During their time in Britain, the R C A F bands overseas ".. .performed two thousand 

seven hundred and seventy-eight engagements...the Headquarters Band alone 

1 1 8 Kopstein, Heritage, 100. 
u9Ibid, 102. 
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performed over eleven hundred times during its three years overseas" . Back in 

Canada, the sixteen part-time bands never achieved the same stature as the 

professional bands in Britain, but in their own way they contributed to the war effort. 

R C A F station bands were renowned for the dance orchestras they supported, the best 

known of which was the twelve-piece Trenton ensemble. Like the Army, the RCAF 

also supported an all female band, the Women's Division Band. Authorised in 1942, 

this part-time group, by the last year of its existence, was averaging thirty 

engagements, both military and civilian, a month. 

The music played by the bands of all three services varied little. The British 

Military Band Journals were still the primary source of concert literature although 

American band publications were definitely becoming more common. A program 

performed by the RCAF Headquarters Band in Peterborough, England, on February 

25, 1945 demonstrates the trend: 

March Rakocsky 
Waltz Artist's Life 
Overture Marriage of Figaro 
Concert Trio The Three Trumpeters 
Suite Ballet Egyptien 
Vocal (Title Not Given) 
Trombone Solo The Joywheel 
Rhapsody Slavonic Rhapsody No 2 
Fantasy Deep Purple 
CornetSolo CarnivalofVenice 
Selection Turkey in the Straw 
Popular Anvil Chorus 
Rhapsodic Evolution From Africa to Harlem 
Suite London Everyday 

Berlioz 
Strauss 
Mozart 
Land [sic] 
Luigini 

Sutton 
Friedman 
Grofe 
Staigers 
Denmark 
Miller 
Bennett 
Coates 

Knightsbridge 

120 Ibid, 103. 



R C A F March Past 
God Save the King 

Although the works by Strauss, Mozart, Coates, Luigini and Berlioz were published in 

England, the later selections were all published in the United States. Three titles in 

particular, Turkey in the Straw, Anvil Chorus and From Africa to Harlem, clearly 

point to the changing nature of popular music as well as the increasing American 

influence in Canadian band programming. Ironically, the only significant differences 

in the literature performed by bands of the Army, Navy and Air Force would have 

been in those works affiliated with each of the three services; regimental marches, 

toasts, salutes and inspection tunes. 

Canadian Military Bands From 1945 to 1952 

With the end of the Second World War, Canadian military bands reverted to 

their pre-war status. By March of 1947, ".. .all Canada's full-time Active Force 

bands were reduced to nil strength"122. Important lessons had however been learned 

by both the Air Force and the Navy. The contribution of the bands to the 

maintenance of morale, not just amongst servicemen and servicewomen, but to the 

civilian population at home had been clearly demonstrated. Despite the reductions of 

1947, all three services managed to keep some of their bands by the administrative 

manoeuvre of reconstituting them under a peacetime establishment. As noted earlier 

the Navy maintained two professional bands, those at H.M.C.S Naden in Esquimalt, 

1 2 1 Kopstein, When the Band, 119. 
1 2 2 Department of National Defence, History of Bands, 21. 



B.C., and H.M.C.S. Stadacona in Halifax, N.S.. The Air Force kept the Central Band 

in Ottawa and added two more: " . . . in 1946, Flight Lieutenant [Cliff] Hunt organised 

the R C A F Training Command Band in Toronto, followed in 1947 by the Tactical Air 

Command Band in Winnipeg" 1 2 3. That same year, three Army bands, the R.C.A., the 

R.C.R. and the R 22e R were immediately reinstated with a fourth, the P.P.C.L.I, 

joining them in the summer. The outbreak of the Korean War in 1950 put Canada's 

military once again on a war footing and the bands enjoyed a sustained growth that 

was to last until the unification of the Canadian Forces in 1968. In the booming post 

war economy military budgets soared and by 1951 there were seven professional 

army bands. One year later, 1952, that number had grown to ten. In the reserves, 

one hundred and six 30 piece bands were also authorised, although not all were 

operational.124 

Initially the instrumentation of the post war bands remained much the same as 

it had been during the war years. The list of instruments authorised for issue to Army 

bands at government expense in 1951 included: one piccolo, one flute, one oboe, one 

Eb clarinet, ten Bb clarinets, two alto saxophones, one tenor saxophone, one baritone 

saxophone, five Bb cornets, four horns, two tenor trombones, one bass trombone, one 

euphonium, two basses and two percussionists.125 This number was to grow 

dramatically and by the middle of the decade, photographs of the period show bands 

ranging in size from thirty five to sixty musicians. Both the Air Force and the Navy 

experienced similar rates of expansion. In 1955, the Royal Canadian Navy bands in 

1 Kopstein, Heritage, 107. 
1 - 4 Department of National Defence, History of Bands, 22. 
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Victoria and Halifax were allowed a strength of forty seven musicians. One year 

later, Clifford Hunt's R C A P Training Command Band in Toronto boasted the 

following instrumentation: "...two flutes, two oboes, two bassoons, seventeen Bb 

clarinets, one alto clarinet and one bass clarinet, two alto and two tenor saxes, three 

cornets, two trumpets, four horns, five trombones, two euphoniums, two tubas, two 

string bass and three percussionists"126. 

The literature performed by these groups was in a constant state of evolution. 

Military bands existed to provide musical entertainment of a popular nature to as wide 

an audience as possible. This audience had been served, for almost a hundred years, 

by the British, and then later the American, Military Band Journals, which focused 

largely on transcriptions of popular songs, operatic and symphonic selections and less 

frequently, original works for band. It was the army bands primarily that sustained 

this tradition and a concert given by the First Canadian Infantry Battalion Band in 

1953 under the direction of Captain James Gayfer was perhaps representative of this 

school of thought: 

B A N D CONCERT 

Quick March Dunedin 
Overture Die Meistersinger 
Two Chorales Sebastien 

Kenneth J. Alford 
Richard Wagner 
J.S. Bach 

Passion Chorale 
Second Suite for Military Band 
Concert piece Praeludium 
Intermezzo Tunbridge Fair 
Valse Valse Triste 
Secular Motet Ah, Dear Heart 
Opera Selection La Traviata 

Gustav Hoist 
Armas Jarnefelt 
Walter Piston 
Jean Sibelius 
Orlando Gibbons 
Guiseppe Verdi 

125 Ibid, Appendix "D" . 
1 2 6 Kopstein, Heritage, 123. 
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Quick March 
Fantasia 
Tone Poem 

Holyrood 
Sussex Psalm 
Mannin Veen 

Kenneth J. Alford 
Russell Howland 
Haydn Wood 

God Save the Queen 127 

During the Second World War, the Air Force gained a reputation for being 

more lax and less disciplined than the Army. Pilots were the "glory boys" of the war 

and anyone associated with the service took great pride in their rebellious "devil may 

care" reputation. Air Force bands were no exception and their approach to 

programming, especially in the post war period, was one diametrically opposed to the 

use of the traditional military band repertoire favoured by the Army. By the early 

fifties, the RCAF Central Band prided itself on not playing marches but including 

"...lots of symphonic arrangements of Broadway show music, dance music, classical 

selections, but only those that could sound good when played by a top flight 

band.. .Kachaturian, Milhaud, some Tchaikovsky.. . " 1 2 8 . The drive towards the 

performance of more popular American material, especially with the influence of 

newer technologies, such as Television in the early 1950s, required a literature that 

was not yet available from traditional sources. The RCAF Central Band was in the 

forefront of this movement away from what was considered both "British" and 

"Army". As a result it was the first Canadian military band to hire a staff arranger in 

the person of Ken Campbell who had been an arranger with N B C in New York. 

Campbell had a gift for "...knowing the limits of everyone in the band so whatever he 

1 2 7 Programme courtesy Mr. Ed Barlow. 



wrote was comfortable to play.. .that, combined with a real talent for arranging, gave 

our band a sound that was the envy of all band musicians who heard us"129. Ken 

Campbell went on to produce over 120 special arrangements for the band most of 

which were based on currently popular movie, television and radio themes. This 

rejection of traditional published sources was a recognition of the changing nature of 

popular music. But it was also entirely consistent with the mandate of Canadian 

military bands, one that had not changed since their appearance a century before. 

The Legacy of Canadian Military Bands (1831-1952) 

Like the British Military Bands before them, Canadian military bands made an 

enormous contribution to the musical establishments of the communities in which 

they served. The key to their success lay in the tradition of sponsorship and the 

continuity of that sponsorship the Canadian military inherited from the British. This 

support was not just limited to bands, it included both the dramatic and visual arts. 

As Bernard Ostry points out in his study The Cultural Connection: An Essay on 

Culture and Government Policy in Canada: 

The importance of music and theatre was recognized early, not only in 
relieving the tedium of military routine but in promoting a corporate 
spirit and a sense of pride, and in fostering cheerful relations between 
garrisons and civilian populations. For years the Department of 
National Defence was alone among federal departments in developing 
a conscious, consistent and imaginative cultural policy and providing 
the funds to make it work. 1 3 0 

1 2 8 Guy Fortier, I Mean...Is That All You Do...Play in the Band? (Ottawa, Ont.: Privately Published 
Memoir, 1997)42. 
129 Ibid, 42 
1 3 0 Bernard Ostry, The Cultural Connection: An Essay on Culture and Government Policy in Canada 
(Toronto: McClellandand Stewart, 1978)41. 
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The Militia Act of 1855 provided for the payment of authorised members of 

the militia; so when militia bands began to appear shortly thereafter, a mechanism was 

already in place to pay musicians' salaries. But although payment for performance 

was certainly an enticement to many of the better players in a community, by itself it 

was insufficient to guarantee the formation of a band. It was the British tradition of 

band patronage by the officer class, adopted by Canadian militia units, that ensured 

that until the end of the nineteenth century, bands could afford the instruments, 

uniforms and music they needed to perform. The officers were still expected to 

subscribe to a band fee and as late as 1895 the officers of the Governor General's Foot 

Guards in Ottawa were being held accountable for the cost of the band's 

• 131 

instruments . These private regimental funds were also used, well into the 

twentieth century, to attract quality candidates to the position of Director of Music. 

Paid as honoraria, they enabled militia units in Toronto, Ottawa, Montreal and 

elsewhere to seek out highly qualified musicians to lead their bands. Once a band 

achieved a certain measure of success, regimental pride, often in the guise of a 

regimental association, did its best to ensure that the band continued to thrive through 

ongoing financial support or an aggressive recruiting campaign in the event that a 

bandmaster were to retire. Ultimately, unit loyalty helped maintain the continuity 

that permitted some bands to function successfully for generations. Militia bands 

could then offer their respective communities rehearsal spaces, salaries for musicians, 

uniforms, adequate music libraries and above all, committed and effective leaders. 

1 3 1 Deaprtment of National Defence, History of Bands, 5. 
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The result, especially in the larger urban centres, was an unbroken succession of fine 

bands that nurtured audiences and performers alike. The Queens' Own Rifles Band 

of Toronto was the training ground for Herbert L . Clarke, Sousa's cornet soloist 

".. .who started in the twelfth cornet chair.. .in nine years he had worked his way up 

the solo cornet chair. He left this to take the solo cornet position in the famed 

Gilmore Band of New York." 1 3 2 

The most significant contribution of the militia bands however, lay in the 

activities of their leaders. In their civilian lives, militia directors were often teachers; 

J. J. Gagnier at the Conservatoire nationale and the McGil l Conservatorium of 

Music 1 3 3 , R. B. Hayward at the Toronto Conservatory 1 3 4and Joseph Vezina taught at 

the Grand Séminaire de Quebec. Collectively men such as these and many like them 

contributed to the creation and training of boys bands such as the Toronto cadet band 

(Slatter), the Ottawa Lions boys band (Brown) and the Quebec Seminary Band 

(Vezina) at a time when instrumental music instruction was non-existent in most 

schools. Their activities were also of an organisational nature; of the seventeen 

founding members of the Canadian Bandmasters Association in 1931, five were 

militia bandmasters135. The leadership roles that they exercised over their militia 

bands were also transferable to adult community bands. Lt George Ziegler conducted 

the Scots Fusiliers Band of Kitchener, Ontario, as well as the Kitchener Musical 

Society Band. Joseph Vezina was conductor of both the Beauport Concert Band and 

1 3 2 Barnard, Queen's Own Rifles, 365. 
1 3 3 Bourbonnais, Inventaire, 12. 
1 3 4 Barnard, Queen's Own Rifles, 365. 
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the " B " Battery Band, R.C.A. in Quebec City in the 1880s. In many cases the 

membership lists and libraries of local community and militia bands were often 

similar, only the rehearsal venue and uniform changed. 

In the field of composition, the bandmasters were equally active. Beginning 

in 1869 with Joseph Vezina in Quebec (9 t h Battalion Band) and extending out to the 

prairies with Harry L. Walker (R.N.W.M.P Band), the bands provided three 

generations of Canadian composers with the tools they needed to perfect their craft. 

Militia bandmasters such as John Slatter and R. B. Hayward in Toronto as well as J. J. 

Gagnier in Montreal all wrote for their own ensembles and published successfully in 

both the United States and Canada. During the First World War, A. W. Hughes, an 

established composer and arranger since the 1890s, was bandmaster of the 76 t h 

Battalion Band, C E . F . . Charles O'Neill spent thirty years in the Regular army only 

to begin a second career, in 1937, as a professor of composition at the State Teachers 

College in Potsdam, New York. Between them, Hughes and O'Neill contributed 

over fifty published works to the Canadian repertory. Despite the fact that the period 

covered by this study ends in 1952, the influence of Canadian military bands on a 

later generation of composers, including Robert Farnon and James Gayfer, whose 

works only began to appear in the mid to late 1950s, must also be noted. Although 

Canadian military bands no longer continue to excite the public imagination as they 

1 3 5 John Mellor, Music in the Park: CF. Thiele-Father of Canadian Band Music. (Waterloo, Ont.: 
Melco History Series, 1988) 45. 
1 3 6 In many of the militia/reserve band libraries researched for this study, it was not uncommon to find 
sets of parts with three or more consecutive owners' stamps, not all of which were military. On one 
arrangement dated 1900 of Haydn's entire "Military Symphony", there are three overlapping labels: 
"Property of the Irish Regiment of Canada", "The Toronto Symphony Band" and the most recent, the 
"411 SQN RCAF (AUX) Concert Band". 
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once did, their contribution to the development of our musical culture is incontestable. 

And at the core of that contribution is the literature they inspired and performed 

Community Bands in Canada (1836-1952) 

Definition of Community Bands 

The definition of community bands used in this study applies to those adult 

wind bands affiliated with and generally sponsored by a community, community 

based religious institution, commercial enterprise, service organisation or fraternal 

lodge. These organisations provided the necessary funds and facilities that enabled 

local musical groups to perform on a regular basis for audiences in that community. 

In many cases, these groups were civilian reflections of military bands in that the 

music they performed was intended for the same popular audience and many of the 

uniforms they wore were based on military patterns. In general musicians were 

unpaid, especially in the smaller centres, but enjoyed a significant amount of prestige 

in representing their municipality, company, service organisation or lodge. 

Unfortunately, this tradition of unpaid service plus the restrictions of limited local 

support left many community bands without any standardised form of documentation, 

in contrast to the military bands where the payment of salaries by the crown involved 

a large centralised bureaucracy. One that demanded annual reports, lists of 

engagements and effective strengths, all of which help to create a clear picture of each 

military band and its time. Community bands, most of which operated without this 

administrative support system, have left us little or no record of their existence. Any 
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history of community bands in Canada then, must be a series of snapshots which, 

when viewed on a national scale, give the reader some general idea of the nature of 

their development and growth. 

Community Bands in Canada Prior to the First World War (1820-1914) 

Unique in the history of music in Canada is the story of the Children of Peace, 

a religious sect established in the early nineteenth century at Sharon, a small 

community near the present day city of Newmarket, Ontario. Under the leadership of 

David Willson (1778-1866), the sect promoted the use of music in its worship 

services. By 1820 a small band had been organised which was to thrive under the 

direction of Richard Coates, ". . . a veteran bandmaster of the battle of Waterloo and 

the Peninsular War." 1 3 7 Performing in a temple expressly built for their worship 

services, the musicians at Sharon, both vocal and instrumental, managed to impress 

even their religious detractors ".. .a British clergyman of the Anglican church.. .had to 

admit that he was pleased with the music.. . " 1 3 8 . Coates resigned in 1848 and by the 

1860s the band's emphasis had shifted to the performance of secular rather than 

sacred music. During that same decade, a set of silver instruments was purchased for 

the band, which then became known as the Sharon Silver Band. Under this name, it 

performed at local towns and villages such as Uxbridge and Newmarket and during 

the summer months entertained passengers on nearby Lake Simcoe steamers. With 

the death of the sect's leader in 1866, the movement began to decline and the last 

Kallman, A History, 73. 
Ibid, 75. 



meeting of the Children of Peace took place in August of 18 86 1 3 9 . For almost fifty 

years, the Children of Peace supported a musical society, in almost complete isolation, 

that according to William Lyon MacKenzie, the first mayor of Toronto, was 

"...unequalled in any part of the Upper, and scarcely surpassed even by the Catholics 

in the Lower province." 1 4 0 

The earliest reference to a civilian band elsewhere in Canada is that of "La 

Musique Canadienne", founded in Quebec City in 1836 under the direction of Charles 

Sauvageau (18047-1849). The band had been formed five years earlier as an 

Artillery Band but had ceased to function on the death of its founder, Jean-

Chrysostome Brauneis. Sauvageau had been a member of the earlier group and the 

revived ensemble of fifteen players ".. .took part in the first celebration of Saint-Jean-

Baptiste Day (the feast of the patron saint of French Canada) in Quebec City on June 

24,1842...". 1 4 1 Theband was involved in subsequent parades and ceremonies until 

the death of its leader in 1849. Throughout the 1840s there is also evidence that 

bands were active in the Maritimes (Fredericton N.B. and Antigonish N.S.) as well as 

Upper Canada (Guelph and Niagara on the Lake). 1 4 2 Secondary evidence suggests 

that some form of civic band existed in Montreal at the same time. Complaints to 

authorities that British Military bands constituted unfair competition to local groups, a 

theme that is repeated throughout Canadian band history, support this view. 1 4 3 

139 Ibid, 77. 
1 4 0 W.L. MacKenzie, Sketches of Canada and the United States (London: 1833) 122-3. As cited in 
Kallmann, A History, 75. 
1 4 1 Maloney, "Canadian Wind Ensemble Literature", 11. 
142 Ibid, 25. 
1 4 3 Senior, British Regulars, 163. 



By the 1850s community bands began to appear with greater frequency 

throughout Upper Canada. Hamilton was already the second largest city in the 

province with a population of almost 10,000 when the Sons of Temperance Band was 

formed in 1851. A band was organised that same year in the small town of Thorold 

in the Niagara District 1 4 4. To the North, the German speaking community of Berlin, 

Ontario (present day Kitchener) sponsored a brass band and by 1859, could boast two 

town bands1 4 5. The earliest recorded band in Ottawa, the Bytown Amateur Band, 

was ".. . active in 1842 and a brass band had been formed by Paul Favreau in 1844... 

in the 1860's there were at least five bands in existence"146. Smaller centres, such as 

Perth, Ontario also organised bands, some of which, like the Perth Citizens Band, 

continue to exist to this day. 

The decade that followed the Confederation of Canada in 1867 witnessed an 

explosion of community bands, both professional and amateur. In Montreal, Edmond 

Hardy formed the Harmonie de Montreal in 1874 and two years later, Ernest Lavigne 

formed the Bande de la Cite (also known as the Regimental Band of the 65 t h 

Battalion). Hardy's band continued under his leadership for fifty years whereas the 

Bande de la Cite, although less long lived, had an amusement park built specifically 

for it so it could perform there. Known as Sohmer Park, Lavigne ".. .directed his 

Band in concerts twice daily in the summertime from 1889 until his death [1909]"1 4 7. 

Elsewhere in the province of Quebec, Joseph Vezina organised several community 

144 Thorold, Its Past and Present. Thorold Citizens Centennial Committee, 1968. 
1 4 5 June Countryman, "Kitchener and Waterloo'" Encyclopedia, 499. 
1 4 6 Keillor, "Musical Activity", 118. 
1 4 7 Maloney, "Canadian Wind Ensemble Literature", 29. 
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bands including the Union Musicale de Quebec in 1870 and the Harmonie de Notre 

Dame de Beauport in 1876. Community bands were also formed in Montmorency in 

1872 and Ste. Hyacinthe in 1879. The Berlin Musical Society was formed by 

merging two previously existing bands in 1876 and two years later it was designated 

the Band of the 29 t h Infantry Regiment. Berlin's sister city of Waterloo founded its 

own Waterloo Musical Society in 1882 creating a band tradition that was to make 

Waterloo a household name in band circles until the mid twentieth century.148 

As Canada's population grew and moved westward, so too did the bands. By 

1876, records indicate that bands had been organised in Winnipeg, Manitoba and were 

already active in Victoria, B.C.. With the completion of the Canadian Pacific 

Railway in 1885, communities that had previously been frontier outposts were 

transformed rapidly. Within two years there were community bands active in 

Calgary, Regina, Prince Albert and Vancouver 1 4 9. By the end of the nineteenth 

century bands were an important part of the musical life of most Canadian towns and 

cities. 

The patriotic pride that followed the Boer War (1899-1902) not only nurtured 

the growth of militia bands. Quasi-military community groups whose uniforms were 

modelled on military patterns flourished, especially in Loyalist Ontario. The "Kiltie" 

Bands in Belleville, Galt and Chatham, distinguished themselves, not only for the 

opulence of their highland dress uniforms but for their musical skill. The Belleville 

"Kiltie" Band was founded in 1900 and quickly established itself as one of the 

1 4 8 Mellor, CF. Theile, 15. 
1 4 9 Maloney, "Canadian Wind Ensemble Literature", 29. 
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country's foremost professional performing organisations. By 1902-03, the band had 

".. .traveled 32,000 miles in 48 weeks, covering the Atlantic to the Pacific and going 

as far south as Mexico" 1 5 0 . In August of the following year, 1904, it was a featured 

attraction at the St. Louis World Fair and from there went on to perform twice for 

King Edward VII of England 1 5 1. The band performed regularly in park concerts and 

at fairs during the summer months while during the winter it toured the vaudeville 

circuit. It ceased its professional activities in 1911, although it was reformed for later 

tours after the First World War. Other "Kiltie" bands brought fame to their 

respective communities, such as the Galt [now part of Cambridge, Ontario] Kiltie 

Band, which performed for two weeks at the New York Horse Show in 1910, and at 

the Iowa State Fair in August of 1911. 

It was only in Quebec where the number of military bands did not grow in the 

period preceding the Great War. In fact quite the opposite occurred. "Les Unions 

Musicales", as community bands in Quebec were known, increasingly assumed the 

responsibilities of militia bands. Even the prestigious Band of the Voltigeurs, whose 

leader had once been Joseph Vezina, was replaced by the civilian L'Union Lambilotte 

in 1900 . This contractual arrangement whereby a civilian band provided musical 

support to a militia unit, was commonplace throughout the province, so much so that 

it was noted with some concern by higher authorities.153 These "Unions Musicales", 

however were just as popular as their community band counterparts outside Quebec 

1 5 0 •'The Best Band in the World", Belleville (Ontario) Intelligencer, 3 1 December 1999, Millenium 
edition. 
'5^ Ibid. 
1 5 2 Castonguay, Les Voltigeurs, 479. 



and were to be found in most populated centres, from the "Union Musicale de 

Joliette" in the Laurentians north of Montreal, to similar organisations in Shawinigan, 

the Saguenay region, Trois Rivieres, Cap de la Madelaine and the Eastern Townships. 

A provincial festival of municipal bands held in Joliette on August 24, 1907, 

involving over 500 musicians, included the following bands ".. .L'Alliance de 

Montreal (J.J. Goulet), La Philharmonie de St-Hyacinthe (Leon Ringuet), La 

Philharm. de St-Jean (Napol. Boisvert), L ' U . M . de Joliette, L'Harmonie de 

Sherbrooke, celle des Trois Rivieres, la fanfare du 65eme bataillon de Montreal 

[bande de la cite], celles de St. Jerome, de Terrebonne"154. In addition to the 

performance venues that these groups had in common with community bands 

elsewhere in the country, there is every reason to believe that they often were 

involved in religious festivals, especially the feast of St. Jean Baptiste [24 June], the 

patron saint of Quebec. Although little evidence has been uncovered to date, it is 

also probable that local Catholic parishes sponsored wind groups to enhance the 

elaborate liturgies that were part of life in staunchly Catholic Quebec. 

The community bands that flourished throughout Canada, whether French or 

English, were all descended from a European cultural tradition, as were most of their 

players, but not all. The aboriginal peoples of British Columbia's Pacific North West 

coast adopted the brass band with an enthusiasm that was totally unexpected, so much 

so that "...no less than thirty three of these native bands existed in British Columbia 

1 5 3 Jean-Yves Gravel, L'Armée au Quebec: un portrait social ¡868-1900 (Montreal: Boreal Express, 
1974) 105. 
1 5 4 Raymond Locat, La Tradition Musicale a Joliette: 150 ans d'histoire (Joliette, Qc: Raymond Locat, 
1993)267. 
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between 1864 and the first decades of the twentieth century"155. Originally begun as 

an outgrowth of missionary efforts, the first was established in the community of 

Metlakatla, near Prince Rupert. By 1875 the band numbered twenty-one pieces and 

performed on instruments that were the gift of a London silk manufacturer. The 

influence of this first group was soon felt throughout the area, and shortly thereafter 

bands were established in the communities of Kincolith and Fort Simpson. By 1900 

the Port Simpson Band was renamed Nelson's Cornet band after its leader Job 

Nelson, a Tsimshian native. These bands competed informally amongst each other 

until they were noticed by the Department of Indian Affairs and invited to compete at 

the Dominion Exhibition of 1905 in New Westminster. " A total of seven bands, from 

the Nass River, Sechelt, Port Simpson, Bella Coola, Aiyansh, Squamish and Bute 

Inlet duly arrived.. . " 1 5 6 , and when they were not performing in competition, they 

provided public concerts on the streets and in the parks of New Westminster. The 

scoring was based on British Brass Band contests and eventually the overall winner 

was the Port Simpson band under the direction of Job Nelson. The results of the 

competition were so striking that Prince Rupert "...decided to institute a series of 

similar contests there, which began in 1908 and lasted until about 1914."1 5 7 

Mcintosh, History of Music in British Columbia, 44. 
Ibid. 46. 



The Instrumentation of Community Bands in Canada (1820-1914) 

The instrumentation of community bands in Canada parallels that of Canadian 

military bands during the same period. In 1831 William Lyon Mackenzie described a 

meeting in Hope [Sharon] where he observed musicians performing on "...three or 

four clarionets, two French horns, two bassoons, besides German and octave flutes, 

158 

flageolets, etc..." . Given the date and the location these were probably performers 

from the Children of Peace sect in Sharon. The instrumentation he describes is 

entirely compatible with that of a British regimental band of the Napoleonic era. In 

view of the fact that Richard Coates, a retired army bandmaster, was the master of 

music in Sharon at the time, this is not surprising. Five years later, the "Musique 

Canadienne" of Quebec City, directed by Sauvageau, consisted of fifteen pieces 

including ". . .a piccolo, three clarinets, a bassoon, three horns, two trombones, a tuba, 

timpani and percussion."159 

With the appearance of a photographic record in the second half of the 

nineteenth century, the predominance of brass instruments is evident. An early 

picture of the first Waterloo, Ontario band taken in 1858 includes a total of nine brass 

players and two percussionists. With the exception of a cornet, all other brass 

instruments are of the reverse bell saxhorn variety1 6 0. Within twenty years, as in the 

military bands, woodwinds gradually began to appear. By 1878 the Nanaimo 

157 Ibid. 47. 
1 5 8 W.L. Mackenzie as cited in Kallmann, A History, 14. 
1 5 9 Maloney, Canadian Wind Ensemble Literature, 11. 
1 6 0 Mel lo r , CF. Theile, 14. 
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Concert Band of Nanaimo, British Columbia consisted of "...three cornets, three 

clarinets, two baritones, a euphonium, a tenor, a bombardon and two drums,.. . " ' 6 1 

Community bands at the beginning of the twentieth century, especially those 

in the larger centres, had essentially achieved what would be considered a modern 

instrumentation. The Belleville "Kilties" boasted an ensemble of forty pieces on 

their tour of the British Isles in 1904-1905 and Lavigne's Bande de la Cite in 

Montreal had fifty members by 1890 1 6 2. Even in the smaller communities the 

concept of band balance had progressed to the point that local bands, at least in terms 

of numbers and instruments used, were indistinguishable from military bands of the 

period. The Thorold Town Band, which had been in existence since 1851, appears in 

a photograph taken at the start of the twentieth century. Pictured are thirty-six 

musicians including seven cornets, full brass choir as well as at least one flute, six 

clarinets and tenor and baritone saxophones163. In 1914, the Kitchener Musical 

Society Band posed for a photo with its director J. Harry Stockton. The group 

consists of one flute, one oboe, one bassoon, eleven clarinets, one alto and one tenor 

saxophone, five cornets, four alto horns, five trombones, two baritones, two tubas and 

percussionists. Of specific interest is the inclusion of melodic percussion in the 

picture; orchestra bells and chimes. Although many of its activities would have still 

involved marching in parades, the presence of these particular instruments suggests an 

increasing emphasis on the performance of concert music. 

1 6 1 Mcintosh, History of Music in British Columbia, 25. 
1 6 2 Maloney, Canadian Wind Ensemble Literature, 27. 



The Repertoire of Community Bands in Canada (1820-1914) 

The music performed by the Sharon Band remains the subject of some 

speculation. Six band scores from Sharon that once belonged to Richard Coates, 

bandmaster of the sect until 1848, are probably "...typical of band music of the late 

eighteenth and early nineteenth centuries: simple, diatonic with arpeggiated melodic 

lines, and rhythmically cliched." 1 6 4 A l l six titles would have been appropriate for a 

military band of the period so we have no way of knowing what religious music, if 

any, may have been written specifically for the Children of Peace. In later years, as 

the group's musical activities became more secularised, most of the pieces were 

medleys of American tunes or "...overtures, serenades and selections from standard 

operas"165. Since each piece was generally procured ".. .by single selection, and each 

bandsmans's part was copied by their leader into books of blank forms..." 1 6 6 there is 

no evidence yet found as to what the specific repertoire might have been. 

As with the military bands, the gradual introduction of the Journals in the 

second half of the nineteenth century standardised the community band repertoire. 

Although the painstaking task of writing individual parts out by hand would have 

continued in the smaller centres until the end of the century, the larger, professional 

bands would have had access to both British and American publications. In 1890, 

Ernest Lavigne's Bande de la Cité in Montreal performed a repertoire that consisted 

1 6 3 Photograph courtesy Mr. Brian Williams , St. Catharines, Ontario. 
1 6 4 Maloney, Canadian Wind Ensemble Literature, 16. One of these, the "Grenadiers Slow March" 
scored for flute, two clarinets, bassoon and serpent, is still a staple of most military band libraries in an 
edition published by Hawkes & Son in 1950. 
1 6 5 A. Helen Pearson, "The Passing of the Children of Peace," Saturday Night, November 30, 1912. As 
cited in Kallmann, A History, 77. 
166 Ibid. 77. 
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primarily of "...overtures, quadrilles, medleys and marches"167. Titles of manuscript 

scores written by Joseph Vezina in the 1880's, while he was conductor of the 

Beauport Concert Band, reflect a similar pattern: medleys, galops, polkas, boleros and 

marches. By the beginning of the twentieth century, the Journals were widespread, 

even in relatively isolated areas. A concert performed by the Union Musicale de 

Joliette, a community north of Montreal, in the spring of 1906, consisted entirely of 

published works: 

Marche Cañabas Hall 
Overture Amazone Laurendeau 
Selection de La Vestale Mercadante 
Valse Poetica Faune 
Doux Sourire Laurendeau 
Ouverture Joyeux étudiants Losez 
Fantaisie sur les airs écossais Round 
Morceau caractéristique Colored Guards Laurendeau 
Marche Crescent Queen Hall 

O Canada, God Save the Queen 1 6 8 

The touring bands especially sought to make their programs as appealing as 

possible. A Sunday evening concert performed by the Galt "Kiltie" Band at the Iowa 

State Fair in 1911 is probably representative of most community band concerts 

presented in the early 1900s. Unlike the previous program in Quebec, however, 

whose repertoire was heavily dependent on American publications, works by Hall, 

Losez and Laurendeau, the Galt band primarily used British Journals.169 Whatever 

the source, there is a common thread to all the literature performed. The works are 

Maloney, Canadian Wind Ensemble Literature, 29. 



all of a light "Pops" variety and were staples of the Military Band Journal repertoire 

of the period: 

Galt Kiltie Band of Ontario 
Sunday Evening 

August 27th 

Grand Coronation March "Le Prophet" 
Overture "Rosamunde" 
Grand Selection "Bohemian Gir l" 

(a) "The Church Parade" 
(b) Gavotte "Weymouth Chimes" 
Obligato for tubular bells 

Song for Cornet, "The Children's Home" 
Mr. Porter 

Grand Descriptive Fantasia, "The Military Tattoo" 

Meyerbeer 
Schubert 
Balfe 
Markey 
Howgill 

Cowen 

Lieut. Rogan1 

The small Canadian band music publishing industry that existed prior to the 

First World War was concentrated in Toronto and, as noted earlier, focused primarily 

on patriotic selections. There was one element of their activities however, that was 

specifically directed to community bands. The region stretching from Kingston in 

the East to Windsor in the Southwest was staunchly Loyalist and supported an active 

Orange Lodge movement. Many of these lodges sponsored bands and the firm of 

Whaley-Royce produced a series of marches that were directed to this segment of the 

market. Arranged by Herbert L. Clarke and A. W. Hughes, these were intended for 

the Protestant marching season and by today's standards would have been considered 

Locat, La Tradition Musicale a Joliette, 263. 
1 6 9 Titles in both programs are listed, with their publishers and dates of publication, in Rehrig's 
Heritage Encyclopedia of Band Music. 
1 7 0 Copy of Program courtesy Mr. Bi l l Fox of Cambridge, Ontario. 



inflammatory. With titles such as Protestant Boys, No Surrender, Orange March, 

Twelfth of July and United Empire, they were arranged so that they were functional 

even with an incomplete instrumentation. Most were published between 1890 and 

1900 and their distribution in older community band libraries suggests they must have 

been quite popular1 7 1. It is unlikely that military bands of the period would have 

performed these works with any regularity since even one hundred years ago, 

Canadian politicians were quite sensitive to the fact that at the time, fully one third of 

the country's population was French speaking and Catholic. 

The documentation used to prepare this study reflects one further aspect of 

community band membership in Canada from 1820 to 1914: it was almost exclusively 

male. The onset of the First World War in August of 1914 and the patriotic fervour 

that followed it resulted in a drastic reduction of community band activities until the 

end of the war. In some communities, the band simply joined the local militia unit en 

masse and served out the war as a military band. Others just ceased their activities as 

a result of losses suffered as men volunteered for active service. As noted previously, 

bands were not silent during the Great War, bandsmen continued to play as much as 

ever, only they did it uniform. 

Community Bands Between the Wars (1918-1939) 

If the period before the Great War was one of growth and standardisation for 

community bands in Canada, both in terms of instrumentation and repertoire, the 

period between the wars was one of organisation. Charles Frederick Theile (1884-

1 7 1 A l l titles are in the author's private collection and were found in libraries in Belleville, Toronto, 
Cambridge, Waterloo and Perth, Ontario. 



1954) arrived in 1919 in Waterloo, Ontario to take up the position of director of the 

Waterloo Musical Society. Already an established musician in the Northeastern 

United States, he was to prove a pivotal figure in the growth of the community band 

movement in Canada. Five years after his arrival ".. .he formed the Ontario Amateur 

Bands Association in 1924 [and] was elected the first president by his peers, and 
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continued to reign as president for the next twenty years" . With Theile's support, 

the association agreed to conduct annual band competitions at the Canadian National 

Exhibition in Toronto. These competitions had originally begun in 1921 on the fair's 

"Music Day" and at first were limited to just ".. .military bands [who] played set 

pieces for adjudicators and were awarded prizes" 1 7 3. As the reputation of the 

competitions spread, it was later opened up to non-military entries. 

Band Festivals were not new; the first recorded one took place in Berlin 

(Kitchener) Ontario in 1877 and the following year a similar one was held in Montreal 

with nineteen competitors. The Waterloo Musical Society sponsored a "... 16 band 

tournament in 1885, and other Ontario cities held festivals in later years...it was not 

until 1921 that an organised band competition on a national level was begun"1 7 4. By 

creating a venue that was nationally respected the Canadian National Exhibition gave 

bandmasters and audiences alike the opportunity to hear some of the finest bands, 

both military and civilian, of the day. During the 1920s groups such as Montreal's 

Canadian Grenadier Guards Band under J.J. Gagnier performed as well as 

internationally acclaimed ensembles. In 1929, Edwin Franko Goldman wrote the 

172 The Canadian Bandmaster, March 1954, 3. As cited in Mellor, CF. Theile, 20. 
1 7 3 Jack Kopstein and Patricia Wardrop, "Band Festivals", Encyclopedia, 52. 



Canadian National Exhibition March to commemorate the first appearance of his 

band at the Exhibition. During the eighteen year period from 1921 to 1939, the CNE 

had created a venue, in its annual "Music Day", that exposed competitors to the finest 

wind band ensembles of the day. This, in conjunction with adjudication at the 

competitions by some of the most outstanding figures in the field of band music, 

served to significantly improve the standard of band performance throughout central 

Canada. 

Theile had founded the Waterloo Music Company in 1921 and it had proven to 

be enormously lucrative. He used the proceeds of his company to support many of 

his activities related to the promotion of bands and their music. In 1931 the Canadian 

Bandmasters Association was founded with his support and the following year, on the 

occasion of the fiftieth anniversary of the formation of the Waterloo Musical Society, 

he established the Waterloo Music Festival. 

Twenty-Three bands from all across the province of Ontario 
accepted Thiele's invitation to attend the Festival and compete in band 
contests in various categories. Captain Charles O'Neill , D. Music, 
Bandmaster of the Royal 22 n d Regiment, Quebec, and the senior 
Bandmaster of the Canadian Permanent Forces, who had been the 
adjudicator of the Ontario Amateur Bands Association Concerts at the 
C.N.E. Toronto, agreed to be the chief adjudicator.175 

The Waterloo Music Festival was to continue, with the exception of the war 

years, until 1958. In 1949 it attracted thirty-two brass and reed bands as well as 

twenty-eight trumpet and bugle bands and eight accordion bands. Over 20,000 

174 Ibid. 52. 
1 7 5 M e l l o r 1 C F . TheiletAl. 
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spectators came to watch parades and hear the various performances. The following 

year, 1950, highlights of the event were broadcast live, coast to coast, on the C B C s 

"Saturday Magazine" 1 7 6. With Theile's death in 1954, the impetus for support of the 

Festival waned and it was finally abandoned by the Waterloo Music Company in 

1958. 

Community bands resumed their growth after the First World War with even 

greater enthusiasm. Many of the established community bands returned to their pre

war levels of activity and some types that had existed before the war, without any 

particular degree of success, suddenly flourished. This latter scenario applied to 

several bands sponsored by community based businesses, one of which, the Anglo-

Canadian Leather Company Band of Huntsville, Ontario, was called ".. .one of the 

finest industrial plant bands in the world" 1 7 7 . The band had been founded by Charles 

Orlando Shaw in 1900 around the nucleus of several Italian immigrant employees at 

the Huntsville plant. Shaw was a wealthy amateur cornetist and in 1918, while in 

Chicago taking lessons from Herbert L. Clarke, he convinced Clarke to assume the 

directorship of the band. Being no stranger to industrial bands, having conducted 

both the Heinztman Piano Company Band and the Taylor Safe Works Band in 

Toronto in the late 1880s, Clarke did so and encouraged other top players to join him. 

For five years, until he resigned in 1923, the band grew reaching an eventual size of 

almost 69 musicians, all of whom were employees of the company and received 

generous salary bonuses and housing subsidies. Clarke was eventually succeeded by 

176 Ibid. 113. 
1 7 7 Alfred Zealley as cited in "Anglo-Canadian Leather Company Band", Encyclopedia, 21. 
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another Sousa cornet soloist, Ernest Pechin and it was under his leadership that the 

band became one of the first "., .of its kind in Canada to do a radio broadcast (CFRB, 

Toronto, 1926)."1 7 8 

Industrial bands existed across the country, but thanks to Dale Mcintosh's 

comprehensive survey History of Music in British Columbia 1850-1950, their 

activities are best documented in British Columbia. It was in the province's mining 

industry where the most active support occurred and from Ladysmith and Nanaimo on 

Vancouver Island, to Fernie, Michel and Natal near the Alberta border, miners bands 

were the predominant form of large instrumental music making in their respective 

communities. The first band in the town of Trail was formed in 1897 and it 

continued as a community supported group until 1920, when sponsorship passed to 

the local Elks Lodge. In 1928, the newly appointed conductor, a William Donnelly, 

who was "...acquainted with the support which commercial firms gave brass bands in 

Britain,.. .convinced the Consolidated Mining & Smelting Company (now Comineo) 

that it would be of benefit both to the company and the community if, when hiring 

new staff, preference would be given to musicians who could play with the band" 1 7 9. 

For eight years Donnelly worked with the band until his resignation in 1936. Its 

reputation was such that "...an advertisement for a new director brought forth 214 

180 

applications" . Not only did the Mine support its own band, the community of Trail 

also supported another band, established in 1919, known as the Maple LeafBand, 

mIbid.2\. 
1 7 9 Mcintosh, A History of Music in British Columbia, 37. 
180 Ibid. 37. 



which by the 1930s, regularly accepted out of town engagements in Spokane, 

Kelowna and in 1936, Vancouver. 

The two small mining communities of Michel and Natal (near the present day 

community of Sparwood) formed a co-operative band in the early 1920's that in 1925 

took first prize at the Calgary Stampede. A photograph of the band taken after its win 

shows an ensemble of five clarinets, two alto saxophones, five cornets, four alto 

* 181 

horns, two trombones, three baritones, basses and percussion . The music 

performed by the province's industrial bands was probably selected from the 

extensive popular American band literature of the day. By the 1920s, U.S. publishers 

had largely abandoned the Journal format in favour of individual title sales. In the 

heyday of professional bands there were many publishers, including Fischer, Cundy, 

Feist, Remick and Fox all competing for their share of the band market. Although no 

copies of scores or parts that belonged to the B.C. industrial bands have yet been 

uncovered, the contents of another mining band library, the McIntyre Concert Band 

library of Timmons, Ontario, are perhaps representative of the literature performed by 

commercial bands of the period. The McIntyre Concert Band was sponsored by the 

McIntyre Mine of Timmons, Ontario, and the vast majority of the titles in this library 

of approximately 250 works consist of marches, cornet solos, light concert pieces and 
182 

arrangements of popular songs from the 1920s and 1930s . 

181 Ibid. 43. 
1 8 2 The McIntyre Concert Band library was purchased by the author in Kingston, Ontario. It was in the 
possession of a former high school teacher from Timmons would had obtained it from a local Legion. 
Stored in a garage for several years, the collection had suffered some mould damage, but was still 
legible. It was in the McIntyre library that the author first discovered some of those Canadian titles 
that led to the research for this paper. 
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In addition to civic bands, industrial bands, and lodge bands, the period 

between the wars saw the appearance of the first ladies' bands. Community bands 

were almost exclusively all male until the early 1920s. In 1925, George Ziegler 

(1889-1981), conductor of the Kitchener Musical Society (the Scots Fusiliers Band of 

Canada) and director of the Kitchener Conservatory of Music "...conceived the idea 

of forming a ladies' band, most of whose early members had learned their 

instrumental skills at the Conservatory"183. The band eventually became the world's 

largest ladies' band of the time with a membership of 94 musicians. A photograph 

taken in its first year of existence shows a balanced group of one flute, thirteen 

clarinets, two alto and two tenor saxophones, eight cornets, four alto horns, two 

trombones, two baritones, two tubas and percussion. The band appeared in both 

Canada and the United States and won great acclaim for its performances. It was 

forced to abandon its activities during the Depression years but ".. .during its 

existence had received no less than 100 invitations to play." 1 8 4 

The Kitchener Ladies' Band was not the first in Canada. Mcintosh suggests 

that there is evidence of a ladies band in Victoria as early as 1894 without providing 

further details . In the small prairie town of Rouleau, Saskatchewan, however, 

Andrew King, a local printer and founder of the Rouleau Citizens Band in 1910, 

formed the Rouleau Ladies' Band in 1916. One year later, the band made its first 

appearance and within five years was winning awards in the Military Band Class " B " 

1 8 5 Sybil Card Crawford, "George Henry Ziegler (1889-1981)" Waterloo Historical Society Journal, 
Volume 76, 1988. 72. Although the term "ladies" generally refers to adults, there is no specific 
reference in the works reviewed to the actual ages of the participants. It may be that the "Ladies'" 
bands were in fact girls' bands. 



competitions at the Saskatchewan Music Festival in Regina. The band had the 

distinction of being one of the first ladies' bands in .Western Canada and it travelled 

extensively throughout the south of the province performing at both Regina and 

Moose Jaw Fairs. They had the use of a Pullman rail car, donated by the Canadian 

Pacific Railway, which was attached to passenger or freight trains as they passed 

through this small agricultural community of 1100 people.1 8 6 

Charles F. Theile's support of band contests at both the Canadian National 

Exhibition and the later Waterloo Music Festival were largely possible as the result of 

the financial success of the Waterloo Music Company, which he had established in 

1921. The key to the company's initial growth was the enormous demand for "Music 

Cue Sheets" prepared for silent movies, that enabled theatre musicians to provide 

appropriate background music for the latest Hollywood blockbusters. Max Winkler, 

a New York native and former employee of Carl Fischer, as well as personal friend of 

Theile's "...was quick to realise the enormous business potential of supplying suitable 

sheet music for silent movie musicians"1 8 7. Theile recognised immediately the 

possibilities in Canada and organised his business accordingly. Sensing intuitively, 

however ".. .it was a business that was limited in scope .. .he began to broaden his 

field and import sheet music from as many as twenty different music publishers in the 

188 

United States: music for orchestra, band, organ and choir" 1 0 0. His experience with 

bands in particular had taught of the difficulty in obtaining recent publications of band 
184 Ibid. 13. 
1 8 5 Mcintosh, A History of Music in British Columbia, 60. 
1 8 6 Mr. Deane Charles, telephone interview with the author, March 29, 2003. 
1 8 7 Mellor, CF. Theile,2S. 



music from either the United States or Britain. So consequently, ".. .in 1925, Theile 

made the monumental decision to. become a publisher of music, by Canadian 

189 

composers" . He began modestly enough with a series of classroom texts entitled 

The Singing Period and Songs for Today that were rapidly accepted by educators 

across the country. Then in 1928, he accepted the financial responsibility for two 

ailing publications, The Canadian Bandsman and Musician and Musical Canada: he 

agreed to become the managing editor of both and promptly amalgamated them under 

the name of Musical Canada. With this arrangement in place, his company was well 

protected from the double shock of 1929: the Wall Street Crash and the advent of the 

"Talking Pictures". 

While Theile's takeover of the magazines Canadian Bandsman 
and Musical Canada were correctly described as an act of generosity 
motivated by a singular desire to assist Canadian musicians, it could be 
argued that his generosity had also been motivated by business 
interests. A born entrepreneur, he now controlled two of the most 
influential and popular musical magazines read by the majority of 
Canadian musicians and musical educators. Promotion of sheet music, 
instruction books and instruments sold by his company could now be 
made through the medium of Musical Canada.m 

The Waterloo Musical Society under his direction had continued to develop to 

the point that by 1929 it was presenting a series of radio broadcasts every Thursday 

evening at 9 p.m. on C K C R radio, Waterloo. The membership of the band was 

drawn from the finest players in the community. In an undated photo from the period 

Ibid. 30. 
Ibid. 31. 

1 Ibid. 36. 



it consisted of one flute, ten clarinets, one bass clarinet, one each of soprano, alto, 

tenor and baritone saxophones, five cornets, four alto horns, four trombones, three 

baritones, three tubas, one string bass and two percussionists191. In an environment 

as rich in band music as the community then was, it was inevitable that new Canadian 

compositions would appear. Theile hired a staff writer in the person of the legendary 

A . W. Hughes, who had been a Canadian Army bandmaster in the Great War and who 

had already written many works for the Toronto publisher Whaley-Royce as well as 

American publishers Cundy, Barnhouse and King. Between 1930 and 1934 Hughes 

produced eight titles for Waterloo including the overtures Specialty and Novelty, the 

waltz Rose Festival, and five marches. Charles O'Neill, a personal friend and 

founding member of the Canadian Bandmasters Association, also contributed six titles 

to the Waterloo catalogue between 1928 and 1943. Theile himself, as arranger and 

composer, provided a further ten titles including two concert overtures, two medleys 

and six marches. An undated Waterloo Music Company "Band Edition" cover folder 

from the period contains listings for fifty titles published by the company including 

overtures, selections and miscellaneous works. Of these, sixteen were either arranged 

or composed by Canadians.191 

Perhaps the best measure of Theile's contribution to the growth of community 

bands was the support he was able to rally for an amendment to the Ontario Municipal 

Act of 1936 that allowed communities to levy a tax in order to finance the local band 

or musical society. Known as the "Band Tax Law" and passed in 1937, this act 

191 Ibid. 32. 



ensured that Ontario municipalities could use taxpayers dollars "...for the support and 

aid of a town's civilian band organisation..."1 9 2. By 1939, community bands were in 

operation throughout the country; they were well supported, popular and could draw 

on an enormous body of literature available through Canadian, American and British 

publishers. History however, was to repeat itself one more time and by September 

1939, Canada was once again at war. As in the past, the community band movement 

did its part, as musicians from across the country rallied to the flag. 

Community Bands After the Second World War (1945 -1952) 

With the end of hostilities in 1945, community bands across Canada returned 

to their pre-war levels of activity. In British Columbia, Citizens' bands, Legion 

bands, Benevolent Order of Elks bands and Firemens' bands, from Abbotsford to 

Williams Lake, existed much as they had been before the war 1 9 3. The "Unions 

Musicales" in Quebec, many of whom had continued to perform between 1939 and 

1945, also showed no sign of decline. The Waterloo Music Festival resumed its 

operations in 1946 and, as previously noted, set record attendance figures for the years 

1949 and 1950 1 9 4. In Calgary, the Calgary Musicians Association band was formed 

in 1947 renaming itself both the Calgary Concert Band and the 403 Squadron Band, 

R.C.A.F. in 1950. The growth was not to last however, and by 1952, there were 

subtle changes that were to dramatically affect the community band movement in 

Canada. In 1946, the University of Toronto established the ".. .first baccalaureate 

1 9 1 A l l works listed in this section as well as the "Band Edition" cover are in the author's private 
collection. 
1 9 2 Government of Ontario, "Section 405, Sub-Section 65, The Municipal Act, Chap. 266, R.S.O. 
1937", as cited in Mellor, C F. Theile, 60. 







picnics and theatrical presentations199. In the 1870s in Ottawa, a city with both large 

French speaking and Irish immigrant populations, there were there were two college 

bands, the St. Joseph's College Band and the band of the Christian Brothers school. 2 0 0 

As the country expanded westward, the church was eager to establish missions 

amongst the native peoples. The Qu'Appelle Industrial School, a Catholic residential 

school in Lebret, Saskatchewan, organised a brass band in 1891 under the direction of 

Father Dorias and it gave its first concert the following year. "Throughout the 

1890's, the Qu'Appelle Industrial School Brass band quickly assumed a prominent 

role within the school and surrounding district...at sports days, picnics, and 

"entertainments and receptions" in the area.. . " 2 0 1 . In 1895 and 1897, it won first 

prize at band competitions held at the Territorial Exhibition in Regina. Mission 

bands had appeared even earlier in British Columbia with the establishment of the St. 

Mary's Mission Brass Band in 1864 under the direction of Harry Edwards and the 

Okanagan Mission Band in 1870. The St. Mary's Mission boys ranged in age from 6 

to 12 and the group remained in operation until 1940. The band performed ".. .at the 

24 May celebrations in New Westminster in 1867... at the "great land sale of Mission 

City" in 1891, and were active participants at the opening ceremonies of the 

909 

Bellingham-British Columbia railway the same year." 

No other religious denomination in Canada had the combination of musical 

tradition, financial resources and access to trained educators that allowed the church 
1 9 9 Locat, La Tradition Musicale a Joliette, 67. 
2 0 0 Keillor, "Musical Activity", 123. 
2 0 1 Ed Wasiak, "Saskatchewan's First Bands: 1878-1913, Part Two", Canadian Band Journal, Vol 
X X l l No. 2 Winter, 1997. 11. 
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to foster the development of youth bands as the Roman Catholic Church did. Prior to 

the First World War it was the only institution inthe country that sponsored wind 

instrumental music education in any systematic way for young people. Quasi-

religious groups that sponsored youth bands, such as the Orange Lodges of Ontario, 

were restricted to those areas of the province with strong loyalist roots. Although 

there is little documentary evidence to support the view, it is possible that French 

Canada's allegiance to the civilian "Union Musicale" as opposed to the greater 

popularity of militia bands in English Canada, may have been a product of Roman 

Catholic music education practices. 

The InHuence of the British Military Band Tradition (1836-1952) 

It would have seemed entirely natural for British Army bandmasters to instruct 

the "Société Sainte Cecile" at the Petit Séminaire during their time in the Quebec 

garrison. Teaching boys to play was an accepted part of every bandmasters' duties in 

both the British Army and the Royal Navy. As early as 1812, the Royal Artillery 

Band had enlisted boys as singers with the provision that when they were of age a 

vacancy would be found for them in the regiment203. Within thirty years, boys were 

regularly being accepted into the band at the age of thirteen. By 1856, the same 

band's authorised strength of 80 musicians included 14 boys 2 0 4. In the Royal Navy 

the situation was similar "...training ships for boys were established between 1860 

and 1862 at Devonport, Portsmouth and Portland. In 1863, the first batch of sixteen 

2 0 2 Mcintosh, A History of Music in British Columbia, 44. 
2 0 3 Henry George Farmer, History of the Royal Artillery Band (London: Royal Artillery Institution, 
1954) 103. 

204 Ibid. 185. 
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boys was entered as training for bandsmen"205. By 1883, the total number of 

musicians in the Royal Naval Band Service stood at 567 of whom 104 were boys. 

Within the space of fifteen years the number of boys had grown to over 220 2 0 6 . 

Although the exact age at which these boys joined the service is not known, a 

photograph of the boys band on the training ship H.M.S. "Caledonia" taken in 1903 

would suggest the age equivalent of today's junior high school student207. The 

establishment of the Royal Military School of Music, Kneller Hall, in 1857, was an 

attempt to standardise all facets of the British Army's military bands through the 

centralised training of bandmasters. In addition to such subjects as conducting and 

orchestration, the bandmaster's course was also designed to prepare candidates for the 

problems associated with providing instruction to young beginners. Even as late as 

1931, H. E. Adkins Treatise on the Military Band (London: Boosey & Co., 1931), a 

standard text for British Army bandmasters, contained a chapter entitled "Training of 

a Young Band". Essentially a pedagogical guide, it contains suggestions on how to 

assign instruments to beginning players on the basis of physical characteristics, 

education and musical aptitude. 

The recruitment of boys into both the army and navy was not only done for the 

practical reason of ensuring that there was a steady supply of trained musicians ready 

to fill the ranks of the band when older members left or retired. There was a social 

contract in place whereby talented sons of common soldiers in the parent regiment 

2 0 5 John Trendell, A Life on the Ocean Wave: The Royal Marines BandStory (Dover, Kent, U.K.: Blue 
Band Magazine, 1990) 29. 
206 Ibid. 31. 
207 Ibid. 33. 
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were given an opportunity to learn a skill and complete their schooling 2 0 8. This 

concern for the welfare of boys from the lower-classes extended well beyond the 

ranks of the army. The wife of the Prime Minister William Gladstone took orphaned 

boys off the streets of London and placed them in an industrial school she founded 

where they were taught to read and write. Those who demonstrated an aptitude for 

music were given lessons by the bandmaster of the Scots Fusilier Guards and placed 

in regimental bands. "By the end of the [nineteeth] century it was said that every 

regimental band in the army contained at least one bandsman who had been recovered 

from the streets of London by Mrs. Gladstone."2 0 9 Since Canada had no full time 

military bands in operation until 1899, there was no direct equivalent to band boy 

service in the Canadian Army. The aspect of military band service, however, in 

which the band was seen as a vehicle for the integration, education and disciplining of 

young boys, was to be enthusiastically embraced in Canada in the years between the 

wars. 

The Growth of the Youth Band Movement (1918-1952) 

There is little documentary evidence that points to the widespread existence of 

youth bands prior to the Great War. As previously noted, there were bands 

associated with some Catholic teaching institutions and Orange Lodges, especially in 

Ontario, did sponsor bands, although their instrumentation has not yet been 

adequately researched. The real expansion of the youth band movement began in the 

2 0 8 Mr. Peter Bryant, interview with the author May 2000. Peter had been a band boy in the Gloucester 
Regiment before World War II. Their training involved regular school classes in the morning 
provided by schoolmasters employed by the army and the afternoon was spent on musical studies. 
Boys were expected to achieve their " O " levels prior to their sixteenth birthday. 
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years immediately following 1918. John Slatter, director of the 48 t h Highlanders 

Band, established the Toronto cadet band in the 1920s and his brother Henry was 

instrumental in organising youth bands in both Kelowna and New Westminster, 

B.C. . Military bandmasters, such as the Slatter brothers, who had served in the 

British Army, and who had been band boys themselves, recognised the value of such 

instruction and supported it wherever they could. Neither was the importance of a 

"farm team" lost on community band directors of the period. Band directors were 

often under a contractual obligation to conduct one or more junior bands in addition to 

their responsibilities for the adult band. Charles F. Theile, who had been appointed 

conductor of the Waterloo Musical Society in 1919 "...had the responsibility of 

training two bands under the aegis of the musical society, a senior and a boys 

212 i • 

band" . In the twin city of Kitchener, his colleague, George Ziegler, taught both 

junior and intermediate city bands to ensure a steady supply of trained musicians for 
* 213 

that city's adult band . To the east, in Ottawa, Captain George Brown, director of 

the Governor General's Foot Guards Band, became conductor of the Ottawa Boys 

Band in 1934. Under his baton, the band appeared in communities in eastern Canada 

and the United States. It made a series of radio broadcasts from the Canadian 

Broadcasting Corporation's Ottawa station and in 1938 "...the band captured first 

place at the Quebec Festival of Music, and also at the Canadian National Exhibition in 

Farwell, Mr. Kipling's Army, 130. 
2 1 0 Jack Kopstein, "Slatter, John", Encyclopedia , 875. 
2 1 1 Mcintosh, A History of Music in British Columbia, 40. 
2 1 2 Mellor, CF. Theile, 21. 
2 1 3 Crawford, "George Henry Ziegler", 71. 



Toronto" 2 1 4. Throughout southern Ontario, Boys bands were also to be found in 

Stratford, Owen Sound, Brantford1 Windsor, Guelph and Preston2 1 5. The impetus for 

many of these groups was not just the belief that it was important to maintain a steady 

stream of trained musicians for the local community band. It was also felt that 

participation in a band was an ideal way of keeping boys "out of mischief. The 

British Military Band tradition of social engagement resurfaced in Canada, especially 

during the depression, and set the foundations for a growth that eventually evolved 

into today's school band programs. 

Perhaps the most compelling evidence for the belief that bands served an 

important societal function was the fact that, despite the financial hardships faced by 

many Canadian communities during the Depression, resources were made available 

for the formation or continued maintenance of Boys bands. In addition to those 

groups already noted in Ontario, some Prairie communities were equally active. 

Rouleau, Saskatchewan, formed a Boys band in 1932 using instruments that had 

previously belonged to the Rouleau Ladies Band. The town's total population at the 

time was only 600 souls yet the band's membership stood at a respectable twenty-

five216. In Calgary, Alberta, several attempts made to start a Boys band failed, 

primarily due to a lack of financial backing for the purchase of instruments and 

uniforms. Eventually the Calgary Native Boys Band was born and by 1936, under 

the direction of Wally Hayward, it performed at both the B.C. Jubilee in Vancouver 

2 1 4 Milne, "History of the Governor General's Foot Guards Band", 12. 
2 , 5 Mellor, CF. Theile, 101-103. 
2 1 6 Mr. Deane Charles, telephone interview with the author, 29 March, 2003. 



and the Montana State Fair 2 1 7 . British Columbia faired quite well with Boys bands in 

Courtenay (founded in 1924), Cranbrook (1931), Kamloops (1922), Kelowna (1925), 

New Westminster (1926), Prince George (1938), Prince Rupert (1925), Quesnel 

(1935), Vancouver (1925) and Victoria (1928)2 1 8. 

Of all the Boys bands in Canada, perhaps none was as well known as the 

Kitsilano Boys Band of Vancouver under the direction Arthur Delamont. Established 

in 1930, this group gained international acclaim. During the Depression years alone, 

the band performed at the Toronto Exposition in 1931, the Chicago World's Fair in 

1933, the Canadian Pacific Exhibition for many years, two tours of England in 1935 

and 1936, and the Golden Gate Bridge Fiesta in 1937 2 1 9. In addition to the Kitsilano 

Boys Band, Delamont was also responsible for the formation of two other youth 

bands in 1931 and in 1935, the West Vancouver Boys Band and the Royal City Junior 

Band of New Westminster respectively. By the end of the Second World War 

membership in many of these groups had been opened up to both boys and girls. 

During the war, in Guelph, Ontario, the Canadian Women's Service Force Boys and 

Girls Band numbered over forty one performers and more interestingly, a photo of the 

Guelph Police Boys band taken in 1943, reveals the presence of one gi r l 2 2 0 . The 

Guelph Police Band was probably representative of many youth groups that continued 

to perform into the 1950s. Although they faced ongoing financial problems, they 

nevertheless won a string of festival first prizes between 1949 and 1952. A photo of 

2 1 7 Draper, Bands by the Bow, 53. 
2 1 8 Mcintosh, History of Music in British Columbia, 61. 
219 Ibid. 34. 



the band taken at the Canadian National Exhibition in 1950 shows a forty-three piece 

ensemble that includes thirteen Clarinetsi one alto saxophone, twelve cornets, four alto 

horns, three trombones, four baritones, five basses and one percussionist. Of 

particular interest is the twelve-year old Fred Mills seated next to the director Ted 

221 

Denver . Mills was to go on to become one of the founding members of the 

Canadian Brass and it is his example that symbolises the musical contributions made 

by the youth bands. For many young people in the first half of the twentieth century, 

especially those of modest means, the youth bands were a crucial step on the way to 

musical careers either as performers or educators. 

The Repertoire of the Youth Bands (1920-1939) 

The need for a literature specifically designed for younger players had been 

recognised in the United States by the end of the nineteenth century. The John 

Church Company of Cincinnati had released a series of band books [march size 

booklets usually containing up to sixteen selections in various styles] in 1897, entitled 

the Up To Date Band Book. The promotional literature on the front cover reads 

".. .containing 24 pieces of the latest and most popular music, and especially adapted 

for Y O U N G B A N D S " 2 2 2 . Edited by L. P. Laurendeau, the instrumentation was 

limited to parts for: piccolo [in Db], Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, Eb 

cornet, Solo Bb cornet, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d and 3 r d Eb alto horns, 1st and 

2 n d trombones, Bass trombone, baritone, bass and drums. The march booklets proved 

2 2 0 Robert F.Hamilton, Guelph's Bands and Musicians, (Guelph, Ont.: Hamilton A n Studio, 1996) 3-
11. 

221 Ibid. 15. 
2 2 2 A set of copies of each book was provided to the author courtesy of Mr. William Rehrig. 



to be enormously popular and were the mainstay of many band music publishers well 

into the twentieth century. Canadian companies were eager to capture part of the 

market and the Waterloo Music Company published several including: The Red Band 

Book, the Progress Band Book, The Church Parade Band Book, the New Canadian 

Patriotic Band Book as well as Canadian editions of marches by John Philip Sousa 
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and R. B. H a i r " . Canadian composers also published in the United States, one of 

the most successful being George Douglas, founder of the Winnipeg based St. John's 

Music Company. Douglas composed two band books in collaboration with A . C. 

Liscombe, the Douglas Band Folio Volume 1 published by Sam Fox in 1929, and the 

Douglas Band Folio Volume 2, also published by Fox, in 1933. The instrumentation 

of these collections, like those published by Waterloo, had expanded significantly 

since the Up To Date Book of 1897. The Douglas folios were published for: piccolo 

[Db], flute in C, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, soprano, alto, 

tenor and baritone saxophones, Eb, Solo Bb, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d , 3 r d and 

4 t h Eb altos [horns], 1st, 2 n d and 3 r d trombones, baritone, basses and drums2 2 4. Even 

though the instrumentation of these collections was fairly well complete by modern 

standards, the scoring was such that each piece could be performed by bands with 

incomplete instrumentations, such as the 1950 Guelph Police Boys Band. A concert 

performed by this band on November 26 t h, 1950 is significant because it shows the 

range of repertoire that was available for performance by youth bands of the period: 

Copies of all works cited are in the author's private collection. 
Copies of the Douglas folios provided courtesy Mr. George Douglas [grandson of George Douglas]. 
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March "Salutation" : 
Overture "Friendship Border" by Chamberlain 
Hymn Tune "Son of My Soul" 
Modern Classic "Coca Cobana" 
Clarinet Solo "Caprice Alouise" Solo - Eddie Barlow 
Overture "Light Cavalry" by Suppe 
March 
Modern Classic "Stormy Weather" 
Hymn Tune "Abide With Me" 
Dance "Tzena, Tzena" 
Selection "Haut Monde" 
March "Show Boy" 

GOD S A V E THE KING 

The Emerging School Programs (1939-1952) 

Although community operated youth bands were the dominant form of 

instrumental music instruction during the Depression, a gradual realignment began to 

take place during the early years of the Second World War. Instrumental music 

instruction in schools was being slowly transformed from an extra-curricular activity 

to one that was an integral part of the school day. Some of the earliest school band 

programs, other than those that had existed in private or religious schools, first 

emerged in British Columbia. Although Arthur Delamont was credited with 

establishing the General Gordon School Band in 1928, which was to become the 

nucleus for the Kitsilano Boys Band in 1930, "...rehearsals were not scheduled in 

school time and Delamont was not a certificated teacher.. . " 2 2 6 . The precedent was 

set in the interior community of Oliver, where by 1941 band classes were scheduled 

for three periods a week within the school day. It was the result of a fortunate 

Hamilton, Guelph's Bands, 19. 



combination of "...serious transportation problems for students who lived long 

distances from their school, and a sympathetic school administration"227. Once the 

example had been established the movement gathered momentum and similar 

programs quickly followed. By 1960 most public schools in the province of any 

significant size could boast of an instrumental music program. The real impetus for 

the growth of school programs, however, came not from the West but from Ontario. 

W.A. Fisher, trained as a history teacher, established the Barrie Central Collegiate 

Institute Band in 1941. Originally an extra-curricular program, the band established a 

reputation for excellence that led to extensive tours of Canada, the United States and 

Europe on two occasions. It was invited to perform at the Midwest Band Clinic in 

Chicago in 1952 and 1955 and was a catalyst for several commissions by Canadian 

composers including Ben Bogisch, James Gayfer and Morley Calvert 2 2 8. Most 

importantly it provided a standard to which other programs aspired. The first fully 

integrated curricular band program in Ontario was inaugurated by Jack Dow at North 

Toronto Collegiate Institute in 1946. By 1950 there were fifty-five band programs in 

operation in Ontario secondary schools 2 2 9. 

The success of these programs coupled with the increasing influence of the 

American model of instrumental music education led to a rapid shift away from the 

community- based model. By 1952, even though there were still many fine 

community and youth bands in existence, their position of primacy in the world of 

2 2 6 Mcintosh, A History of Music in British Columbia, 171. 
227 Ibid. 173. 
2 2 8 Nancy McGregor, "Barrie Central Collegiate Band", Encyclopedia, 64. 
2 2 9 Maloney, Canadian Wind Ensemble Literature, 45. 
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Canadian band music was under seige. School bands were provincially funded 

giving them an enormous advantage in terms of daily operating costs over their poorer 

community based cousins. Canada's post war economy was booming and schools 

were finally receiving sufficient support to offer expensive programs such as 

instrumental music. The changing nature of popular music, as already discussed, 

made band music less appealing to a new generation of listeners and technological 

change, along with the prosperity to enjoy it, made time honoured patterns of 

community behaviour seem old fashioned and out of date. As interest in the 

community bands waned, so did interest in the music. Community based bands had 

sought to entertain whereas the school band sought to educate. This shift in focus 

eventually led to a rejection of much of the music that was in use by the community 

based bands in favour of materials that were created especially for the school band. 

Although this process was a long one, the result was inevitable; band music that was 

created for and performed by Canadian military and community bands for a period of 

almost one hundred years was largely neglected. In 1955, Ernest MacMillan edited a 

comprehensive review of music in the country entitled Music in Canada (Toronto: 

University of Toronto Press, 1955). Writing in his introduction to what was 

essentially a "State of the Union" report, he stated "...a chapter on Canadian bands 

and band music.. .had to be regretfully abandoned ... [although] the thousand or more 

230 

bands in Canada reach and influence a very wide audience indeed" . Had he 

decided to proceed with such a chapter, his readers would have discovered that by 

1952, Canada had produced over thirty-nine composers working in the band idiom 
2 3 0 Ernest MacMillan, ed., Music in Canada (Toronto: University of Toronto Press, 1955) 9. 
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with a combined compositional output of at least 320 documented titles for wind 

band. 2 3 1 . . . . 

The purpose of the second part of this study is to examine a representative 

cross-section of this literature consisting of fifty selections from the military and 

community band repertoire composed between 1791 and 1952. By using criteria 

established for the assessment of music destined for school bands, it is hoped that a 

bridge can be built that will lead music educators back to a forgotten literature that 

was once performed by the "pop superstars" of their time. The study of this 

repertoire as a supplement to a well- balanced music program will give Canadian band 

students a sense of pride in both their country and their choice of performing group. 

2 3 1 Helmut Kallmann, ed., Catalogue of Canadian Composers (Toronto: Canadian Broadcasting 
Corporation, 1952) 
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CHAPTER THREE: AN ANALYSIS OF FIFTY REPRESENTATIVE 
CANADIAN WORKS FOR BAND: 1791 - 1952 

Criteria for Assessment 

The rapid growth of the school band movement in the 1950s created a problem 

for music educators that had not existed for previous generations of military and 

community band directors. Military bands continued to be supported, as they are 

today1, in order to provide appropriate music for military parades, mess dinners, 

memorial services of a non-denominational character, as well as public concerts when 

their participation reflected positively on the Armed Forces. These duties haven't 

changed significantly in over two hundred years. Similarly, community bands, as in 

the United States, existed "...to entertain, although many of them contain[ed] amateur 

players who simply play[ed] for enjoyment."2 Even the community sponsored youth 

bands had a very clear purpose: Mr. Deane Charles, a member of the Rouleau, 

Saskatchewan, Boys Band in 1934 fondly remembers that the town fathers supported 

the band to keep the boys "out of mischief'3. Each of these types of groups required 

no further justification for their existence. The school band however, especially as 

the financial commitment in support of band programs grew, faced a philosophical 

dilemma. Whereas it was sufficient for a military or community band to entertain, 

1 The author is a ChiefWarrant Officer in the Canadian Armed Forces reserves and continues to serve 
as bandmaster of the King's Own Calgary Regiment Band. In this capacity he is current with military 
directives with respect to the employment of bands. 
2 Richard Franko Goldman, The Wind Band: Its Literature and Technique (Boston: Allyn and Bacon, 
Inc., 1961) 14. 
3 Mr. Deane Charles, telephone interview with the author 29 March, 2003. 
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the role of the school was to educate: how could an idiom that had evolved as a form 

of entertainment be directed towards education? 

This question had already been at the centre of several attempts in the United 

States to provide educators with a firm basis for the inclusion of instrumental music in 

the curriculum. Both the Yale Seminar of 1963 and the Tanglewood Symposium of 

1967 focused their efforts on the exposure of students to "good" music4. The 

culmination of this focus was the publication in 1970 of Bennett Reimer's A 

Philosophy of Music Education (Englewood Cliffs, New Jersey: Prentice-Hall, 

Inc.,1970). Central to Reimer's position was the contention that music was a 

collection of "art works" and that the ".. .artist captures his emotions in the art work"3. 

Reimer went on to suggest that the expressive or aesthetic elements of music, those 

qualities that capture the artist's expressive intent, were ".. .melody, harmony, rhythm, 

tone colour, texture [and] form.. ." 6 It followed then that any value or meaning was 

strictly internal, based entirely on how these elements were organised. Ultimately the 

goal of music education was the study of these elements: ".. .teaching and learning 

must be arranged so that aesthetic experiencing is central and all other matters play a 

supporting role."7 The Music Education as Aesthetic Education philosophy [MEAE] 

as it soon came to be called, provided a desperately needed validation for music 

programs across the country and rapidly assumed a pre-eminent position in under 

4 For an overview of the movement see: Harold F. Abeles, Charles R. Hoffer and Robert Klofman, 
Foundations of Music Education, 2 n d ed., (New York: Simon and Schuster, MacMillan, 1995). 
5 Bennett Reimer, A Philosophy of Music Education (Englewood Cliffs, New Jersey: Prentice-Hall. 
Inc., 1970)28. 
6 Ibid, 86. 
7 Ibid, 86. 
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graduate music education programs.8 The M E A E philosophy, with its emphasis on 

the art-work, gave an enormous boost to the composers and publishers of "quality 

literature", who in turn were eager to satisfy the growing market. 

As new releases swamped North American shelves, music educators found it 

difficult to keep up with the ever-expanding repertory. Several publishers responded 

to this need with the publication of a series of guides to band literature suitable for 

school use. Each was a reflection of the M E A E philosophy and laid out in concrete 

form those criteria necessary for a work to be considered "quality literature". 

Perhaps the best presentation of these criteria is to be found in Best Music for High 

School Band: A Selective Repertoire Guide for High School Bands and Wind 

Ensembles by Thomas L. Dvorak, Robert Grechesky and Gary M . Ciepluch, edited by 

Bob Margolis. The authors selected three conditions, which they felt were critical to 

any work worthy of study: 

Compositions must exhibit a high degree of compositional craft. 

Compositions must contain important musical constructs necessary for 
the development of musicianship. Among these.. .are: a variety of 
keys - major, minor, modal; a variety of meters, duple, triple, 
combinations... a variety of harmonic styles, ranging from traditional to 
contemporary to avant garde; a variety of articulation styles - smooth, 
light, heavy, detached, legato and so on. 

Compositions must exhibit an orchestration that, within the restrictions 
associated with a particular grade level, encourage musical 
independence both of individuals and sections.9 

When the author was an undergraduate at the University of Western Ontario from 1969-1973, 
Reimer's book was the basis for a compulsory third year music education seminar. 
9 Thomas L. Dvorak, Robert Grechesky and Gary M . Ciepluch, edited by Bob Margolis, Best Music 
For High School Band: A Selective Repertoire Guide For High School Bands & Wind Ensembles 
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Although these three conditions are important considerations in any analysis 

of a musical work, recent research suggests they alone are not sufficient. The M E A E 

philosophy, even as the guides noted above were appearing, was under attack for its 

failure to recognise the importance of those active elements of music that were at the 

heart of improvisation, performance and listening. These concerns were addressed in 

David J. Elliott's Music Matters: A New Philosophy of Music Education (New York: 

Oxford University Press, 1995). Unlike Reimer, Elliott believes that not only should 

the works themselves be studied, but also the practice that produced them. He places 

all music in the context of the musicians that make it and the audiences that listen to 

it. To Elliott ".. .Musical works are performances: physical events that are 

intentionally generated by the knowledgeable actions (overt and covert) of human 

agents (or musicers) to be intentionally conceived as such by other knowledgeable 

agents"10. This emphasis on not just the what of music, but also the who, why, where 

and when adds a new dimension to any assessment of intrinsic value. In deference to 

both philosophies therefore, the criteria used to evaluate the works chosen for this 

study will include both a formal analysis of the compositional elements of each work 

as well as a review of their place in the performance practice and social fabric of their 

time. 

(Brooklyn, N . Y . : Manhattan Beach Music, 1993) 10. Other similar titles include Joseph Kxeines, 
Music For Concert Band (Tampa, Fl.: Florida Music Service, 1989) and in Canada, Patricia Martin 
Shand, Guidelist of Unpublished Canadian Band Music Suitable For Student Performers (Toronto: 
Canadian Music Centre, 1987) 
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Methodology 

There will be four parts to each analysis.; The first consists of a composer 

biography that attempts to establish, either through her/his formal training or previous 

work in any musical idiom, evidence of compositional skill and invention. The 

second consists of a review of the circumstances that led to the work's creation: is it 

an accurate reflection of the practice that inspired it? The third involves an analysis 

of compositional elements including references to form, tonality, meter, harmonic 

structure, texture and style. In view of the fact that the study focuses on the senior 

high school level performer, no attempt will be made to include references to 

individual instrumental ranges. It is assumed that players at this level already possess 

sufficient technique to perform within the acceptable ranges on their chosen 

instruments. The last part of the analysis focuses on those specific characteristics of 

each work that make it worthy of study. Each work will then be assigned a 

recommended grade level using the generally accepted scale of I - VI , based on all of 

the preceding criteria. 

1 0 David J. Elliott, Music Matters: A New Philosophy of Music Education (New York: Oxford 
University Press, 1995)92. 
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Charles Voyer de Poligny d'Argenson 

Little is known of d'Argenson other than he was a notary and that he died in 

Quebec in 1828.11 He may also have been a descendant of Pierre de Voyer 

d'Argenson, governor of New France 1658-61. 

Royal Fusiliers Arrival at Quebec, 1791 

Historical Background and Sources: this work was written to celebrate the arrival 

of the Royal Fusiliers to Quebec in 1791. The only original copy is a piano reduction 

on display in the Royal Fusiliers museum in London, England. What is probable is 

that the score was written for the Band of the Royal Fusiliers and it is the earliest 

known example of wind band music composed in Canada. There are no dynamic nor 

articulation markings on this remaining manuscript so any attempt to replicate the 

style is based on informed speculation. In the absence of any original parts, the 

author's own arrangement was used in the analysis. 

Analysis: the march is 48 bars in length, divided into 6 eight bar periods. Each 

period is equally divided into two four bar phrases, which share the first two bars in 

common and vary in the closing cadential figures. Melodic characteristics include 

diatonic stepwise motion using repeated eighth and sixteenth note patterns. Added 

ornamentation consists of single, double and triplet grace notes in the third and fourth 

sections. Composed in simple duple meter, rhythmic patterns are regular and in the 

absence of any tempo marking, the march is best performed at a stately J = 96. 

The harmony is basic, outlining the chords of the tonic, subdominant and dominant in 

1 1 Helmut Kallmann, "Marche de Normandie", Encyclopedia of Music in Canada (Toronto: University 
of Toronto Press, 1981) 594. 
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the key of F major. In the author's revision the first and last phrases (a da capo in the 

original) have been scored for piccolo/flute and snare drum (without snare) in order to 

evoke the effect of a fife and drum. The composer's use of contrasting unison and 

harmonised passages in the fourth section and a pronounced bass soli passage 

outlining the chords of the tonic and dominant under an accompanying "alberti" 

pattern in the upper voices in the fifth section, create a work that is both forceful and 

festive. Taken as a whole, it is representative of a variety of eighteenth century 

compositional practices. See Musical Example III-I. 

Teaching Highlights: the use of solo flute and percussion voices in the opening and 

closing phrases as well as a low brass soli in the fourth phrase promotes musical 

independence. The brass generally, and trumpets especially, are restricted to few 

moving or melodic parts, whereas the woodwinds predominate throughout. The 

rapidly moving melodic line demands extreme attention to articulation in the upper 

winds to preserve the light graceful style that was a feature of the harmoniemusik 

combinations. This march serves as an ideal tool for the introduction and 

consolidation of concepts related to articulation, ornamentation, balance, texture, and 

eighteenth century performance practice. The historical context is equally rich. The 

title of the work requires a basic understanding of the chronology of events 

surrounding the conquest of New France and both the Quebec Act of 1774 and the 

Constitutional Act of 1791. A basic knowledge of these concepts offers opportunities 

for extensive cross-curricular study. A recording is contained in Appendix B. 

Level of Difficulty: Grade III - IV 
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Musical Example III - 1. First clarinet part to the author's revision of Royal Fusiliers 
Arrival at Quebec, 1791. 

Royal Fusiliers Arrival at Québec, 1791 
Qarinet - Clarinette 1 by/t« Ctarte VoyadeMiins,d-Arpmon 

Flute cue 

^ j ± f j ^ p ^ : | | | : [ / l l f m m 

4 * n r e ï =IiH 
Trombone I cue 

2nd X only 

both limes 

PlndX only 
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Henry Prince 

Henry Prince was active as a music, dealer, publisher, militia bandmaster and 

cornet soloist in Montreal during the second half of the nineteenth century. He was a 

prolific composer of dance music, especially polkas and quadrilles and was one of the 

first to use French Canadian folk songs in published works such as his Queen's Own 

Canadian Quadrilles. He died in Montreal in 1888.12 

Mermaid Polka 

Historical Background and Sources: the source for this arrangement was a piano 

reduction published in 1854 and dedicated to "The Ladies of Canada". There are two 

references to wind performance in the published two line score: both are found in the 

trio section and specify "clarionet" and "cornet" solos. The title page also contains 

the inscription "as performed by Maffre and Prince's Quadrille Band". Both Maffre 

and Prince were bandmasters, Maffre having conducted the band of the 43 r d Regiment 

while it was in the Montreal garrison, so there is every reason to believe that this work 

may have been performed by wind band. In the absence of an original score or sets 

of parts, the author's revised arrangement was used for the analysis. 

Analysis: the Mermaid Polka consists of an introduction, two sections and an 

extended coda. Following the introduction, the first section consists of two 

contrasting sixteen bar passages plus an eight-bar repeat of the first theme. The Trio, 

or second section, is shorter, with a repeated eight-bar evocation of a "siren call" in 

the solo cornet and an accompanying clarinet obliggato on the repeat. After the da 

capo, the work concludes with a twenty-three bar coda which employs melodic 
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material from both the principal theme and the Trio. The melody of the principal 

theme consists of two bar sixteenth note passages, ascending and descending, in 

stepwise motion answered by two bar cadential figures using the notes of their 

respective chords. The melodic ideas are repeated and varied by changes in register 

and harmonic progression. The "siren call" of the Trio is based on a bugle call using 

the tonic, dominant and mediant tones. Harmonies in the Mermaid Polka tend to stay 

within the confines of F Major but employ some chromatic alterations primarily in the 

form of secondary dominants. The author's arrangement uses the Trio section to 

feature solo and soli sections in the trumpet and clarinet sections respectively and two 

bar response motives in the introduction and coda are assigned to the low brass and 

woodwinds. See Musical Example III-2. 

Teaching Highlights: judging by the number of piano reductions of quadrilles, 

galops and polkas in the National Library of Canada, dances must have been 

immensely popular in the later half of the nineteenth century. The performance of 

this musical form requires tremendous sensitivity to rhythmic impulse and its impact 

on movement. Added to this is the recognition of the importance of articulation in 

maintaining the lightness necessary to avoid any slowing of the tempo. There are 

opportunities for solo and soli playing in the clarinet, trumpet and low brass sections 

as well other small ensemble possibilities should directors wish to perform the work 

in a smaller salon orchestra type format. 

Degree of Difficulty: Grade IV 

1 2 Maria Calderisi, "Henry Prince", Encyclopedia, 775. 
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Musical Example III - 2. First trumpet part to the author's revision of Mermaid 
Polka 

M e r m a i d P o l k a 
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Antoine Dessane 

Born near Aix en Provence, France, in 1826, Antoine. Dessane became one of . 

the youngest students at the Paris Conservatory gaining admittance at the age of ten. 

He was a gifted pupil in a class that included César Franck and Jacques Offenbach. 

While at the Conservatory he won two competitions, one in cello and one in piano1 3. 

His father withdrew him from the school in 1841, but he managed to complete his 

education with the composer George Onslow in 1845. In 1848, the year of 

revolutions in Europe, he accepted a position as organist at Notre Dame Basilica in 

Quebec City. Although his primary responsibilities were for the provision of music 

for the church, including seven masses both for choir and for choir and orchestra, he 

also wrote for piano, voice, a variety of small string ensembles, full orchestra and one 

known work for wind band1 4. 

Pas Redouble sur les Airs "Vive la Canadienne" et "God Save the Queen" 

Historical Background and Sources: the source for this work composed in 1865 is a 

score in the archives of the "Séminaire de Québec." The instrumentation consists of 

three clarinets in C, three Bb cornets, one alto-sax tromba in Bb, one bass-sax tromba 

in C, tambourine, triangle and "Batterie". The French influence is evident in the use 

of both Sax-Trombas and "Batterie", none of which were in common use in British 

Army bands of the time. The work was probably intended for the band of the 

Seminary, which was already well established. The parallels with Beethoven's 

Wellington's Victory are striking in that the melody of "Vive La Canadienne" is 

1 3 Juliette Bourassa-Trepanier, "Dessane, Antoine", Encyclopedia, 267. 
14 Ibid, 267. 



predominant throughout and the composer's skilful use of fragmentation techniques 

continually suggest that there is an ongoing conflict between the two themes of the 

title. When the "Queen" theme does appear, with the exception of one complete 

statement, it is always in the lower voices and always in augmented form. The 

author's revised arrangement for modern band will be referred to for purposes of the 

analysis. 

Analysis: Pas Redoublé is a work of symphonic proportions. Within its 337 

measures the composer fits a military style introduction with trumpet fanfare (m.1-9), 

an exposition of the "Vive la Canadienne" theme in F (m. 10-3 3) followed by a brief 

transition passage through the keys of G and A to a restatement in C (m. 34-53). 

After another transition figure, the original theme is again stated in F (m. 54-76). The 

Trio is a series of repeated eighth note patterns that continually add fragments of the 

principal theme until it is finally stated in its entirety in Bb (m. 106-126). The 

exposition section is then repeated in F until measure 159 at which point a transitional 

figure based on earlier melodic patterns proceeds to the first statement of the second 

theme: "God Save the Queen", now in the key of C. This second theme is stated 

throughout in 2/4 by means of augmentation; the quarter notes of the original melody 

in three are presented as half notes. Appearing in the lower voices, the "Queen" is 

continually interrupted by brief (two bar) statements of the "Canadienne" theme in the 

upper voices until the former is presented, only once, in "tutti" form (m. 196-220). 

The British anthem is then increasingly fragmented (in much the same way as is the 

theme of the 1st movement in the development section of Beethoven's fifth 



symphony) to single note values (m. 221-254). The "Vive" theme reappears in 

fragmented form until a recapitulation in F (m. 274) leads to a final coda section and 

the closing measure (m. 337). Ostensibly a quick march (Pas Redoublé), it is 

nevertheless a concert work at every level. Dessane's complete mastery of 

symphonic writing is evident in the work's harmonies, form and textures. 

Teaching Highlights: the composer's use of augmentation and fragmentation 

techniques, especially on two relatively simple but well-known melodies, make this a 

work full of pedagogical possibilities. Early nineteenth century use of harmonic 

motion within related keys is also clearly evident. Dessane's close attention to 

dynamic ranges and articulation compliment the study of formal structure and the 

political ramifications will resonate as loudly today as they probably did in 1865. 

The author's arrangement has been designed so that the entire work may be performed 

by as few as eight instrumentalists, alto and bass sax tromba parts being reassigned to 

french horn and euphonium respectively, plus percussion, or by full band. In either 

case there are ample opportunities for solo and soli performances within all sections. 

A recording of the work is contained in Appendix B. 

Degree of Difficulty: Grade IV 
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Joseph Vezina 

Born in Quebec City in 1849 to a musical family, Joseph Vezina was largely 

self taught. His only formal lessons occurred during a six-month period when he 

studied theory with his friend Calixa Lavallée. He joined the band of the Voltigeurs 

(9 t h Battalion) in 1867 and within two years was its director. Although ".. .his 

favourite instrument was the baritone horn, ... he was able to play and teach most 

wind instruments and piano and organ. These skills were coupled with a wonderful 

gift for remembering whole compositions after one hearing and an inborn talent for 

conducting."15 He was a teacher at the "Séminaire de Québec" from 1872 until 1924, 

the year of his death, and in 1922 he helped establish the School of Music at Laval 

University. He was immediately honoured by the same institution with an honorary 

doctorate and served as professor of harmony for two years. In 1903 he was the 

driving force behind the creation of the Quebec Symphony Orchestra while at the 

same time serving as the director of Canada's first full-time military band; the " B " 

Battery Band, Royal Canadian Artillery. In addition to his organisational, 

educational and conducting duties he was also a composer, not only of a significant 

body of works for band, but of three operettas, piano pieces and music for choir. 

Mosaïque Sur Les Airs Canadiens 

Historical Background and Sources: Mosaïque is a medley of French Canadian 

folk-songs prepared for St. Jean Baptiste Day celebrations in Quebec City on June 

24 t h, 1880. It was performed at an evening banquet ".. .by the massed bands of 

Beauport, the 9 t h Battalion (Quebec Rifles), and a band from Fall River, 



Massachussetts, all conducted by the composer."16 Vezina's potpourri is best known 

for the inclusion, as the finale, of a "chant national", entitled O Canada, expressly 

composed for the event by his friend and former teacher, Calixa Lavallee. Although 

there is as yet no modern performance edition of the work available, sufficient sets of 

parts exist for analysis purposes. The French influence is particularly evident in the 

fanfare to the finale which bears a modest resemblance to a similar passage in the 

"Tuba Mirum" of Berlioz' Grande Messe des Morts. 

Analysis: the work is sequential, its structure determined by the ten folk songs Vezina 

employs. After an energetic "tutti" introduction characterised by repeated eighth 

notes in 6/8 meter (m. 1-24), the first melody, "Par derrière chez ma tante" is 

introduced in the brass. It proceeds directly into " A St. Malo" (m.48), played in 

contrast by the woodwinds. After a brief transitional passage (m. 62-72), there is a 

pause and tempo change to a Maestoso in common time. The ensuing melody of "La 

Huronne" (m. 72-93), with its dotted figures, is followed by "Marianne" in 6/8 time. 

One of the most popular folk songs of the period, "Carillon", appears at measure 122 

in a slow 12/8 time, marked Andante with arpeggiated accompaniment in the 

clarinets. The remaining songs in the selection through to the end (m.278) are varied 

primarily by means of key and tempo changes and the use of sixteenth note running 

passages. Although there are few significant changes in instrumental texture in the 

second half of the work, it must be remembered that the sets of parts that do exist 

were prepared for performance by either brass-reed or brass band. Many sections 

1 5 Kallmann, A History, 127. 
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contain doublings that are not necessary and with proper score preparation could be 

easily deleted. Chromaticism is limited but keys do vary from F major to Bb minor. 

Teaching Highlights: the medley was a popular compositional form for band through 

much of the late nineteenth and early twentieth centuries. Vezina's Mosaïque is 

worthy of study for several reasons. His use of tempo changes in transition passages, 

or through the use of fermatas, requires close attention on the part of all members of 

the band. As noted earlier, although the scoring appears to be unduly heavy in the 

closing sections of the work, artistic editing could create a variety of solo and 

sectional colours to significantly enhance the melodic lines. These melodies in turn 

are drawn from one of Canada's richest folk traditions and deserve study on their own 

merit. Finally, the fact that the first public performance of Canada's national anthem 

took place within the context of a band concert is one more proof of the importance 

that the wind band has played in the development of our national musical culture. 

Degree of Difficulty: Grade V 

1 6 Timothy Maloney, ed., introduction to Music for Winds I : Bands, vol 21 of The Canadian Musical 
Heritage (Ottawa: The Canadian Musical Heritage Society, 1998) xv. 
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Credo sur le 2e Ton 

Historical Background and Sources: for most of his adult life, Vezina was a teacher 

at the "Se'minaire de Quebec", a church organist, ás well as a conductor. 

Consequently, he would have been familiar with the musical demands of the Roman 

Catholic liturgy in his native Quebec. The Credo sur le 2e Ton is a unique attempt to 

integrate the wind band into the musical service of the church. The "Credo" of the 

title refers to one of the five unchanging parts of the Mass known as the "Ordinary" 

and "Le 2e Ton" specifies which of the church modes is to be used1 7. The score used 

for this study, dated 1889, is to be found in the "Vezina Collection" at the Quebec 

Seminary. Vezina's original instrumentation calls for Db flute, Eb clarinet, 1st, 2 n d , 

3 r d and 4 t h Bb clarinets, Eb soprano cornet, 1s t and 2 n d Bb cornets, 1st, 2 n d , 3 r d and 4 t h 

Eb horns, baritone treble clef, 1st, 2 n d and 3 r d trombones, baritone and euphonium bass 

clef, Eb bass and drums. 

Analysis: "Gregorian Chant" was the liturgical music of the Roman Catholic Church 

in Quebec in the late nineteenth century. It is an unaccompanied unison chant whose 

metrical accents are based on the Latin text. Vezina's challenge was to write a work 

using the Gregorian Credo that would be suitable for religious services while at the 

same time exploiting the harmonic and textural qualities of the wind band. Although 

the Chant is unaccompanied and in unison, the composer chooses to harmonise the 

melody in the key of g minor, the closest approximation to the 2 n d tone, also known as 

1 7 See the Liber Usualis (Tournai, Belgium: Desclee & Co, 1953) 114, for an example of the tone set 
used in Credo. 



the hypodorian mode . The Credo is the longest of the Ordinary texts and Vezina 

has divided his work into nine unequal sections, totalling sixty measures, to 

correspond to various parts of the prayer. In addition to dynamic variation he also 

creates contrast by alternating woodwind and brass voices, both in soli and solo 

groupings. The extreme "lento e pp" in the fourth section (m.20-28), to the 

accompaniment of a sustained snare drum roll, is evidence of the composer's keen 

attention to tradition in his setting. There is no text in the score, but the treatment of 

the chant is consistent with musical settings of the Mass, that treat the Latin words "et 

homo factus est", which conclude this section, with the utmost solemnity. It is in his 

use of meter where he has made no concession to nineteenth century performance 

practice. There is no time signature and the number of beats varies from measure to 

measure. The basic pulse note is the half note with the shortest value being the 

quarter note. In contrast is the use of the "breve" or double whole note, which 

appears in both the fourth (m. 20-28) and seventh sections (m. 43-51). See Musical 

Example III-3. 

Teaching Highlights: Vezina's use of the wind band in the performance of 

harmonised Gregorian Chant places few demands on the performers in the way of 

extended ranges, rapidly moving passages or chromatic variation. His close 

adherence to the unmetered nature of the chant however, will create problems for 

ensembles that have never had to deal with complex or subtle rhythms. This need to 

work through the rhythmic challenges associated with the performance of the Chant, 

Richard H. Hoppin, Medieval Music (New York: W.W. Norton & Co., 1978) 65. 
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in addition to the obvious historical opportunities inherent in its study, make the 

Credo a work of profound pedagogical value.. 

Degree of Difficulty: Grade V 



Musical Example III - 3. First page of Vezina's score for Credo sur le 2e ton. 



Prière 

Historical Background and Sources: as noted earlier, Vezina spent much of his 

adult life as a professor at the "Séminaire de Quebec". His association with the 

"Société Ste Cecile", the school band, would have included participation in the many 

religious activities that were part of the Seminary's weekly routine. Unlike the Credo 

reviewed previously, Prière is freely composed in the tonal and rhythmic vocabulary 

of Vézina's day and was probably intended for devotional rather than liturgical use. 

The source for the author's revision of this work is a score in the "Vezina Collection" 

at the Quebec Seminary. The original instrumentation is for brass band plus Eb 

clarinet, which lends some weight to the suggestion that for a period of time at the end 

of the nineteenth century the Seminary band consisted of brass instruments only 1 9. 

Although the work is undated, Vezina includes at least one clue as to its possible date 

of composition. The opening melodic figure in the solo cornet echoes the theme of 

"0 Canada" which he first arranged in 1880. Whether this was deliberately intended 

or not is open to speculation. 

Analysis: the work is in simple binary form, thirty measures in length, consisting of 

an opening sixteen-bar theme followed by a contrasting eight bar repeated section. 

The opening section in alia breve time is characterised by four brief legato phrases in 

Eb major, with minor chromatic alterations the result of secondary dominants. The 

second section is introduced by a series of two two-bar staccato low brass entries with 

1 9 Hélène Plouffe, "Séminaire de Quebec", Encyclopedia, 861. The Eb clarinet part may have been 
written for Eb soprano cornet, but the range in the last four bars is problematical. The part extends up 
to a high " D " which would be well within the range of an Eb clarinet, but not an Eb cornet. An 
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corresponding responses in the upper voices. The closing four bars are a "tutti" 

sustained crescendo from pianissimo to fortissimo ending, after the repeat, on a 

sustained Eb major chord. Although Vezina's original scoring is for full brass band 

without any solo or soli writing, his dynamic palette calls for extensive use of 

crescendi and decrescendi from pp to ff. Articulation is equally varied with legato 

passages in the first section contrasted with staccato and accented motifs in the 

second. The author's arrangement reflects the composer's original intent by doubling 

all brass parts in the corresponding woodwind voices. Conductors are then free to 

vary the instrumentation subject to their own musical tastes and the abilities of their 

group. See Musical Example III-4. 

Teaching Highlights: although Prière offers few technical challenges with respect to 

range, moving passages, or tonality, it still demands considerable musical maturity to 

perform well. With little in the way of independent scoring, any worthwhile reading 

is dependent on exceptional ensemble playing. Tuning, dynamic control and 

articulation are all critical to a successful interpretation of this short but richly 

textured religious work. Comparisons with other examples of nineteenth century 

religious literature arranged for band only serve to confirm Vezina as a master of the 

band idiom. 

Degree of Difficulty: Grade III 

alternative theory is that the empty labelled staves for piccolo, Bb clarinets, oboe and bassoon were 
doubles of the written brass parts and left blank. There is, however, no such indication in the score. 



Musical Example III - 4. First trumpet part to the author's revision of Prière. 

Trumpet I 
Trompette I 

J. Vezina (1849 - 1924) 

mm 7Ai 

1 pp > Jf > 

F # f = F = H = -rr. i—I i | r i r J i -9 . 

p 
— T 1 g J f M J  

> 

2nd X only/seulement 

14 / > ff P > PP 

0—I—(9 » » i — # • m JTT I é 
20 /JjD Crescendo 

2 > 
B 0 r-

0 
—f—p— 

p^= T 

L - N -I Í  
26 Jf 



135 

Canadian Rifles Waltzes 

Historical Background and Sources: the 9 t h Battalion, Volunteer Militia Rifles, 

Canada, was formed in Quebec City in 18622 0. Best known as "Les Voltigeurs de 

Québec," their regimental band was directed by Joseph Vezina between 1869 and 

1879. The Canadian Rifles Waltzes were written during this period and the name is 

derived from the English title for the parent regiment. The dating is supported not 

only by the name but also by the dedication on several of the parts that reads "au Col. 

Panet, 9e Voltigeurs" . The source for the author's arrangement of this work was a 

set of parts (no score) found in the "Vezina Collection" at the Quebec Seminary. The 

original instrumentation includes Db flute, Eb clarinet, 1st, 2nd and 3rd Bb clarinets, 

Eb cornet, 1st, 2nd and 3rd Bb cornets, 1st and 2nd Eb altos [horns], 1st and 2nd Eb 

horns, 1st, 2nd and 3rd trombones, Bb baritone, euphonium, basses, snare drum and 

bass drum. Ever since the days of the Royal Fusiliers, military bands had been an 

important part of social life in Quebec. There can be little doubt that part of their 

success lay in the fact that they provided the music for society balls and that this set of 

waltzes, in keeping with that tradition, was definitely intended for dancing. See 

Musical Example III-5. 

Analysis: the Canadian Rifles Waltzes consist of a thirty-seven measure introduction, 

four waltzes, each consisting of two contrasting sections of sixteen bars apiece, all of 

which are repeated, and a ninety-four bar coda. The introduction is in two sections, 

the first in a slow three four "rubato" time characterised by a repeated series of lightly 

2 0 Castonguay, Les Voltigeurs, 31. 



textured two bar unison phrases and their sustained chordal responses in the ensemble. 

The second section (m. 15) begins in 6/8 metre with an arpeggiated accompaniment in 

the clarinets and a theme that contains both melodic and rhythmic elements of the 

ensuing waltzes. The introduction is brought to a close at measure thirty-six with the 

appearance of a cadenza that can be performed by either the first clarinet or the first 

cornet. Each of the four waltzes, three of which are in Eb major and one in Bb, 

contains contrasting legato and staccato sections of varying lengths. In the first 

waltz, these contrasting sections are of sixteen bars duration whereas in waltz number 

two they are interspersed at four bar intervals. Evident in all four waltzes are 

rhythmic figures strongly suggestive of European models. The concluding coda 

section is a recapitulation of earlier thematic material. It builds with ever increasing 

intensity to a final restatement in the entire ensemble of the principal theme of the first 

waltz before the last cadential figures bring the work to a close. Throughout its entire 

length (304 measures, not including repeats), chromaticism is limited to the use of 

pre-cadential and secondary dominants and the scoring tends to be quite heavy. 

Teaching Highlights: the Canadian Rifles Waltzes provide a genuine example of the 

waltz form written for dancing, yet expressly composed for the wind band. Vezina's 

further use of European formulae, with respect to rhythm, articulation, melodic 

structure and form, make this work an ideal introduction to the Viennese dance 

tradition. 

Degree of Difficulty: Grade V 

21 Ibid, Appendice A. Lieutenant Colonel C-Eugene Panet was the commanding officer of the 
Voltigeurs from 1866 to 1880. 
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Musical Example III - 5. Eb clarinet part to Vezina's the Canadian Rifles Waltzes. 



Première Neige Polka, Piccolo/Cornet Solo 

Historical Background and Sources: the source for this piccolo or cornet solo with 

band accompaniment is a score dated the 26 t h of October, 1889 in the "Veziná 

Collection" at the Quebec Seminary. The dedication reads "à mon frère Ulrich, Solo 

Cornettiste" and suggests the work may have been initially composed for solo cornet. 

But by 1889, Vezina was an established bandleader in Quebec of both military and 

community bands. He probably used the Polka with all his bands and the advantages 

of being able to use a variety of solo instruments would certainly have increased its 

usefulness. At this point in his career he could afford the services of a professional 

copyist, and directions on the autograph score support this view: measures 34-35 are 

marked "copiez les deux premieres mesures de cette partie". Première Neige [First 

Snowfall] is clearly a light concert piece intended to feature the skills of a solo 

performer; in achieving this end, however, it remains firmly rooted in a nineteenth 

century tradition of solo performance. See Musical Example III-6. 

Analysis: although in simple A B form and a relatively short ninety-one measures in 

length, Première Neige Polka contains a number of contrasting sections that make it 

an engaging and interesting work. It opens in E flat major with an eight bar 

introduction in declamatory style that concludes with a cadenza for the solo 

instrument. The first half of polka itself begins at measure nine and consists of two 

sixteen bar phrases, the first of which features the solo instrument with a lightly 

scored accompaniment. The contrasting second phrase is a "tutti" presentation of 

new melodic material. After a four bar bridge passage, in which the new key of A 



flat major is established, the second section begins with a series of solo and "'tutti" 

passages interspersed over sixteen measures. The second half of the second section, 

of eight bars in length, introduces new melodic material. A dal segno (m. 79) returns 

to the first section of the polka (m.9) before a final coda section of twelve measures 

concludes the work. Vezina's scoring in the accompanying passages is lightly 

textured and allows the solo instrument sufficient latitude for softer performance. 

There is also little in the way of chromatic or rhythmic challenges in the 

accompanying parts, but the frequent use of the sixteenth note triplet in the solo part 

can create some rhythmic ambiguity. In addition, the solo piccolo part is challenging 

by virtue of the fact that Vezina's piccolo was in Db, the modern instrument is in C 

Fingerings in flat keys that work well on a Db instrument become more complex on a 

modern instrument. Consequently, the solo part requires the skills of an advanced 

level performer. 

Teaching Highlights: Première Neige Polka is an ideal selection for introducing 

concepts associated with solo performance. The accompanying parts, although not 

technically difficult, require keen attention to articulation and balance in order to 

enhance the solo line. Of secondary importance is the representational nature of the 

melodic line. The title of the work conjures up images familiar to most Canadian 

students and the composer's melodic themes seem to reflect these images. These two 

concepts together offer opportunities for discussing the expressionistic potential of 

melody and articulation. 

Degree of Difficulty: Solo part - Grade VI, Band part - Grade IV. 
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Musical Example III - 6. First page to Vezina's score for Première Neige, Polka. 
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Le Toréador, Bolero, Opus 46. 

Historical Background and Sources: the source for this short work (seventy-six 

measures) is a score dated the 18 t h of October, 1889 in thé "Vezina Collection" at the 

Quebec Seminary. Finished at approximately the same time as Premiere Neige 

Polka, it is further proof of Vezina'a mastery of several European styles that were 

then in fashion. The dedication to "mon ami Gaston P. Labat" provides no indication 

as to what may have been the inspiration for the work's composition. The original 

instrumentation consists of Db piccolo, Eb clarinet, 1s t and 2 n d Bb clarinets, Eb cornet, 

Solo, Repiano, 2 n d and 3 r d Bb cornets, Solo, 1s t and 2 n d Eb altos [horns], 1s t and 2 n d 

tenors [trombones], Bb bass [3 r d trombone], baritone, basses and drums. The fact that 

the Eb and solo Bb cornet parts are both subtitled "conductor" and include cues for 

other parts suggest that Le Toreador, like Première Neige, may have been intended 

for either publication, or at least, distribution. See Musical Example III-7. 

Analysis: the introduction consists of a two bar descending unison passage followed 

by the appearance of the distinctive bolero rhythmic figure ( J~R J j j j ) harmonised 

in the low brasses. A sequential ascending figure combined with a diminuendo and 

rallentando lead to the first statement of the "bolero" theme at measure eleven. The 

first two sections of the work, one of eight bars and the other of twenty-one, are in the 

key of f minor. Their thematic material is similar in nature with contrasts provided 

primarily by the use of solo and ensemble textures. After a seven bar bridge passage, 

the key modulates to F major (m. 50) and the third section of sixteen bars is 

characterised by a more lyrical melodic line harmonised in thirds. A dal segno 



follows to repeat the opening section before jumping to a concluding ten bar coda 

section that begins at measure fifty. Vezina integrates a variety of melodic figures 

into the fabric of the work that evoke a Spanish flavour. These, along with the 

rhythmic figure previously noted, give Le Toreador a colour not generally associated 

with Canadian works for band. His use of harmony, especially in the frequent 

movement to related keys, as well as the modulation from f minor to F major, further 

enhances the overall effect. Although technical demands are not difficult, and 

articulation is consistent throughout, the challenges lay in the treatment of the various 

melodic lines, which the composer reinforces by means of dramatic changes in 

dynamic levels. The scoring is generally heavy although there are short soli passages 

for the trumpets and trombones. 

Teaching Highlights: the value of Le Toreador lies in its apparently effortless 

synthesis of harmony, rhythm and melody. In order to give the work the lightness the 

style demands, these require careful attention on behalf of the entire ensemble. 

Accompanying figures in particular, both rhythmic and harmonic, need considerable 

rehearsal time. Tonal relationships also provide opportunities for related theoretical 

studies as do comparisons with better known examples of the bolero form. 

Degree of Difficulty: Grade V . 
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Musical Example III - 7. First page to Vezina's score for Le Toreador, Bolero. 



Calixa Lavallee 

Calixa Lavallee was bora in 1842 in Vercheres, Quebec. His father, an 

enthusiastic amateur musician, worked for a time with the organ builder Joseph 

Casavant and was conductor of the band of the Société Philharmonique de St. 

Hyacinthe. Calixa's musical gifts were recognised early on and by the age of thirteen 

".. .he gave his first piano recital at the Theatre Royal in Montreal where his family 

22 

now made its home." He was a fast learner and though he specialised on the piano 

he was also ".. .an accomplished violinist and a creditable cornetist."23 By the late 

1850s, the urge to travel that was to characterise most of his life prompted him to 

relocate to New Orleans where was engaged as a tour accompanist. With the start of 

the American Civi l War he enlisted in the Northern Army as a musician and was 

quickly appointed bandmaster of a Rhode Island regimental band. His service in the 

army was short lived and by 1863 he had returned to Montreal to teach and perform. 

He returned once again to the United States in 1865 and remained there as a touring 

musician for five years before accepting the position of artistic director of the New 

York Grand Opera House. He returned again to Montreal in 1872 and in 1873, 

through the kind support of a group of friends, moved to Paris where he studied for 

several years with Bazin, Boieldieu, Jr., and Marmontel.2 4 On his return he was 

convinced of the need for a national "conservatoire" for the training of musicians and 

worked tirelessly to achieve this aim. He received little official support and despite 

the local acclaim he won for his composition of the French Canadian "chant national" 

2 2 Kallmann, A History, 134. 
23 Ibid, 134. 
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O Canada, in 1880, he must have felt rejected for that same year, at the age of 38, he 

relocated one final time to the United States. He settled in Boston where he was 

quickly appointed organist of the Roman Catholic Cathedral and acting director of the 

Petersilea Conservatory. Ironically it was only in the U.S. where his talents as 

church musician, teacher, performer and composer were fully appreciated. By 1887. 

he had been elected president of the American Music Teachers National Association 

and was considered a champion of North American music. His health had always 

been frail and he died after a lengthy illness on January 21, 1891. 

Lavallee was a prolific composer who wrote at least three comic operas, two 

orchestral suites, a symphony with chorus, three band overtures, over twenty works 

for piano, works for choir, solo voice and a small number of chamber works. Not 

including those that remained in manuscript form, the majority, "...works for band, 

piano, the stage and other media were published in Boston." He was a gifted 

composer with a talent for writing lyrical and appealing melodies in all genres, sacred 

and secular, choral and instrumental. Although his output was primarily of a lighter 

nature, it was nevertheless recognised by his contemporaries as the work of a 

"...genuinely creative artist, a pure musical genius." 

The Bridal Rose Overture 

Historical Background and Sources: the Boston to which Lavallee moved in 1880 

was alive with the sound of band music. Patrick Gilmore had organised two 

24 Ibid, 136. 
25 Ibid, 139. 
26Ibid, 140. 
2 7 Augustus Stephen Vogt as cited in Kallmann. A History, 143. 



enormous music festivals in the city in 1869 and 1872 prior to moving to New York 

and establishing the 22 n d Regiment Band. The surrounding New England states were 

home to a number of outstanding professional bands: the American Band of 

Providence, Rhode Island, under the direction of David W. Reeves; The Salem Cadet 

Band of Salem, Massachusetts under Jean M . Missud, and the Brockton Band of 

Brockton, Massachusetts conducted by Mace Gay. 2 8 It is not at all surprising that 

Lavallee was approached in 1888 by the Boston based Cundy publishing house to 

contribute to the ever growing repertoire for band. By then his reputation was at its 

zenith and he willingly obliged with three overtures, The Bridal Rose, King of 

Diamonds and The Golden Fleece. Of these three, The Bridal Rose seems to have 

been the most popular; Paul E. Bierley, the noted American specialist on the life and 

works of John Philip Sousa, confirms that there is documentary evidence that Sousa 

performed it at least once in 18932 9. The exact instrumentation used in the original 

edition is somewhat problematical since a later arrangement by J. B. Claus was the 

only one available for this study. It consists of parts for solo cornet/conductor, Db 

piccolo, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, soprano, alto, tenor 

and baritone saxophones, Eb cornet, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d and 3 r d Eb 

altos, 1st, 2 n d and 3 r d trombones, baritone, basses and drums. See Musical Example 

III-8. 

" William Carter White, Military Music in America (New York: The Exposition Press, 1944) 111. It 
is worth noting that both Jean M . Missud and Mace Gay were also active in the band music publishing 
business, and that Mace Gay in particular, was an early sponsor of both L. P. Laurendeau and A. W. 
Hughes. 
2 9 Paul E. Bierley, letterto author, 17 March, 2002. 



Analysis: The Bridal Rose Overture is a sequentially composed work of 282 bars in 

length. It is divided into four distinct sections plus two separate introductions and 

transition passages. The introduction in E flat major, marked Maestoso, begins with 

a series of forceful two bar unison motifs answered in the woodwinds with contrasting 

piano chordal figures. After a highly agitated transition passage, a similar device of 

one measure duration is employed to lead into the first section (m. 19), a cantabile 

cornet solo with light accompaniment. This concludes, after one repetition of the 

theme in the entire ensemble, with a cornet cadenza. The second section (m. 56) is 

an Allegro moderato featuring an almost "Rossini-esque" theme in the woodwinds. 

It is followed by a transition passage of twenty-eight bars which leads directly into the 

third section (m. 139) in the new key of A flat major. In 6/8 time, the third section is 

a pastoral Andantino featuring both clarinet and cornet solo passages. It concludes 

with an immediate return to the home key of E flat, again in simple duple time. A 

seventeen bar introduction, based on a series of fanfare like motifs, leads into the 

fourth section (m. 204), an Allegro con brio with a melodic theme much like that of 

the second section. It in turn leads to a final Risoluto, featuring running chromatic 

passages and extensive use of dotted eighth-sixteenth note patterns. The overture is 

entirely operatic in character and the influence of Offenbach, especially in the third 

section, is apparent. Lavallee's use of harmony is subtle but it never detracts from 

the lightness and appealing quality of the melodic lines it supports. The scoring by 

contemporary standards is generally heavy but given the nature of bands of the time, 



understandable. There are, however a series of clarinet and cornet solos which serve 

to vary the texture significantly and maintain a variety of tone colours. 

Teaching Highlights: although The Bridal Rose Overture is "light classic" in nature, 

the skilful use of harmony and rhythm and the operatic influences contained in the 

highly dramatic melodic lines, provide ample opportunities for exploring a variety of 

performance styles. The scoring can easily be modified for the modern band with the 

addition of low woodwinds rather than the low brass to give the work even a greater 

degree of lightness. Articulations are equally important and will challenge the most 

advanced ensembles. A recording of The Bridal Rose is contained in Appendix B. 

Degree of Difficulty: Grade V . 



Musical Example III - 8. First page of the solo cornet/conductor part to The Bridal 
Rose Overture. Note the use of cues to indicate other parts. This was the standard 
form of score for most band music in the late nineteenth and early part of the 
twentieth centuries. 
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King of Diamonds Overture 

Historical Background and Sources: one of three band overtures published by 

Cundy, Boston in 1888, along with The Bridal Rose Overture and the Golden Fleece. 

The edition used in this study was an arrangement by Barrington Sargent republished 

by Cundy in 1913. The instrumentation consists of parts for solo cornet/conductor, 

Db piccolo, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, alto and tenor 

saxophones, Eb cornet, solo, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb altos, 

1st, 2 n d and 3 r d trombones, baritone, basses and drums. See Musical Example III-9. 

Analysis: The King of Diamonds Overture is a freely composed concert work of 223 

measures in length. It begins in common time with an eight bar introduction in B flat 

major marked Andante Maestoso, which leads into the first section (m.9). This first 

section, marked Andante, changes metrically to simple triple time and features a 

cornet solo with flute and clarinet obliggati as interludes. At measure fifty-nine, the 

theme of the introduction returns once more as a bridge to the second section. A 

dramatic shift back to both common time, an allegro tempo and the key of Bb minor 

(m. 67) create an entirely new musical dynamic of tension and movement through the 

use of repeated eighth and sixteenth note patterns . This motion carries through an 

extended transitional section (m. 97), in which the tonality returns to the relative 

major and the con brio tempo, made even more agitated by the use of repeated 

sixteenth patterns, comes to a abrupt halt with a clarinet cadenza at measure 132. 

The third section (m. 133), an Allegretto Moderato in triple time, moves to the key of 

Eb major and features a cornet duet in thirds. Reminiscent of a Neapolitan serenade 
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it comes to a close with a direct segue into the final section, a two part Allegro (m. 

164). The first part, a light "galop" like theme is repeated and then followed by a 

second thematic section, which once again betrays an Italian influence. These lead to 

a final concluding section (m. 199) in which the full ensemble, using fanfare figures 

in the upper brass, rapidly ascending scale passages in the winds and arpeggiated 

chords in the lower voices bring the overture to an end. As with its companion piece, 

The Bridal Rose Overture, the scoring is heavy by today's standards. But the use of 

solo voices in the cornet and clarinets tends to mitigate this weakness. The operatic 

influences are again evident and the melodic lines demand a fluid approach to tempi. 

Teaching Highlights: i f one of the primary influences in The Bridal Rose is French 

Operetta, then one of Lavallee's models for the King of Diamonds was the Italian 

school. Rhythmic interpretation of what are essentially vocal lines require keen 

attention on the part of the ensemble and the use of the relative minor in the second 

section provides opportunities for theoretical discussion. At a more advanced level, 

the use of repeated eighths and sixteenths as a device for increasing tension could also 

be discussed. Despite the outward appearances of being a "light concert overture", 

the entire work is a richly textured study in style and articulation in addition to those 

points previously noted. 

Degree of Difficulty: Grade V . 
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Musical Example III - 9. First page of the solo cornet/conductor part to The King of 
Diamonds Overture. 
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Mouvement à la Pavane 

Historical Background and Sources: the source for this short pavane of forty 

measures is a manuscript score and set of parts from "Le Musée des Fusiliers Mont 

Royal" in Montreal. It was arranged by Dr. J.J. Gagnier in 1933 for an all Lavallee 

concert he presented with the Band of the Canadian Grenadier Guards on July 13 of 

that year.30 Lavallee's original score was for piano and was published in 1883 by 

White, Smith & Company3 1. The band score is included in this study by virtue of the 

fact that the original source was intended as a serious work and the arrangement for 

band was done by a fellow French Canadian whose compositional credentials were 

equivalent to the composer's own. Of equal importance is the scoring. Gagnier's 

Grenadier Guards Band was one of the finest of its day and the parts reflect this. His 

arrangement is scored for piccolo in C, flute in C, oboes, 1st and 2 n d bassoons, Eb 

clarinet, solo, 1st, 2 n d and 3 r d Bb clarinets, alto and bass clarinets, alto and tenor 

saxophones, solo, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d , 3 r d and 4 t h horns in F, 1st, 2 n d and 

3 r d trombones, baritone(treble clef), euphonium, string bass, snare drum, bass drum, 

cymbals and tympani. 

Analysis: the work is written in cut time marked Risoluto e maestoso. It is in two 

sections, the first of which is repeated by means of a dal segno al Fine. Beginning in 

the key of f minor, it ". . .exhibits decidedly more chromaticism than was typical of the 

popular idioms of the day.. . " 3 2 . The second section (m. 17) opens in the key of F 

3 0 Kallmann, A History, 141. 
J l Timothy Maloney, ed., Music for Winds I: Bands, vol 21 (Ottawa, Ont.: The Canadian Musical 
Heritage Society, 1998) xii . 
'2 Ibid, xiii . 



major but after an initial eight bar statement of the theme, moves through several keys 

beginning at measure twenty-five before finally arriving at the key of C major prior to 

the return to the first strain. Both melodic and accompanying voices are required to 

use a variety of articulations ranging from accented and staccato passages in the first 

section to long sustained lines in the second. These sustained phrases are blended 

with a series of arpeggiated figures in the woodwinds and euphonium creating the 

chromatic movement noted above. Equally wide-ranging are the dynamic variations 

from pianissimo to fortissimo. Ironically, given the quality of the ensemble he had at 

his disposal, Gagnier's scoring provides very few opportunities for exposed solo or 

sectional playing. See Musical Example III-10. 

Teaching Highlights: Gagnier's arrangement of Mouvement a la Pavane provides 

educators with a fine example of nineteenth century chromatic writing not generally 

available in original music for band of the period. Combined with sectional voicings 

that require close attention to tuning and ensemble playing, articulations and dynamic 

markings that differ markedly between the two main sections and sustained phrases, 

the work is an exceptionally concise study in control and musicianship. 

Degree of Difficulty: Grade V . 
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Harry L. Walker 

Sergeant Harry Walker, North West Mounted Police, was bandmaster of the 

Regina Depot band in the 1880s and 1890s. Little is known of his early training 

other he had come West with the Wolsely Expedition in 1870 and had been a 

bandmaster in Winnipeg prior to joining the force in 1878. Other postings included 

Fort Walsh in the Cypress Hills. He was an able clarinettist but he is best known for 

his achievements as a bandmaster. Under his direction the band was the highlight of 

a series of monthly balls held in Regina during the winter months33. 

"Galop " Dinsmore 

Historical Background and Sources: in the relative isolation of the Depot and with 

an ensemble of volunteer musicians that barely exceeded fifteen, Walker was forced 

to compose and arrange much of his own music. Contemporary press accounts 

dating from 1874 to 1893, in the Winnipeg Free Press and later in the Regina Leader 

and the Regina Standard, suggest that he composed over thirty-nine works for band 

consisting primarily of popular dances of the day: galops, waltzes, marches and 

quadrilles34. Of these, only two appear to have been published: Riders of the Plains 

Waltz and Galop "Dinsmore ". Walker had a very specific audience to serve and it is 

not surprising that his music is functional in nature. But it is also entirely 

representative of the work done by countless bandmasters, both civilian and military, 

from across the country. The source for Galop "Dinsmore " used in this study is an 

3 3 Kopstein, Heritage, 158. 
3 4 Professor H. Bruce Lobaugh, University of Regina, interview with author 12 July 1994. 



incomplete set of parts (solo cornet, 2" and 3 r altos, Eb bass and drums) from an 

edition published by the Whaley, Royce Company of Toronto in 1891.35 

Analysis: the "galop" was a lively dance step in duple time originating in France that 

was extremely popular through much of the late nineteenth century. Walker's 

version begins with a brief four-bar introduction in E flat major followed by two 

sixteen bar strains, each of which is repeated. The second section, the Trio (m. 40), 

begins with another four-bar introduction prior to moving to the key of the sub-

dominant (m. 44). The Trio itself is only sixteen bars in length and is repeated. 

Although there is no other indication in any of the parts, the fermata symbol at the end 

of the second ending at measure thirty-nine suggests that there is da capo on 

completion of the Trio section. Despite the limitations of the resulting sixty measure 

A B A form and the absence of any significant chromaticism, with the exception of 

some altered passing tones, the composer nevertheless manages to create a work of 

considerable energy. By using a variety of dotted eighth-sixteenth figures in 

conjunction with strongly accented afterbeats, Walker has created three deceptively 

simple melodic themes that manage to musically evoke the image of horsemen riding 

the plains. See Musical Example III-11. 

Teaching Highlights: "Galop " Dinsmore is a perfect example how rhythm and 

melody alone can create music of remarkable vigour. Any ensemble attempting this 

work would have to face challenges associated with the interpretation of a single 

melodic line: articulation, dynamics and appropriate approaches to style. The 

Professor Lobaugh prepared a performance edition of the work from these same parts for the 
University of Regina in 1994. 
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remaining three parts, the E flat alto horn part consisting entirely of offbeats, the bass 

part outlining the chords of the tonic, sub-dominant and dominant and the drum part 

reinforcing these previous two, are of secondary importance. Its date and place of 

composition as well as the audience for whom it was written are also associated 

subjects worthy of study. 

Degree of Difficulty: Grade IV 

Musical Example III - 11. Solo cornet/conductor part to "Galop " Dinsmore. 
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Louis-Philippe Laurendeau 

Louis-Philippe Laurendeau was bom in the community of St. Hyacinthe, 

Quebec in 1861. There are no records of his early musical training although one of 

his obituaries notes that he was for many years bandmaster at "L'Ecole Militaire de 

36 

St. Jean" . In 1895 his Intermezzo Twilight Whispers, Opus 202 won first prize in 

the New York based Metronome magazine composition contest. For the rest of his 

life his name was to become closely associated with the magazine's sponsor, Carl 

Fischer, Inc.. He assumed a position of editor for the music publisher and by the time 

of his death, at the age of fifty-five, had composed no fewer than 281 compositions 

for band, most of which were of a light concert character37. He was equally prolific 

as an arranger, not just of popular songs and operatic favourites, but also of major 

symphonic works, including: L 'Arlesienne Suite (1904), Caprice Italien (1903), 

Flying Dutchman Overture [revised edition] (1961), Marche Slav (1916), 1812 

Overture ( 1904), and the Ride of the Valkyries (1908)38. The fact that forty-nine of 

his scores remained in Carl Fischer's 1954 catalogue, thirty-eight years after his 

death, attests to the enduring popularity of his work 3 9. There is some confusion as to 

his country of residence during much of his professional life. It has generally been 

assumed that he moved to New York as an employee of Carl Fischer in the 1890s, 

and, that he returned to Canada in 1910. Evidence from the National Library in 

Ottawa, however, suggests otherwise, that in fact, he resided in Canada much of the 

3 6 "Mort de L.-P. Laurendeau", Le Passe-Temps, 26 février, 1916. 
3 7 Rehrig, Heritage, 441-443. 
j 8 Copies of all these scores, with sets of parts, are contained in the author's private collection. 
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time 4 0. In addition to his editorial duties he is also known to have authored a text 

entitled "The Practical Band Arranger". Sp concerned was Laurendeau about the 

volume of work he produced, at one point ".. .approximately 25 percent of Carl 

Fischer's band and orchestra catalogue was either composed or arranged by him.. ." 4 1 , 

that he wrote under two other names, G.H. Reeves and Paul Laurent. He moved from 

Longueuil to Montreal in 1915 and died there after a lengthy illness on February 13, 

1916. 

Twilight Whispers, Intermezzo 

Historical Background and Sources: Laurendeau's earliest known published 

compositions date from 189042, most of which are in a variety of genres associated 

with light concert music: marches, waltzes, galops, overtures, serenades, medleys and 

descriptive fantasias. By the time he won the Metronome competition in 1895, he 

was already an established composer with at least three U.S, publishers: Cundy, Gay 

and Missud. His success with Twilight Whispers however, probably helped him 

secure the coveted position of editor at Fischer4 3. The source used for this study is 

the 1895 Carl Fischer edition, which included parts for Solo cornet/conductor, Db 

piccolo, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, soprano, alto, tenor 

Copy of the 1954 catalogue courtesy Dr. S. Tim Maloney, Music Division, National Library of 
Canada. 
4 0 Correspondence between Helmut Kallmann, Chief, Music Division, National Library of Canada and 
Mr. Robert Hoe dated 7 March 1972 provided courtesy of Dr. S. Tim Maloney, National Library of 
Canada. Mr. Kallmann points out that a review of Montreal City directories for much of the 
composer's life revealed that he was listed as a "music teacher" in the suburb of Longueuil. 
4 1 Rehrig, Heritage, 441. 
42 Ibid, 441-443. 
43 Metronome magazine was a trade journal published by Carl Fischer. Not only did the editorial board 
consist of two generations of Fischers, the magazine's offices shared the same Cooper Square address. 
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and baritone saxophones, solo, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb alto 

horns, 1st, 2 n d and 3 r d trombones, baritone(treble and bass clef), basses and drums.. 

Analysis: listed as Opus 202 on the solo cornet/conductor part, Twilight Whispers, 

Intermezzo, is the work of a mature composer. Although its A B A form consists of 

only 68 measures in simple duple time, not including the da capo, Laurendeau's use 

of melody, ornamentation, harmonic relationships and scoring create a work of 

effortless grace and full of musical invention. The opening sixteen-bar section in E 

flat major is characterised by a call response pattern between the woodwinds and the 

brass. This first section is followed by a transition passage of equal length in the key 

of the relative minor in which the call response pattern is reduced to only one bar 

duration. Not only do the tonality and melodic materials change dramatically, so too 

does the texture. The light lilting quality of the first section is replaced by a brief 

heavy double forte accented call in the low brass contrasted with an equally brief 

double piano staccato response in the upper woodwinds. At its conclusion (m. 32), 

the first section is again repeated. The contrasting B theme (m. 49) is in the key of A 

flat major and is only twenty bars in length. It features a soft lyrical descending 

passage in the low brass, which is then taken up by the entire ensemble before 

concluding with an extended ornamented cadential figure. The da capo follows to 

the Fine (m. 48). See Musical Example III-12. 

Teaching Highlights: beyond Laurendeau's use of contrasting tonalities, 

articulations, dynamics and textures, his use of ornamentation above all else is a 

feature of Twilight Whispers. Appoggiaturas, acciaccaturas and mordents appear 
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regularly in the melodic parts and contribute to the almost improvised, spontaneous 

quality of the entire work. Its themes have a quality of chamber music like intimacy 

that lend themselves well to subtle changes in tempo. The final result is a concert 

piece more suited to the salon than the park bandstand. 

Degree of Difficulty: Grade V 

Musical Example III - 12. Solo cornet/conductor part to Laurendeau's Twilight 
Whispers, Intermezzo. 
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Stampede Galop 

Historical Background and Sources: Laurendeau composed sixteen of these light 

concert pieces between 1890 and 1901, but appears to have abandoned the form after 

that point4 4. The Stampede Galop published by Carl Fischer in 1897 represents him 

at the height of his powers. The source for this study is the author's revision of the 

original edition which, like much band music of the period published in march size 

format (approx. 17cm x 12 cm), contained no score, only a solo cornet part with 

occasional cues. This revised score was created from an incomplete set of parts 

which included: Db piccolo, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, 

alto and tenor saxophones, solo, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb 

horns, 1 s t Bb tenor (trombone part in treble clef), 2 n d trombone, bass trombone, Eb 

bass and drums. In the absence of a baritone part, the tenor saxophone and bassoon 

parts were extrapolated to create a suitable euphonium part45. 

Analysis: the formal construction of Stampede Galop is based loosely on the march, 

with two main sections. There is a four bar introduction containing thematic 

elements of the principal theme followed by an A section consisting of two 

contrasting sixteen-bar themes, each of which is repeated. The Trio, which serves as 

a B section, is in A flat major, the key of the subdominant. It also consists of two 

contrasting sixteen-bar passages, repeated, before a final cadential figure. 

Laurendeau's melodic themes consist of a series of short motifs, using either repeated 

4 4 Rehrig, Heritage, 442. 
4 5 The author provided copies of these parts to Dr. Maloney in 1993. He used them as the basis for his 
own revision of Stampede Galop, which appeared in The Canadian Musical Heritage Society's Music 
For Winds I: Bands, 93-96. 



eighths or dotted figures, which contribute to the tremendous sense of movement. In 

the A section (m. 5) he provides contrast between the two themes by the juxtaposition 

of principal and secondary melodic ideas. At measure five, the primary melody is in 

the upper voices and the supporting countermelody is in the tenor. In the second half 

of this section (m. 22), the bass instruments provide the primary melodic voice 

whereas the upper voices are of secondary importance. In keeping with the march 

format, the Trio (m. 39) is more lyrical in nature. 

Teaching Highlights: although simple in construction, Stampede Galop presents 

enormous challenges i f it is to be performed at a Galop tempo ( J = 160). Offbeat 

patterns in the horns, although entirely idiomatic, are exceptionally difficult to play. 

Similarly, the frequent use of dotted eighth and sixteenth note patterns in the upper 

voices demand careful attention to ensemble playing. Stylistically, the work creates a 

mood that is entirely appropriate in view of its title, despite being heavily scored 

throughout. The fact that the composer can achieve the effects of lightness and 

movement using only rhythmic and melodic devices creates the basis for a unit on 

compositional practice. It is also possible that circus music inspired the composer, 

which in turn offers opportunities to explore the role of the wind band in that form of 

popular entertainment. A recording of Stampede Galop is contained in Appendix B. 

Degree of Difficulty: Grade IV 



"The Rainbow" Serenade 

Historical Background and Sources: Fischer only published five serenades by 

Laurendeau46; whether he limited himself for artistic or commercial reasons is not 

clear, but the "The Rainbow " Serenade of 1901 is the last work he composed using 

that form. As with much of Fischer's march size editions of the period, the original 

edition includes parts for solo cornet/conductor, Db piccolo, oboe, bassoon, Eb 

clarinet, 1st, 2 n d and 3 r d Bb clarinets, soprano, alto, tenor and baritone saxophones, 

solo, 1st, 2 n d and 3 r d Bb cornets 1st, 2 n d , 3 r d and 4 t h Eb altos, 1s t and 2 n d trombones, bass 

trombone, baritone(treble and bass clef), basses and drums. 

Analysis: "The Rainbow " Serenade is a short work of sixty-three measures in a 

modified ternary form: A A B A . The opening theme, an Allegretto moderato in 6/8 

time in the key of Bb major, is gently lilting in character, somewhat evocative of a 

"Barcarolle". After the initial statement of the principal melody, there is a brief 

transitional passage of eight bars in g minor (m.19), which is followed by an abridged 

version of the opening theme (m. 27) consisting of its last eight bars. The B section 

is in the key of E flat major and is characterised by a series of ascending eighth note 

patterns in the low brass. These are punctuated by offbeat figures in the upper 

woodwinds. At measure fifty-two the principal theme returns in the original key. 

There is some use of chromaticism, primarily as passing tones and ornamentation, in 

the form of appogiaturas, forming an integral part of the melodic line. Although the 

melodies and their accompaniments are intended to be light and airy, the scoring 

works against this effect. Voices in both the brass and the woodwinds are doubled 



throughout resulting in a texture that is heavy and ponderous. Conceived as a concert 

work by virtue of its tempi, form and melodic structure, the scoring of this work 

strongly points to either an outdoor performance venue or the intent to reach as wide a 

market as possible. The composer either wanted the band to sound full, or he wanted 

the work to be as accessible as possible to groups of varying abilities. Solo and soli 

writing is non-existent and the A section in particular, is fully harmonised each time it 

appears. The result is a musical style that is somewhat heavy, despite the fact that the 

melodies themselves imply both lightness and grace. 

Teaching Highlights: the incompatability of these musical elements provides the 

basis for a unit on appropriate accompanying figures. A secondary benefit of 

Laurendeau's scoring is that its textures evoke musical images of a late Victorian 

society whose parlours, clothing and literature were excessively cluttered by 

contemporary standards. "The Rainbow" Serenade, despite its limitations as a 

musical work, is a gateway to the study of that period of history at the beginning of 

the twentieth century that prompted, in reaction, those movements in music, art, 

architecture, dress and literature, that helped define the rest of the century. See 

Musical Example III-13. 

Degree of Difficulty: Grade IV 

Rehrig, Heritage, 442. 
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Musical Example 111-13. Solo cornet/conductor's part to "The Rainbow " Serenade. 
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Prés Fleuris, Waltz 

Historical Background and Sources: by 1904, the date Prés Fleuris (Flowery 

Fields) was published, Laurendeau had already composed nineteen waltzes47. More 

importantly, in his capacity as an editor for Carl Fischer, he had also arranged at least 

three Johann Strauss Jr. favorites for band, Die Fledermaus (1903), Blue Danube 

(1897) and Roses from the South (1900)48. Strauss's influence is evident in 

Laurendeau's Prés Fleuris. Intended for concert use, the sets of parts were printed on 

octavo size paper (approx. 17 cm x 26 cm). See Musical Example III-14. As with 

most band music of the period there was no conductor's score, only a solo cornet part 

with cues. Cost was always a consideration and a full score was considered an 

editorial luxury. In addition to the solo cornet/conductor's part, the original edition 

included parts for Db piccolo, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinet, 

soprano, alto, tenor and baritone saxophones, Eb cornet, solo, 1st, 2 n d and 3 r d Bb 

cornets, 1st, 2 n d 3 r d and 4 t h Eb alto horns, 1 s t , 2 n d and 3 r d trombones, baritone (treble 

and bass clef), basses and drums. 

Analysis: Prés Fleuris is a set of waltzes consisting of an introduction, three separate 

waltz movements and an extended coda totalling 281 measures without repeats. The 

introduction is an Allegro vivace in duple simple time in B flat major. It lasts 

fourteen bars and features call response patterns between the woodwinds and brass. 

The first waltz (m. 15) consists of two thematic sections, the first of which is 

sustained and lyrical in nature featuring the solo cornet with arpeggiated 

Ibid, 442. 
Copies of all three waltzes are in the author's private collection. 



accompaniment figures in the woodwinds. The second thematic section (m. 47) is 

contrasted by the use of staccato off beat echo patterns in the upper woodwinds. The 

second waltz, in Eb major, also consists of two thematic sections of sixteen bars 

repeated and thirty-two bars length respectively. The first (m. 63) of these is 

characterised by a series of legato eighth note sequences, which after the repeat, lead 

to a modulation to C major for the second theme (m. 80). It in turn contrasts the light 

flowing piano texture of the preceding section with a full ensemble treatment of the 

melody. There is a brief four bar introduction to the third waltz (m. 116) in F major 

which features once more light call response patterns in the first section and a 

fortissimo second section (m. 134). The coda section (m. 168) is a recapitulation of 

the themes of the first waltz, again in the home key of B flat major, followed by a 

closing Presto (m. 266). 

Teaching Highlights: in addition to representing a musical form that enjoyed 

enormous popularity during the latter half of the nineteenth century, Laurendeau's 

Prés Fleuris also contains several compositional elements worthy of study. His use 

of call response patterns of various lengths, contrasting wind and brass textures and 

the use of sequences leading towards a modulation represent just two of these 

techniques. The work also offers opportunities for stylistic comparisons, not just 

with the waltzes of Johann Strauss Jr., but also with Laurendeau's contemporary, 

Franz Lehar 4 9. 

Degree of Difficulty: Grade V 

4 9 It is worth noting that Laurendeau was to later arrange both The Merry Widow Waltz ( 1907) and 
Gold and Silver ( 1912) for band. 



Musical Example III - 14. First page of the solo cornet/conductor's part to Pr 
Fleuris. 
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Laurentian Echoes 

Historical Background and Sources: 1908 was the three hundredth anniversary of 

the establishment of Champlain's first permanent French settlement in Quebec and it 

provided the impetus, not only for Laurendeau, but for other French and English 

Canadian composers, to create works of a patriotic nature. It was also the year that 

Robert Stanley Weir translated the French lyrics to "O Canada". The translation 

proved to be an instant success and the popularity of the song quickly spread beyond 

the borders of Quebec. Laurendeau had already been inspired by the rich musical 

heritage of his home to write the earlier medleys Shores of the St. Lawrence (Cundy: 

1893) and Carillon: Marche Patriotique (Fischer: 1907), but Laurentian Echoes was 

by far his most ambitious "Canadian content" work. Fischer must have also 

considered it a work of significant value because, unlike most light concert music of 

the period, it was published with a two-line (piano) conductor's score. This was a 

feature usually reserved only for transcriptions of serious symphonic literature. The 

work must have remained quite popular, especially in Canada, since the Waterloo 

Music Company released an undated version, using the original Fischer imprints, 

sometime in the 1930s. It is the Waterloo reprint that was used for this study. This 

edition included a two line conductor's score as well as parts for Db piccolo, C flute, 

oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, soprano, alto, tenor and 

baritone saxophones, Eb cornet, solo, 1st, 2 n d and 3 r u Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb 

alto horns, 1st, 2 n and 3 r d trombones, baritone(treble and bass clef), basses and drums. 
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Analysis: Laurentian Echoes is subtitled "Pot-Pourri of French Canadian 

Melodies"and its structure is determined by those melodies. After a sixteen measure 

Allegro deciso introduction in declamatory style, the first of seven well known French 

Canadian folk melodies is presented: " A St. Malo, beau port de mer." This is 

followed by " A la claire fontaine," "En roulant ma boule,"" Un canadien errant," 

"Lev'ton pied," "Quand Marianne s'en va-t-au moulin," and "Vive la Canadienne." 

The work concludes with a complete Allegro risoluto rendition of Lavallee's O 

Canada followed by a twelve bar codetta incorporating thematic material from the 

earlier "Vive la Canadienne." The composer includes brief interludes or bridge 

passages from section to section varying from between two to four bars in length. 

The textures are limited to tutti, or woodwind and brass choirs with the occasional use 

of unison figures and upper voices only. It is in the concluding O Canada section 

where the composer shows his skill as an arranger. Multiple running lines in the upper 

winds and descending eighth note sequential passages in the low brass evoke a 

genuine sense of patriotic pride in the listener. 

Teaching Highlights: Laurendeau's use of the devices noted above created an 

excitement that was often copied. Of equal importance is his inclusion of two French 

Canadian folk songs generally omitted from English Canadian band collections: " A la 

claire fontaine" and "Un canadien errant." As with Vezina, the somewhat heavy 

scoring can be significantly reduced by judicious and artistic thinning of the band's 

resources. A recording of Laurentian Echoes is contained in Appendix B. 

Degree of Difficulty: Grade IV 
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Long, Long Ago, Fantasie for Clarinet 

Historical Background and Sources: composed by Reinhart Ritter, this work has 

been included in the study as an example of Laurendeau's skill as an arranger. The 

cornet solo had been a staple of the Band Journal literature since their inception but 

solos for clarinet were rare. Laurendeau composed at least nine cornet solos, as well 

as one tuba solo Elephantine Polka (Fischer: 1903)50, but his arrangement of Ritter's 

Long, LongAgo. Fantasie for Clarinet represents one of the few times he features that 

instrument, despite its importance in the band. The instrumentation of the 1912 

edition used for this study, includes parts for solo cornet/conductor, solo clarinet, Db 

piccolo, C flute, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, soprano, alto, 

tenor and baritone saxophones, solo, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb 

alto horns, 1st, 2 n d and 3 r d trombones, baritone(treble and bass clef), bass and drums. 

Analysis: Long, LongAgo. Fantasie for Clarinet is in a theme and variations form. 

The introduction, in Bb major, begins with a two bar fortissimo unison phrase in the 

low brass, echoed by the upper voices in the following two bars. The solo clarinet 

enters with a cadenza before proceeding to the opening statement of the theme (m. 6). 

For its first eight bars, the solo clarinet is lightly accompanied by arpeggiated figures 

in the clarinets and sustained tones in the horns and saxophones. At measure 

fourteen the entire band takes up the second half of the melody, which at its 

conclusion is extended a further four measures to bring the theme section to a close. 

The first variation (m. 26) consists of sixteenth note passages in the solo voice 

accompanied lightly by offbeats, sustained tones and brief two bar statements of the 



melody. The section ends with a repeat of the four measure closing figure that 

appeared at the end of the theme (m. 42-46). The second variation, in the key of b 

flat minor, is written as a recitative with interjecting shock notes in the ensemble. 

The third variation in simple triple time is for unaccompanied clarinet (m. 67-83). 

The fourth variation in duple time is only sixteen bars long and leads to an interlude 

featuring the entire band (m. 99-107). At measure 109 the melody of the fourth 

variation is taken up once again with increased activity in the accompanying parts 

leading to a final closing section at measure 123. The sixteenth note running 

passages in the solo part are punctuated by brief statements of previous melodic 

material in the supporting voices and finally by a series of short, crisp concluding 

chords. The solo part is never buried by the accompaniment, which remains both 

musically interesting and challenging. 

Teaching Highlights: in addition to providing members of the ensemble with the 

opportunity to perform with a soloist, Long, Long Ago also provides exposure to 

changes in tempo, meter and tonality. The recitative-like treatment of the theme at 

measure forty-six is operatic in conception and the accompanying parts are required to 

perform accordingly. One of the most interesting facets is the theme itself. The 

melody of Long, Long Ago appears in almost every beginning band method available, 

providing students with an opportunity to make comparisons between a beginning and 

advanced version. See Musical Example III-15. 

Degree of Difficulty: Solo Part - Grade VI, Band Part - Grade IV. 

Rehrig, Heritage, 443. 
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Musical Example III - 15. First page of the solo cornet/conductor part to Long, Long 
Ago with solo clarinet cues. 

Solo Bb Cornet. 
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Ph. E. Layton 

There are no references to this composer in any of the sources reviewed for the 

study. The date of publication, 1898, plus the fact that the parts indicate that there 

was also an arranger, an R. Gruenwald, who is mentioned in The Heritage 

Encyclopedia of Band Music5x, suggest that the composer may have been a talented 

amateur musician, or music teacher with little experience with bands. The copyright 

notice indicating that the composer registered the copyright under his own name, both 

in Canada and the United States, further supports this view. 

itThe Dominion" Grand March 

Historical Background and Sources: the "Dominion" of the title no doubt refers to 

official name given to Canada at Confederation in 1867. The Colonial Office in 

London was concerned that the title "Kingdom of Canada", favoured by many English 

speaking Canadians, might threaten the already fragile state of Anglo-American 

relations as they existed immediately after the American Civil War. Accordingly 

".. .the new union was termed the "Dominion of Canada" by the Queen at the request 

52 

of the delegates" . Whether the composer was even a Canadian is difficult to say, 

but the name of the march, plus its copyright registration, provide sufficient 

justification for its inclusion in the study. The arrangement was written for a small 

wind band and only includes parts for solo cornet/conductor, Db piccolo, Eb clarinet, 

solo, 1st and 2 n d Bb clarinets, Eb cornet, solo, 1st and 2 n d Bb cornets, 1st, 2 n d , 3 r d and 4 t h 

51 Ibid, 303. 
5 2 W.L. Morton, The Kingdom of Canada, 324. 



Eb alto horns, 1st, 2 and 3 trombones, baritone(treble and bass clef), bass and 

drums. 

Analysis: iiThe Dominion " Grand March follows a standard march format with 

several notable exceptions. Written in common time, in the key of E flat major, there 

is a four bar introduction which leads to the first part of the principal theme, an eight 

measure Allegro Maestoso characterised by contrasting loud and soft phrases each of 

two bars duration. The second half of the principal theme (m. 11) is sixteen measures 

long and is more lyrical in nature. The second theme, equally lyrical (m. 27), is in 

the key of the sub-dominant and is repeated. It is followed by a repeat of the 

principal theme (m. 43). But where one would normally expect the Trio to begin, 

there is instead an eight bar low brass solo (m. 51) in the key of the relative minor. 

This is followed by a transitional passage back to the relative major (m. 59), only to 

be followed once again by another low brass solo (m. 69). The work concludes with 

an eight bar codetta which firmly re-establishes the key of E flat. 

Uncharacteristically rich in instrumental effects, the woodwinds are given a degree of 

independence unusual for much band music of the period. The accompanying figures 

in both the second half of the first theme and the second theme are full of triplet 

passages, providing both rhythmic and melodic interest. Similarly, two low brass 

solo sections, although not difficult, highlight sections that are generally assigned 

secondary parts in ceremonial marches. 

Teaching Highlights: there are very few ceremonial marches in the Canadian 

repertoire researched for this study. This example contains many elements 



characteristic of the genre with the added incentive of a wide variety of woodwind 

effects, dramatic changes in dynamics and, in the two low brass solos, some intriguing 

relationships between related keys. 

Degree of Difficulty: Grade V 



Alexis Contant 

Born to a musical family in 1858 in Montreal, Alexis Contant took his 

beginning piano lessons with his mother and gave his first public performance at the 

age of thirteen33. He studied with the organist Joseph Fowler and then Calixa 

Lavallee after the latter's return from Paris in 1875. He followed Lavallee to Boston 

for a period of six months but returned to Canada where he remained for the rest of 

his life. He worked primarily ".. .as a church organist and taught at various colleges 

and at the Conservatoire national de musique54. Contant admired and studied the 

works of Faure, Saint-Saens and Wagner and was no doubt inspired by them in his 

own compositions. He wrote "...numerous songs, sacred pieces, and salon pieces for 

the piano. The most important works are three masses with chorus, soloists and 

orchestra; a march for the consecration of Pope Pius X ; a Marche héroïque; an 

oratorio, Cain, and a symphonic poem, Les Deux Ames" . Perhaps his greatest 

contribution was the fact that his many of his students, including Victor Brault, 

Claude Champagne, J.J. Gagnier, Rudolphe Mathieu and Wilfred Pelletier, went on to 

become the most important French Canadian composers of their generation. Alexis 

Contant died in Montreal in 1918. 

Vive Laurier, Marche Brillante 

Historical Background and Sources: Wilfred Laurier was elected Prime Minister of 

Canada in 1896. As the first French Canadian to do so, he was the object of 

considerable pride on the part of his fellow Quebecers. The March Vive Laurier was 

5 3 Gilles Potvin, "Contant, Alexis", Encyclopedia, 229. 
5 4 McGee, The Music of Canada, 79. 
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written to celebrate his victory. It is a youthful work, written prior to the composition 

of the majority of Contant's large-scale works for chorus and orchestra and was first 

performed by Ernest Lavigne's "Bande de la Cite" in 1897. It was subsequently 

published as a "Marche Brillante" for piano. There are two sources used for this 

study, a manuscript full score and piano reduction, both obtained from the National 

Library of Canada. 

Analysis: The form follows that of the standard A B A march . There is a seven bar 

unison introduction, in 6/8 time, in E flat major. The first theme (m. 8) extends thirty 

two bars prior to modulating to A flat major and the presentation of the second theme 

(m. 40) which lasts twenty eight bars before returning to the original key and theme 

(m. 68). It in turn is followed by a low brass soli passage (m. 84), which leads to the 

Fine and the more lyrical Trio section in the key of the sub-dominant (m. 106). This 

final section is only thirty-two bars in length at which time a da capo leads back to a 

repeat of the A section. Contrasting textures, dynamic variations, extended crescendi 

and decrescendi as well as a degree of chromaticism not generally associated with the 

march all point to this as a concert work. Contant's melodic lines display a harmonic 

ambiguity that is unusual for the geme as is the modulation in the second theme of the 

first section. Although the instrumental parts are consistent with their use in the 

march form, it is obvious Vive Laurier was never intended for marching. 

Teaching Highlights: chromaticism, challenging melodic lines with a distinctly 

French flavour as well as a variety of contrasting textures make this work worthy of 

comparison to the best marches of Sousa or England's Kenneth J. Alford. Yet 

5 5 Kallmann, A History, 244. 
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Contant had the distinction of being one of the first serious Canadian composers to 

have been trained almost entirely at home. Vive Laurier thus exposes students to an 

advanced level of compositional craft, by a Canadian, in a form ideally suited to the 

wind band. See Musical Example III-16. 

Degree of Difficulty: Grade IV 
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Musical Example III - 16. First page of the piano reduction to Contant's Vive 
Laurier. Note the reference to its performance by "La Musique du Parc Sohmer." 

Respectueusement dédie aa Très Honnnible 

SIR WILFRID INAURIER ' 
Grand - Officier de la Légion d'Honneur 

Chevalier de l'Ordïe de Saint Michel et de Saint Georges 

V I V E L A U R I E R 
MareheBrillaiite \ ... 

Exécutée avec grand succès par la Musique dn-PJre Sohmer 

PUNOX 

Tempo d i m a r c i a . K. CONTANT. 
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Annie Glen Broder 

Born in India in 1857, the daughter of a British Army cavalry officer, Annie 

Glen Broder was raised in Southgate, a village eight miles north of London, England. 

She was trained as a pianist at the National Training School for Music, Royal College 

of Music, and subsequently wrote a treatise entitled "How To Accompany". It was 

widely accepted and "...became a standard text in conservatories on both sides of the 

Atlantic" 5 6. She lectured publicly at several universities prior to emigrating to 

Regina in 1902 and moved to Calgary the following year after marrying the wealthy 

rancher Richard Broder. She became a highly respected piano teacher and prominent 

member of the city's growing musical community as well as music critic of the 

Calgary Herald for twenty years. Annie Glen Broder passed away in Calgary in 

August of 193 7 5 7 . 

Ride of the R.N. W.M.P. 

Historical Background and Sources: the composer deliberately obscured the fact 

that she was a woman in this self-published work of 1906, by the use of initials rather 

than her full name in both the composer and copyright credits. An accomplished 

pianist, she relied on the Toronto based militia bandmaster John Waldron to complete 

the arrangement for band. The unique formal structure of Ride of the 

R(oyal).N(orth). W(est).M(ounted).P(olice) supports Maloney's thesis that this is a 

functional work, intended to "...accompany the changing cadences of galloping, 

Brian Brennan, "Bugler's Musical Legacy Revived," Calgary Herald, Thursday, July 1, 1999. 
Biographical notes on Annie Glen Broder courtesy the Glenbow Museum, Calgary. 



trotting and cantering horses for the Mounties Musical Ride..." . The original 

edition contained parts for solo cornet/conductor, Db piccolo, oboes, bassoons, Eb 

clarinet, 1st, 2 n d and 3 r d Bb clarinets, Eb cornet, solo, 1 s t and 2 n d Bb cornets, 1st, 2 n d 3 r d 

and 4 l h alto horns, 1st, 2 n d and 3 r d trombones, baritone treble clef, euphonium, basses 

and drums. 

Analysis: the Ride does not follow the standard march pattern of the time in that it has 

no Trio and no change of key. After a four measure fanfare introduction, the first 

section (m. 5) features two call response patterns of four bar triplet bugle call figures 

answered by descending dotted patterns of the same length in the entire ensemble. A 

further four bar bridge passage (m. 21) leads to the second strain, still in the tonic key 

of E flat major but more of a processional than a march. This is extended over thirty 

two bars but modulates temporarily in the second half to the key of the dominant, 

leading, without a break, to a presto figure, in 6/8 time again in the key of the tonic. 

A dal segno returns the work to measure five and a complete repeat with an 

accelerando on the final presto section. Although the scoring is tutti throughout, 

with the exception of the bugle calls in the first section, there is sufficient variety in 

the part writing to challenge all sections. In the final section, the countermelody in 

the euphonium, oboes and clarinets requires close attention to balance. See Musical 

Example III-17. 

Teaching Highlights: Beyond the obvious distinction of being the only work 

included in the study composed by a woman, the Ride of the R.N. W.M.P. is full of 

5 8 Maloney, ed., Music for Winds: 1, xv. The opening theme and presto section parallel the twin 
movements of walk and canter used by cavalry regiments as part of a formal parade march past. 



rhythmic, melodic and harmonic devices which defy categorisation. Its melodies, 

though inspired by conventional sources, are a study in contrasts. The rhythms of all 

three sections each represent a different type of march and the only modulation in the 

work is of a temporary nature, moving to the key of the dominant rather than the 

standard sub-dominant. 

Degree of Difficulty: Grade V 

Musical Example III - 17. Solo cornet/conductor part to Annie Glen Broder's 
The Ride of the R.N. WM. P. 

Accepted \tj H.R. II. Prince Arlhurof Connaaghi, K.O. 
A. Qlen Broder. bolo Bi, cornet. The Ride of the R . N . W. M . P . ^ b y j o h a w a 3 i r o n . 

Vivace. 

rrFirfrnrrrfirprfiíígÉiil 
I Last Time. 

Cuikdlui Copy rig it 1906 by A. Glen Broder. 



Job Nelson 

A n aboriginal Canadian from British Columbia's Pacific Northwest, Job 

Nelson was probably a native of the community of Metlakatla, near present day 

Prince Rupert. By 1875, the settlement could already boast a brass band at its largest, 

of twenty-one pieces59. The earliest concrete evidence of Nelson's musical activities 

is a request for his services as a teacher in nearby Port Simpson in 1891. His 

association with this group was a long one and by ".. . 1900 this ensemble had changed 

its name to Nelson's [Silver] Cornet Band." 6 0 In 1905 he conducted another group, 

the Aiyanish Band, at the Dominion Exhibition in New Westminster, B.C. and by 

1907, the year the piano reduction of Imperial Native March was published, Nelson 

was credited with the success of many native Indian bands, particularly in the Nass 

River Valley 6 1 . The last available reference to him is in 1924 in New Metlakatla, on 

Annette Island, off the coast of Alaska, a splinter group of the original community. 

Imperial Native March 

Historical Background and Sources: by 1900 there already had been, or still were, 

over twenty-nine Indian Brass Bands in British Columbia . Job Nelson was a 

critical element in the growth of three of them, Metlakatla, Port Simpson and 

Aiyanish, and it was his influence that no doubt inspired others. The fact that the 

Toronto based Whaley-Royce would publish a work by a native Canadian is a 

testament to the respect that he must have enjoyed. Although the only copy extant of 

5 9 Mcintosh, History of Music in British Columbia, 45. 
60 Ibid, 46. 
61 Ibid, 45. 
62 Ibid, 49. 



the march is a piano reduction, there is every reason to believe that it must have been 

performed by one of the composer's bands. See Musical Example III-18. 

Analysis: formally, the structure follows that of a Sousa march. A four bar 

introduction in cut time, in G major, leads to the first section of sixteen bars (m. 5). 

The second theme, of the same length, is strongly accented and more forceful in 

nature (m.23). The first theme is then repeated (m. 40) and leads to a Trio in the key 

of the sub-dominant (m. 56). The Trio theme, also of sixteen bars length, is initially 

stated in a soft lyrical fashion before the appearance of a fortissimo, accented, sixteen 

bar bridge passage (m. 78), characterised by short two bar call response patterns 

contrasting low unison voices with harmonised upper ones. The Trio theme re

appears one final time (m. 94), marked Grandioso, reminiscent of Sousa's Stars and 

Stripes Forever, prior to the final concluding cadence. The piano reduction includes 

several cue size notes which strongly suggest upper woodwind/brass scoring and it is 

certainly possible that there may also have been some sort of tenor countermelody in 

an as yet undiscovered band version. 

Teaching Highlights: the pedagogical value of this work is two-fold. At a general 

level, it leads to the related study of the relationship between European and native 

peoples, and by extension to how one group influenced the other. At a more specific, 

musical level, it provides an opportunity to study musical influences. The Imperial 

Native March is clearly inspired by the Sousa marches yet Nelson's mastery of the 

genre is equally evident. Performance of the march combined with an in depth study 
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of one of Sousa's pre 1907 works will provide teachers with clear examples of the 

composer's ability tp superimpose his own ideas on the American model. 

Degree of Difficulty : Grade IV. 



Musical Example III - 18. First page of the piano reduction to Job Nelson's 
Imperial Native March. 

The Imperial Native March. 
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Albert Ham 

Born in Bath, England in 1858, Albert Ham studied in both London and 

Frankfurt prior to moving to Canada in 1897. He took up the position of organist and 

choirmaster at St. James Anglican Cathedral in Toronto, a position he held until 

193363. He was a teacher of voice, organ and composition at the Toronto 

Conservatory of Music and an examiner for both the University of Toronto and 

Bishop's University in Lennoxville, Quebec. He was a founding member of the 

Canadian Guild of Organists, which was later to become the Royal Canadian College 

of Organists, and served as its first president from 1909 to 1921. He ".. .also wrote a 

number of manuals on organ technique, voice training and theory"64. In addition to 

published works for church choirs he also wrote in larger forms including the cantata 

The Solitudes of the Passion (1917), an Advent Cantata and a suite for orchestra. He 

retired to England in 1936 and died at Brighton in 1940. 

Canada, Marche Militaire 

Historical Background and Sources: the inscription on the manuscript score for 

Canada, Marche Militaire reads: "Performed at the celebrations of the Tercentenary 

of Quebec [1908]...the melodies of "Le Drapeau de Carillon"[extremely popular in 

French Canada at the time] and "The Maple L e a f are combined in the Trio." The 

year 1908 had already inspired a surge in compositions for band and Ham's 

contribution reflects the same patriotic pride that was as evident in English Canada as 

it was in Quebec. There were two sources used in this study, a manuscript score still 

Ruth Pincoe, "Ham, Albert", Encyclopedia, 407. 
Kallmann, A History, 249. 
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in the library of The Queen's'Own Rifles Band of Toronto, and a published set of 

parts copyrighted by the composer in 1908. This published edition includes parts for 

C flute and piccolo, oboes, bassoons, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, soprano 

and alto saxophones, Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb horns, 1st, 2 n d and 3 r d 

trombones, euphonium, bass, drums, xylophone and triangle. Canada, Marche 

Militaire was written as a concert work. This is evident from its instrumentation 

which calls for C flute instead of the more common Db instrument of the period, the 

inclusion of a significant melodic percussion part, as well as the octavo size of paper 

used in the published edition. See Musical Exampie III-19. 

Analysis: the composer uses a modified march form as the basis for the composition. 

After a brief fanfare introduction in the brass, the opening theme, a broad stately 

processional in common time in A flat major, appears. It features a tutti four bar 

opening phrase followed by a four bar response in the woodwinds with triplet fanfare 

figures in the cornets. The pattern is repeated with minor variations prior to 

modulating to an eight-measure transition section in f minor (m. 18). The principal 

theme is taken up again (m. 27) and concludes with an unambiguous cadence at 

measure forty-four. Unlike in the standard British march of the period, where the 

Trio is generally of secondary importance, Ham saves his best for this second section. 

In the key of the subdominant, "Le Drapeau de Carillon" appears in a cantabile 

setting but includes fragments of "The Maple L e a f in the xylophone part. It is 

repeated once again, with greater intensity, after an eight bar interlude (m. 61) 

characterised by a series of chromatic sequences, and concludes at measure eighty 
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five. At this point, the theme of the opening section of the work reappears in its 

original key and is restated, twice, almost as a form of extended fanfare, until the re

appearance of "The Maple Leaf Forever" (m. 126). This final theme, stated in the 

ensemble accompanied by a triumphant marching bass line, brings the work to a 

close. 

Teaching Highlights: fragmentation, sequencing, harmonic movement to related 

keys, all constructed around melodies that represent French and English Canada, 

make this an interesting study of a mature compositional technique. 

Degree of Difficulty: Grade V 

Musical Example III - 19. Opening section of Ham's "Canada" Marche Militaire. 

ÏHOb. ANDERSON 
Muaic and 

Bi» CORNETS. ' C A N A D A " (Marche Militaire.) ^ u u l ,,,,truments 
Tempo di marcia maestoso. J=iï8 ^j- ^ulu 

unis. . r m . j J=-) J j j j pif , v ' J -
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John Slatter 

Born in 1864 in London, England, John Slatter was a boy bandsman in the 

Royal Navy by the age of eleven. He joined the Royal Fusiliers two years later and at 

seventeen was playing euphonium with the First Life Guards Band 6 5. In 1884 he 

emigrated to the United States and joined the Victor Herbert Orchestra in New York 

City. He was playing with the Detroit Symphony Orchestra in 1896 when he 

accepted the position of Bandmaster of Toronto's 48 t h Highlanders Band. Under his 

direction the band became one of the finest in the country travelling extensively in 

both Canada and the United States. He helped found the Canadian Bandmasters' 

Association in 1931 and was elected its first president. An active arranger, he 

produced a series of march books for military use, the most popular of which was the 

National Airs and Regimental Marches (Toronto: R.S. Williams, 1911). John Slatter 

died in Toronto in 1954. 

Canadian Patrol 

Historical Background and Sources: the "Patrol" was a popular compositional form 

for writers of band music in the early twentieth century. Highly descriptive in nature, 

it attempted to convey the impression of a band approaching in the distance, passing 

by and then disappearing. This was generally achieved by means of an increase and 

then decrease in both dynamic levels and orchestration. Published by The R.S. 

Williams Company of Toronto in 1911, the first edition included parts for solo 

6 5 George W. Beai, Family of Volunteers: An Illustrated History of the 48,h Highlanders of Canada 
(Toronto: Robin Brass Studio, 2001) 118. There is some confusion as to what he played, Beai, who is 
a non-musician writing a regimental history, states cornet, Kopstein, author of Slatter's entry in the 
Encylopedia of Music in Canada, is sure it was euphonium and trombone. 



comet/conductor, Db flute, oboe, bassoon, Eb clarinet, solo, 2" and 3 r Bb clarinets, 

alto saxophone, solo and 2 n d cornets, 1s t, 2 n d , 3 r d and 4 t h Eb alto horns, 1st, 2 n d and 3 r d 

trombones, baritone(treble and bass clef), basses and drums. Subtitled "The Passing 

of a Jolly Canadian Sleighing Party", it is a uniquely Canadian work by virtue of 

Slatter's integration of original, popular and folk themes into its melodic structure. 

Analysis: the formal construction of this piece is based on the "Patrol" format. 

Entirely representational in nature, each theme is meant to evoke one aspect of a 

"Jolly Canadian Sleighing Party." The introduction sets the sleighing mood with the 

use of sleigh bells and soft woodwinds playing fragments of "Jingle Bells" and 

"Merrily We Roll Along." Between each, an original "sleighing theme" is 

introduced, initially in short segments, but finally in its entirety at measure twenty-

four. As the dynamic level of the ensemble increases there are added references to 

Canadian society through the inclusion of short statements of "British Grenadiers," 

"St. Patrick's Day" and "The Campbells are Coming." Between each of these there 

are two bar references to "0 Canada" and later, a full statement of "Vive La 

Canadienne." The work reaches its climax with a tutti treatment of "The Maple Leaf 

Forever" (m. 90) and then begins a gradual decrease repeating the themes noted 

above. The final decrescendo features a contrapuntal treatment of "Jingle Bells" and 

"The Maple Leaf Forever" in the oboe and clarinets (m. 148), joining into a final 

pianissimo melodic statement that integrates fragments of "Merrily We Roll Along," 

"The Maple Leaf Forever" and "O Canada." Reflecting the patriotic sentiment of the 
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day and his own English origins, Slatter appends an eight bar Coda in the form of a 

tutti statement of "Rule Britannia.'' See Musical Example 111-20. 

Teaching Highlights: Although not intended as a "holiday" work, the composer's use 

of "Jingle Bells" makes it an ideal choice for that purpose. 

Degree of Difficulty: Grade V 



Musical Example III - 20. Solo cornet part to Slatter's Canadian Patrol. 

S O L O B ^ C O R N E T . 

Tempo rfi U . i r c l a . 

Sleigh Hells . 

C A N A D I A N P A T K O L 
(Descriptive Piece) 

(hissing of a Jolly Canadian KleigUng IjOrtpj 

Clarinets. 
m 

John S Ia t t e r , 
Bandmast er 

4Htl>. H i g h l a n d e r s . 

. ' In absence of Oboe. 
m 

I (TiiTI Jin-gle, bells! j in-gle, bells! Jin-gle, all the nay, OMwhat fun K a , 

!> foco dim.^..^_...TI_ 
is to ride in a one-horse op-en sleigh. Jin-gle, bells'.jin-gle, bells! jin-gle, allthe way, Oh lwha t fun i t i s to r ide ina 

one-hoise op-en sleigh. 
J M j n lTfe4| Maest g s o. 

.Or-rei Princess St.Wlnnlpeg. Published by The JH.S. W I L L I A M S & Sons Cc 1Limited. 
Copy right, Canada, 1911, t y John Slatter. 

4Ba»4 Muaic) Copyright, U . S . A . , 1 9 1 1 , by John SUtter. 

1+3 YongeSt.Toronto. 

(Hand Supplies) 



Norbert Boisvert 

A native of Angeline, in Rouville county, Quebec, Boisvert's date of birth is 

unknown. He trained for a career in dentistry completing a degree in dental arts at the 

Université de Montreal, but changed his plans shortly thereafter and moved to Boston 

to study cornet under T.V. Short and Signor Liberati. He subsequently played with 

several American bands before finally returning to Quebec and assuming the 

leadership of the Cercle Philharmonique de St. Jean, in the community of St. Jean sur 

Richelieu, just south of Montreal, where he died in 194766. 

Richelieu March 

Historical Background and Sources: Carl Fischer published four Boisvert 

compositions between 1910 and 1913: Richelieu March (1910), Salute To Montreal 

March (1911), Fickle Beauty, polka caprice (1911) and Peace Centennial (1913)67. 

The influence of Sousa is clearly evident in all and the American march king, in 

return, was obviously aware of Boisvert's work having included Richelieu March in a 

68 

1910 program . The source for this analysis was the original Fischer edition that 

included parts for solo cornet/conductor, Db piccolo, oboe, bassoon, Eb clarinet, 1st, 

2 n d and 3 r d Bb clarinets, alto, tenor and baritone saxophones, solo, 1st, 2 n d and 3 r d Bb 

cornets, 1st, 2 n d , 3 r d and 4 t h Eb alto horns, 1st, 2 n d and 3 r d trombones, baritone(treble 

and bass clef), basses and drums. 

6 6 Robert W. HoeJacket notes to Heritage of the March, Volume 54: Marches of Quebec, La Musique 
du Royal 22e Regiment/LCol C A. Villeneuve (Robert W. Hoe Foundation: Heritage of the March, nd) 
6 7 Rehrig, Heritage, 89. 
6 8 Paul E. Bierley, letter to the author, 17 March 2002. 



Analysis: Richelieu March is in simple binary form, in alia breve time. The first 

section consists of a ten bar introduction followed by two distinct sixteen bar themes 

each of which is repeated. The second section, marked Trio, is made somewhat 

longer by the insertion of a ten bar interlude between two statements of the melodic 

theme, itself of sixteen measures in length. The fanfare figures, block chords and 

ascending chromatic passages of the introduction are evocative of Sousa's style but it 

is in the theme of the first section, with its contrasting rhythmic patterns and 

articulations, mirrored in descending and ascending chromatic phrases, that Boisvert's 

own voice is evident. The second half of this opening section, featuring a sweeping 

low brass solo, is more conventional in nature. The Trio section modulates from f 

minor to the relative major and consists of a melodic theme characterised by diatonic 

step-wise motion and staccato articulations throughout. The interlude is vintage 

Sousa with echo response figures and ascending chromatic passages leading to a final 

statement of the theme. Harmonically, chromaticism is limited to pre-cadential 

figures and melodic passages. 

Teaching Highlights: Boisvert's melodic ideas show a remarkable degree of internal 

cohesion. The careful mirroring of ascending and descending phrases, both diatonic 

and chromatic, over two and four bar phrases, are readily perceived by the listener. 

Contrasting articulations are used in the first theme of the opening section in the same 

way and serve as an example of compositional technique. Although Richelieu March 

is not particularly difficult, it nevertheless requires close attention to the performance 

of these varying articulations to fully realise the composer's intent. Secondarily, the 



work may be used to initiate a study of the Richelieu region of Quebec with its long 

and often interesting history. A recording of Richelieu March is contained in 

Appendix B. 

Degree of Difficulty: Grade IV 

Salute to Montreal 

Historical Background and Sources: in the years between 1890 and the outbreak of 

the First World War, Montreal was Canada's largest city and a vibrant centre of 

musical activity. In addition to supporting two professional community bands, the 

city also witnessed the creation of the Montreal Symphony Orchestra in 189469 and 

the establishment of the McGi l l Conservatorium in 1904. The "Conservatoire 

nationale de musique" provided musical training for franophone musicians, while 

under the leadership of Guillaume Couture and Alexis Contant, the city was a magnet 

for aspiring "...French Canadian composers of the next generation: Victor Brault, 

Claude Champagne, J.J. Gagnier, Rodolphe Mathieu and Wilfred Pelletier."70 Bands 

flourished and the presence of the legendary Louis-Philippe Laurendeau on the South 

Shore from at least 1910 until his death in 1916 must have made the city a worthy 

object of civic pride. The source for this analysis is a set of parts published by Carl 

Fischer in 1911. It consists of the standard march size format instrumentation of the 

period: solo cornet/conductor, Db piccolo, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d 

Bb clarinets, soprano, alto, tenor and baritone saxophones, Eb, solo, 1st, 2 n d and 3 r d Bb 
6 9 Kallmann, A History, 211 
7 0 Timothy J.McGee, The Music of Canada. (New York: W.W. Norton & Co., 1985) 79. 



cornets, 1st, 2 n d , 3 r a and 4 m Eb alto horns, 1st, 2 n d and 3 r d trombones, baritone(treble 

and bass clef), basses and drums. 

Analysis: the composer's debt to Sousa is again obvious in this short (eighty-two 

measures) 6/8 march. In simple binary form, with both sections of equal length, it 

begins with an introduction characterised by a two bar descending and ascending 

unison phrase followed by short accented chords leading to the first theme (m. 5). 

Both melodies of the first section contain ascending chromatic passages, accented 

suspensions resolving on chord tones and extensive use of sudden dynamic changes 

(fz-p). The Trio section modulates from Eb major to the key of the subdominant, Ab. 

It in turn consists of one melodic idea, which is repeated and then followed by a 

twelve bar interlude featuring call response patterns between the low brass and the 

upper voices. A dal segno returns to the theme of the Trio one final time before the 

work ends. Chromaticism is generally limited to melodic uses and is transitory in 

nature. The closing interlude contains several examples of independent sectional 

writing, but otherwise the entire ensemble is employed throughout. 

Teaching Highlights: musically, there are opportunities for exploring sudden 

dynamic changes in the first section and a lighter, more legato style of playing in the 

Trio. Accented figures within the context of extended crescendi and decrescendi will 

also provide a challenge, even for competent performers. From a cross-curricular 

point of view, Salute to Montreal opens the door to the discovery of Canada's other 

metropolis with its own vital musical history. 

Degree of Difficulty: Grade V 
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Herbert L. Clarke 

Born in Woburn, Massachusetts in 1867, Clarke's family moved to Toronto 

when his father was appointed organist-choirmaster at Jarvis St. Baptist Church in 

1880. One year later, at the age of 14, the self-taught cornetist was accepted into the 

last chair position of the Queen's Own Rifles Band 7 1 . By 1886 he occupied the solo 

cornet position and within the next two years, had been engaged to teach and conduct 

the Taylor Safe Works Band of Toronto as well as the Heinztman Piano Company 

72 

Band . He moved to the United States shortly thereafter and by 1891, at the age of 

24, was cornet soloist with Gilmore's Band. Two years later, he held the same chair 

with Sousa's Band. He returned to Canada from 1917 to 1923 to assume the 

leadership of the Anglo-Canadian Leather Company Band of Huntsville, Ontario. 

Under his direction this organisation became known as one of the finest industrial 

plant bands in Canada. Herbert L. Clarke retired to Long Beach, California where he 

died in 1945. 

Widely acknowledged as the finest cornetist of his generation, Clarke was also 

a prolific composer, producing over fifty published works for band including solos, 

duets, marches, overtures and dances73. Understandably enough, he was the intended 

soloist for many of his works and Sousa programmed no fewer than twenty-five 

Clarke compositions, a total of at least 155 times between 1892 and 191974. 

Although he was born and died in the United States, Herbert L. Clarke's contribution 
7 1 Edward B. Moogk, "Clarke, Herbert L . " Encyclopedia, 200. It is worth noting that the age limit for 
entry into the militia at that time was eighteen. Clarke must have made a very favourable impression. 
72 Ibid. 200. 
7 3 Rehrig, Heritage, 146. 
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to music in Canada was substantial. He was a performer, teacher, arranger and 

conductor, and for this reason he is included in the present study. 

Stars in a Velvety Sky, Cornet Solo 

Historical Background and Sources: the cornet solo, along with the march, were 

both identified by Richard Franko Goldman as being genres that belonged to the wind 

band. He went on to say ".. .these forms of music are valid, not only because they are 

unique, but because they are interesting."75 Stars in a Velvety Sky, first published by 

Carl Fischer in 1909 and dedicated to John Philip Sousa, is a perfect example of the 

style. Not only was it a vehicle for Clarke's virtuosity, it was performed at least five 

times between 1912 and 1917 by Sousa's band76, but it is also an engaging concert 

work that was being performed by the Goldman Band as recently as 197 0 7 7 . The 

source for this analysis is the original edition of 1909 published for solo 

cornet/conductor, solo cornet, Db piccolo, C flute, oboe, bassoon, Eb clarinet, solo, 

1st, 2 n d and 3 r d Bb clarinets, soprano, alto, tenor and baritone saxophones, solo, I s , 2 n 

and 3 r d Bb cornets, trumpets in Bb, 1st, 2 n d , 3 r d and 4 t h Eb alto horns, 1st, 2 n d and 3 r d 

trombones, baritone(treble and bass clef), basses and drums. 

Analysis: Stars in a Velvety Sky is a concert work written in fantasy style; light with 

recurring tutti sections that share little melodic material with the solo voice. It opens 

with a full ensemble introduction characterised by a series of sequences, which lead to 

the first of two cadenzas at measure eight. The first solo section (m. 11), consisting 

7 4 Paul E. Bierley, letter to author, 17 March 2002. 
7 5 Goldman, The Wind Band, 13. 
7 6 Bierley, letter, 17 March 2002. 



of sixteenth note patterns in a variety of articulations, is accompanied in the clarinets 

and horns by legato quarters and off beat patterns respectively. The ensuing tutti, 

marked "Lively" (m. 31), modulates to the key Eb major and contains two eight bar 

phrases, similar in nature to the solo part. The remaining tutti sections, a moderato 

(m. 63), a second "lively" (m. 107) and a brillante (m. 139), are a series of short 

melodic and harmonic sequences which provide contrast for the solo passages. The 

work concludes with a return to the closing ten measures of the first solo section with 

the ensemble joining in for the last two bars (m. 157-158). It is the solo part that 

provides most of the interest, featuring four stylistically different themes, each created 

to highlight the performer's skill. Rhythmic complexity increases with each, as do 

the technical demands. Chromaticism is primarily melodic in nature and although 

there are brief excursions to distant keys through the tutti sequence passages, the 

composer keeps close to related major keys. With the exception of short arpeggiated 

cadential figures in the upper woodwinds, there is little in the way of independent 

scoring. See Musical Example III-21. 

Teaching Highlights: The articulations found in the solo cornet part are reflected in 

the ensemble. In order to create a smooth transition from solo to tutti sections and 

back, careful attention must be paid to matching the two forces. Of equal importance 

is the structure of the sequences the composer uses as interludes between solo 

passages. Highly dramatic in character, they are as challenging as the solo part itself. 

Degree of Difficulty: Solo part - Grade VI, Band part - Grade V. 

7 7 Patricia Gail Stock, "Richard Franko Goldman and the Goldman Band" ( M . M . thesis, University of 
Oregon, 1992) 125. 
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Musical Example III - 21. First page of the solo cornet part to Stars in a Velvety Sky. 

Dedicated to John Ptiiliy Souta I 

S t a r s i n a V e l v e t y S k y 
-~ ——*— ~ 

Solo BtCornet (Conductor) 

C O R N E T SOLO 
P u l l B a n d * 1.50 

H E R B E R T L . C L A R K E 

Universal 
Band Jour'L 

1 4 9 3 

Allegro 

^ 4 : — 
• 

*-
m m =4 

Modt 0 Gusto (with taste) 

l ¿ r _ f j i j 
* • — 

Lively 

• 

— r r* 
• m i 

• 

S1456-174 Copyright MCMXIX by Carl JPischer, New York Priated In the U.S.A. 
I n t e r n a t i o n a l Copyr-ight Secured \ * 

Si.'JUKiNS :.,..:.0 CTui't ; 
1308 MAIM ai. wiSííltcu 
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James Ord Hume (arranger) 

Although the only credit on the 1915 band edition of this work is to the 

arranger, the composer was the Irish poet Thomas Moore, who wrote the song during 

a visit to Canada in 1804. It was first published in 1805 as a three part vocal setting 

but proved to be so popular that by 1825 over twelve other editions had appeared78. 

The arranger of the band version, James Ord Hume, served in the British 

Army as a solo cornetist with the band of the Royal Scots Grays from 1880 to 1890. 

He left military service to follow a career as a professional conductor, arranger, 

composer and adjudicator, focusing his energies primarily in the British Brass band 

movement. He composed over 197 works for band in various genres and remained 

active until his death in 193279. 

Canadian Boat Song 

Historical Background and Sources: the composer freely admitted that although the 

inspiration for the song was a voyageur melody that he heard while on a canoe trip 

from Kingston to Montreal in 1804, the tune, with the exception of the first bar, was 

largely of his own invention80. The Canadian Boat Song is therefore an early 

example of European attempts to describe Canada in musical terms, a tradition that 

lasted well into the twentieth century. Ironically, this particular piece was so 

successful that it was included in Edith Fowke and Richard Johnston's Folk Songs of 

Canada (Waterloo, Ont.: Waterloo Music Company, 1954). The J. Ord Hume 

arrangement for band used in this study appeared in 1915 as part of the Boosey Brass 

7 8 Edith Fowke, "Canadian Boat Song", Encyclopedia, 141. 
7 9 Rehrig, Heritage, 567. 



Band Journals. Although specifically targeted to the Brass Band market with parts 

for ripieno cornets, treble clef trombones, bombardons [tubas] and tenor horns, these 

hybrid arrangements also included Db piccolo, Eb and 1s t and 2 n d Bb clarinet parts. 

In this way they were accessible to most military bands of the period. As with the 

majority of Journals of the period, the only score is a solo cornet part with cues. 

Analysis: The Canadian Boat Song is subtitled "part song", and the arranger has 

remained true to its choral origins. The writing is homophonic with variety being 

provided through the use of alternating soli and tutti textures. Marked Andante 

Barcarolle in compound duple time, the entire piece is only twenty-seven measures in 

length. The four bar introduction, as in sacred choral practice, is drawn from the last 

four bars of the melody. The principal theme (m. 5) consists of two phrases of six 

and four bars respectively, with the fifth and sixth measures of the first phrase being a 

repetition of the previous two bars functioning as an echo effect. At measure sixteen 

the initial six-bar phrase is repeated once again and corresponds to the refrain of the 

Waterloo edition. The arrangement ends with a four bar cadential figure leading to 

first and second endings. The arranger uses the brass quartet within the ensemble as 

a "concertino", effectively contrasting textures to highlight each section of each 

phrase, especially the echo segments. There is little chromaticism, independent 

motion consists primarily of animated sixteenth figures in the inner parts during tutti 

sections and there are few articulation markings. See Musical Example 111-22. 

Teaching Highlights: The primary reason for including Canadian Boat Song in the 

study is the opportunity it provides for comparing European and Canadian approaches 

Fowke, Ibid, 141. 



to musical imagery. Moore's work has far more in common with Offenbach's "0 

Belle Nuit" from the Tales of Hoffmann than any authentic voyageur song in the 

French Canadian repertory . Since the piece is quite short, it could easily be 

prepared in conjunction with an existing arrangement of a French Canadian folk song. 

Of equal interest is the concertino writing between the soli brass quartet and the entire 

ensemble. 

Level of Difficulty: Grade IV 

Musical Example III - 22. Solo cornet part to the Canadian Boat Song. 

j N o . 5 6 1 . BOOSKYS BRASS BAND JOURNAL. 

IstComeiinEl-. "THE CANADIAN BOAT SONG." 
Conductor. PART SONO. Arr by J. Ord Hume. 

8 1 For a comprehensive overview of this repertoire, the reader is directed to Marius Barbeau's three part 
collection Repertoire de la Chanson folklorique Française au Canada (Ottawa: Musées nationaux du 
Canada, 1979) 



William E. Delaney 

There is little information on Delaney, other than he was bandmaster of the 

"Lunenburg" 75 t h Battalion Band for at least seven years, from 1884 to 1891. He last 

appears in Winnipeg, Manitoba, circa 191082. 

In Canada, Hudson's Bay Patrol 

Historical Background and Sources: band music written in the "Patrol" format 

often incorporated folk and popular songs, as well as originally composed material, 

into the melodic structure. The Canadian Patrol by Slatter, already cited in this 

study, is one such example as is the much better known American Patrol (Carl 

Fischer, 1891 ) by F. W. Meacham. In Canada however, is unusual in that its 

principal themes are all folk melodies, which may explain why Delaney is only 

credited as the "arranger", in this respect it has more in common with the Canadian 

medley tradition first established by Vezina in his Mosaïque. As noted on the cover 

of the score, this arrangement was ".. .played at the British Empire Exhibition, 

Wembley, England, 1924. by the Band of the "Princess Patricia's Canadian Light 

Infantry" under the direction Captain T.W. James, Mus:Dir:". The source for the 

analysis is the author's revision based on the score and set of parts published by the 

Hudson's Bay Company in 1929. These include a condensed conductors score 

(three-line) and parts for Db flute, oboe, bassoon, Eb clarinet, solo and 2 n d Bb 

clarinets [both parts divisi], alto, tenor and baritone saxophones, 1s t and 2 n d Bb 

cornets, 1st, 2 n d and 3 r d Eb horns, 1st, 2 n d and bass trombone, Bb baritone, euphonium, 

basses and drums. 



Analysis: the introduction is written in simple duple time marked Allegretto. In 

Canada follows the "Patrol" structure, opening with a triple piano rhythmic figure in 

the solo clarinet evocative of marching feet. The principal melodic theme of the 

entire work, "The Red River Valley," enters, again in the solo clarinet, at measure 

nine. It is interrupted by the theme "Johnny Canuck" in the flute (m. 25) but 

reappears again sixteen bars later with greater intensity thanks to the addition of the 

oboe and second clarinet. Accompanying voices added to the texture increase the 

dynamic level with the subsequent entry of the themes to "The Maple Leaf Forever" 

(m. 59) and "Vive La Canadienne'Ym. 75). "The Maple L e a f is restated twice at 

measure ninety-nine with the second statement serving as the musical climax of the 

work. The entire ensemble is marked double forte and sixteenth note obliggato 

passages in the upper woodwinds as well as marching eighth figures in the basses give 

the section a character of great nobility. A gradual decrease in dynamic levels 

follows as "En Roulant Ma Boule" (m. 150), "Alouette" (m. 170) and "The Land of 

the Maple" (m. 195) are introduced. At measure 209, the first of two statements of 

"The Canadian Boat Song" appear scored in thirds, first in the cornets and then the 

clarinets. The cornet duet is accompanied by a rapidly ascending figure in the 

clarinets, no doubt representative of running water, punctuated by two bar fragments 

of previously heard French Canadian melodies. The final bars of the decrescendo, 

achieved by a gradual reduction of instrumental textures, return to concluding 

statements of the "Red River Valley" (m. 257) and "The Maple Leaf Forever" (m. 

273). After a grand pause at measure 294, the work is brought to a close with a tutti 

William Quesnel, letter to Helmut Kallmann, National Library of Canada, 8 May 1974. 
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performance, marked Maestoso bravura ben marcato of the last twelve bars of O 

Canada. Although In Canada makes little use of chromaticism other that in passing 

and pre-cadential figures, it does provide harmonic variety through frequent 

modulations from theme to theme. The work is full of colouristic surprises including 

the use of voices for "Alouette" and "The Red River Valley." 

Teaching Highlights: the "Patrol" structure, with its requirement for sustained 

crescendi and decrescendi, provides the ideal model for examining the use of 

instrumental textures, from solo unison writing to the fully harmonised ensemble. 

The added use of the human voice creates a further dimension to a work that is, 

despite its march like origins, entirely at home on the concert stage.83 Beyond its 

musical value, it is also an excellent introduction to cross-curricular activity. 

Obvious references to the fur trade and the Hudson's Bay Company invite related 

research in the area of Social Studies. A recording of this work is contained in 

Appendix B. 

Degree of Difficulty: Grade V 

For an entirely accurate reading, the voices would have to be male only. Military bands of the time, 
for which this arrangement was prepared, had no female members. 
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Arthur Wellesley Hughes 

Born in eastern Ontario circa 1870, little is known of Hughes' early lifeor 

musical training. By 1892 his name began to appear on a series of marches published 

by the Whaley-Royce Company of Toronto including Reign of Peace (1894), United 

Empire (1897), Hail! Edward VII (1901), In Old Quebec (1908), Fort Garry and Red 

84 

Deer (both 1911 ) . He moved to the United States at one point early in the twentieth 

century to play horn and steam calliope with a series of circus bands culminating in 

two years with the "Ringling Brothers and Barnum and Bailey Circus" from 1924 to 
85 

1926 . Hughes returned to Canada during the First World War and assumed the 

leadership of the 76 t h Battalion Band, C E F 8 6 but by war's end once again was drawn 

south to resume his circus career. In 1931 he was offered and accepted a position as 

a staff writer by C. F. Theile at the Waterloo Music Company. He remained there for 

four years before returning, for the last time, to the United States where he died in a 

New York indigent ward, circa 1945. 

St. Julien March 

Historical Background and Sources: by the time St. Julien was published by Cundy 

Bettoney in 1918, Hughes may well have relocated to the United States. The title of 

the march however, strongly suggests a Canadian Army connection. The battle of St 

Julien, fought in April of 1915, was a major engagement early in the Great War and 

involved several Canadian units. In all probability, it was this action that inspired the 

name. The source for this study was the revised edition published in 1969 by Carl 
8 4 Helmut Kallmann, "Hughes, Arthur Wellesley" Encyclopedia, 437. 
8 5 Rehrig, Heritage, 359. 
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Fischer. In addition to a three line conductor's score, this edition also includes parts 

for piccolo, C flute, oboe, bassoon, 1st, 2 n d and 3 r d Bb clarinets, bass clarinet, alto, 

tenor and baritone saxophones, 1st, 2 n d , 3 r d and 4 t h Bb cornets, 1st, 2 n d , 3 r d and 4 t h F 

horns, 1st, 2 n d and 3 r d trombones, baritone(treble and bass clef), basses and drums. 

Analysis: written in cut time, the march begins with a four bar introduction consisting 

of sustained fanfare figures in f minor in the upper voices over moving parts in the 

bass. The melody of the first phrase features a series of four four-bar periods 

characterised by repeated half note chords, with grace notes, over a bass line moving 

in scale-wise motion. At measure twenty-two the second theme of the first section 

appears in the key of the relative major. It consists of long sustained lines in the 

upper voices with echo responses in the low brass and is also of sixteen measures in 

length. There is a direct segue into the second section, the Trio, now in the key of Db 

major (m. 39). The theme first appears in unison, in the low brass and is repeated in 

the upper voices eight measures later but with the harmony shifting temporarily to the 

key of the relative minor. The phrase is again repeated (m. 55) but in the key of Db 

major. An eight-bar bridge passage (m. 71), moving through a series of related keys, 

returns the work to the beginning of the Trio, which is repeated once more before it 

ends at measure seventy. Although there is a degree of harmonic activity unusual for 

most marches of the period, it is the melodies, and especially that of the Trio, which is 

both powerful and immediately appealing, that account for the work's popularity. 

Teaching Highlights: this is a low brass march. It provides trombone and baritone 

players with opportunities for discovering three idiomatic march styles all in one 

Kopstein, Heritage, 46. 



piece: the marching bass line, call-response patterns and the broad low brass melodic 

line. Each is critical to a successful performance of this work without being overly 

difficult. A recording of St. Julien March is contained in Appendix B. 

Degree of Difficulty: Grade IV 

Circus Echoes, Galop 

Historical Background and Sources: A .W. Hughes spent much of his adult life 

playing in circus bands and Circus Echoes, Galop is a musical testament to those 

experiences. The source for this analysis is a set of parts published by the C.L. 

Barnhouse Company of Oskaloosa, Iowa in 1928. These include parts for solo 

cornet/conductor, Db piccolo, C flute, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb 

clarinets, soprano, alto, tenor and baritone saxophones, solo, 1st, 2 n d and 3 r d Bb 

cornets, 1st, 2 n d , 3 r d and 4 t h Eb alto horns, 1st, 2 n d and 3 r d trombones, baritone(treble 

and bass clef), basses and drums. 

Analysis: Circus Echoes, Galop is in binary form. The first section contains two 

themes, each of which is sixteen measures in length. The second section, the Trio, 

consists of a principal theme, a concluding bridge passage and a dal segno returning 

to the beginning of the section. Although indistinguishable from a march in terms of 

structure, the melodic lines, with their frequent use of chromatic passing tones in 

constantly repeated scale like passages, clearly reveal the fast paced circus influence. 

The "Galop" becomes even more apparent, when these lines, with their combinations 

of contrasting legato and staccato articulations, end in the distinctive accented 



dissonance with its resolution on the second beat of the bar. Harmonically the work 

is straightforward, with the introduction and first section in the key of Eb major and 

the Trio in the key of the subdominant. The writing is homophonic with tutti scoring 

throughout and there is little independent movement. See Musical Example 111-23. 

Teaching Highlights: the full effect of the work can only be achieved if careful 

attention is paid to articulation and ensemble. These are critical if the infectious 

excitement of the "circus spirit" is to be fully realised. Circus Echoes also provides 

opportunities for the study of circus bands and their role in popular entertainment. 

Degree of Difficulty: Grade V 

Musical Example III - 23. Solo cornet part to Circus Echoes, Galop. 

SoioBfcComet Circus Echoes • 
CConductorJ G A L O P A . w . HUGHES 
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Specialty Overture 

Historical Background and Sources: at some period between 1930 and 1935, 

Hughes was employed as a staff writer for the Waterloo Music Company in Waterloo, 

Ontario8 7. Under the direction of its president, Charles F. Theile he produced at least 

ten band titles in a variety of popular forms, including marches, overtures and one 

waltz. Specialty Overture was one of the results of this collaboration. Published in 

1931 it bears the dedication "Dedicated 75 t h Anniversary of Patrick Burns, Alberta's 

Pioneer Stockman, Calgary Exhibition Stampede, July 1931". Although the work 

was released in the early years of the depression, the hard times are certainly not 

evident in the music. It is a delightful piece of conceit music in a variety of styles, 

ideal for a Sunday afternoon concert in the park. Of particular interest is the fact that 

under the dedication the words "Fully cued for Brass Bands (Clarinets not essential)" 

are written. Theile was a shrewd businessman and undoubtedly prevailed upon his 

writer to ensure that his scoring would be flexible enough to reach the largest market 

possible. The source for this study is the author's revised score based on the original 

set of parts which include: Db piccolo, C flute, oboe, bassoon, Eb clarinet, solo, 1st, 

2 n d and 3 r d Bb clarinets, soprano, alto, tenor and baritone saxophones, Eb, solo, 1st, 2 n d 

and 3 r d Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb alto horns, 1st, 2 n d and 3 r d trombones, 

baritone(treble and bass clef), basses and drums. 

Major (Ret'd) Jim Underwood, interview with the author, April, 1999. As a boy, Major Underwood 
recalled going to the Regina Street offices of the Waterloo Music Company where his father was an 
employee and seeing "Mr . Hughes" working in his shirt-sleeves. 



Analysis: Specialty Overture is a major concert work of 212 measures. It consists 

of a six bar introduction marked Maestoso moderato followed by four unrelated 

thematic sections of varying styles in the keys of Eb, Db and F major. 

The first of these four sections (m. 8), is a cornet solo marked cantabile with lightly 

articulated accompanying figures in the woodwinds. After a brief interlude in the 

upper voices at measure twenty, the theme returns and concludes with a direct segue 

into the second section marked Allegretto moderato (m. 40). Written in alia breve 

meter and in the new key of Db major, this second section is in two parts. Its dance

like melodies are characterised by ascending and descending scale wise eighth note 

patterns, in contrasting legato and staccato articulations. The second phrase 

introduces a low brass countermelody to complement the upper voices. A brief 

transitional passage in triple time leads to the third section, a waltz (m. 88) in the key 

of F major. Like the previous section, it too is in two sections, the first of which, 

sixteen measures in length, is of a light, lilting character marked Delicato and piano. 

The theme of the second half provides a complete contrast: sustenuto articulations 

marked Pomposo and double forte. The final section, marked Allegro con Brio is a 

mini "galop" in A B A form (m. 139). In duple time, its themes are consistent with 

the form; light and in shorter four bar periods. The middle B section features a low 

brass solo before the return to the principal theme, which leads at measure 200 to a 

final energetic concluding coda. 

Teaching Highlights: although intended as a light concert work, Specialty Overture 

contains such a variety of styles, with so many varied opportunities for solo, soli, and 
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ensemble playing, that it could easily be considered a "contest" piece8 8. A recording 

of the work is contained in Appendix B . 

Degree of Difficulty: Grade V 

Maloney makes this suggestion in his analysis of the work in Music for Winds: /, xiv. 



Gordon V. Thompson 

Born in 1888 in what is now Port Colborne, OntariovThompson was 

influenced in his youth by the ".. .singing at the missionary meetings of which his 

mother was an ardent supporter."89 His earliest published works, 10 Life Songs 

(Revival Publishing Bureau, 1909) were religious in nature but during the First World 

War he shifted his attention toward the composition of patriotic songs. These proved 

to be enormously popular and reflected the spirit of the times with titles like Where is 

My Boy Tonight ( 1915), Red Cross Nell and Khaki Jim ( 1916) and For the Glory of 

the Grand Old Flag (1918)90. After the War he worked as manager of the Canadian 

branch of the American publisher Leo Feist before founding his own company, 

Gordon V. Thompson Limited, in 1932. He died in Toronto in 1965. 

Land of Glad Tomorrows, (March or Fox trot) 

Historical Background and Sources: originally written as a patriotic song, Land of 

Glad Tomorrows is subtitled Canada, Our Own Home Land. The actual date of its 

composition is not known but it must have been popular enough to entice Thompson 

into hiring a William Schulz to arrange it for band. The fact that that it is identified 

as either a march or a fox trot may have been a further attempt to broaden its appeal. 

The source for this analysis is the original Feist edition of 1927, which includes parts 

for Db piccolo, oboe, bassoon, Eb clarinet, solo, 1st, 2 n d and 3 r d Bb clarinets, soprano, 

1st and 2 n d Eb alto, tenor and baritone saxophones, solo, 1st, 2 n d and 3 r d Bb cornets, 1st, 

Helmut Kallmann, "Thompson, Gordon V. , Encyclopedia. 913. 
Ibid. 913. 
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2 n d , 3 r d and 4 t h Eb alto horns, 1st, 2 n d and 3 r d trombones, baritone(treble and bass clef), 

basses and drums. 

Analysis: the vocal origins of the work are evident in both its structure and style. 

There are two sections corresponding to a song verse and refrain and the eight bar 

introduction is taken from the last eight measures of the refrain section. Written in 

alle breve march time, it remains in the same key throughout (Bb major) and is 

homophonic in nature. Although the brass parts are largely chordal, the clues to its 

"fox trot" aspirations are to be found in the upper woodwind and saxophone parts. 

These display a considerable amount of syncopated obbligato eighth note activity, 

especially in the refrain section (m. 41), and would be very difficult to perform on the 

march. The presence of two alto saxophone parts is further proof of the dance band 

uses to which the work was obviously intended. The texture is a uniform tutti with 

dynamic variations ranging from piano to forte. See Musical Example 111-24. 

Teaching Highlights: Land of Glad Tomorrows is one of the few examples in the 

study of works, other than waltzes, that were composed to be used for dancing if 

required. Although it could have easily been performed as a concert piece, the 

doublings also support the view that a smaller dance group could make use of it. 

This practical application is of importance because it allows students to discover that 

the wind band has a history, like that of the orchestra, that finds many of its origins in 

a social context: in the dance hall, on the parade square or in the church. 

Degree of Difficulty: Grade IV 
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Musical Example III - 24. Solo coniet/conductor part to Land of Glad Tomorrows. 

FfîsTBiiTïôiLAND OF GLAD TO-MORROWS 
(CANADA,OUR OWN HOME LAND) 

ArrbyWSiSCHULZ MARCH (or FOX TROT) By GORDON V. THOMPSON 
Soh BbCornet (orBbSop3ajt<p/x>n4 

Copyright, Canada, MCMXXV1T, LEO. FEIST, Ltd., 188 Yonge St.Toronto 
International Copyright Seoared & Reserved • 

NEW YORK, LEO.FEIST Inc. «81-886 Weit 40th St. ' N U 8 A 

London -England, Francis1Day & Hunter 188-140 Charing Cross Road 
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Jean-Josephat Gagnier 

Born in 1885 in Montreal, the oldest of twenty-seven children, J.J. Gagnier 

first studied clarinet with his father, himself a clarinettist. Further studies included 

bassoon and piano as well as theory with Alexis Contant, Romain-Octave Pelletier, 

Charles Tanguay and Orpha Deveaux91. He began his performing career on clarinet 

at the age of fourteen and by the age of eighteen was conducting choirs and bands as 

well playing bassoon with both the Montreal Symphony Orchestra and the Montreal 

Opera Company. In 1913 he accepted the position of Director of Music of the 

Canadian Grenadier Guards Band of Montreal, a post he held until 1947. Throughout 

the 1920s he taught at a number of Montreal institutions including Mont St. Louis, 

College de Montreal, the McGil l Conservatorium, and the Dominion College of 

Music. In 1934 he completed a Doctoral Degree at the University of Montreal and 

became a regional director for the Canadian Broadcasting Corporation. It was in this 

capacity that he prepared the first Catalogue of Canadian Composers, published by 

the corporation in 1947. He was a prolific composer, writing for band as well as for 

orchestra, small ensembles, choir and solo voice. He died in Montreal in 194992. 

Palace Pier, Marche Elegante 

Historical Background and Sources: written in 1926, Palace Pier, Marche Elegante 

is subtitled "Humberside" on several of the manuscript parts, referring to a 

community in Toronto. Gagnier was no stranger to the city having directed the 

Canadian Grenadier Guards Band at the Canadian National Exhibition in both 1921 

9 1 Bourbonnais, Inventaire, 11. 



and 1929 . The source for this study is a set of manuscript parts obtained from the 

"Bibliothèque nationale de Quebec" in Montreal. These include a piano score as well 

as parts for Db piccolo, C flute, 1 s t and 2 n d bassoons, Eb clarinet, 1st, 2 n d , 3 r d and 4 t h 

Bb clarinets, alto, tenor and baritone saxophones, I s l and 2 n d Bb cornets, 1st and 2 n d Bb 

trumpets, 1st, 2 n d , 3 r d and 4 t h F horns, 1st, 2 n d and 3 r d trombones, baritone(treble and 

bass clef), basses, drums and bells. 

Analysis: the march is in two sections opening with a four bar introduction. The A 

section consists of two sixteen measure themes of contrasting character. The first of 

these is marked mezzo piano and features repeated patterns of four ascending 

sixteenth notes in chromatic scale-wise motion. The second is marked fortissimo and 

is characterised by four bar call response patterns using dynamics for contrast. 

Another brief introduction follows (m. 37), leading to the Trio, in the key of the 

dominant, Bb major. The Trio consists of three repetitions of the same lyrical theme, 

the first of which is marked pianissimo (m. 41). The second adds a staccato 

descending eighth note bass line with ascending sixteenth patterns in the upper winds. 

Between the second and third appearances of the Trio theme there is a sixteen bar 

interlude (m. 82) characterised by sequential passages and fanfare figures in the brass. 

The final statement of the Trio theme (m. 98) is marked marcato and triple forte. 

Teaching Highlights: chromatic running passages, extended sequences, overlapping 

textures of varying articulations and rhythmic values, all make this a concert work of 

considerable difficulty. See Musical Example 111-25. 

Degree of Difficulty: Grade V 

9 3 Helene Plouffe, "Canadian Grenadier Guards Band", Encyclopedia, 145. 
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Musical Example III - 25. First cornet part to Palace Pier, Marche Elegante. 

. (J-WJ-Wf) * 1 ' f4J¿ ' I 



Toronto Bay, Valse Scherzo 

Historical Background and Sources: throughout the 1920s the Canadian Grenadier 

Guards Band of Montreal, under Gagnier's direction, achieved national acclaim. He 

himself was a highly respected member of the Canadian band movement, many of 

whose members lived in the Toronto region, and he was present at some of the earliest 

meetings of the Canadian Bandmasters Association in Waterloo, Ontario9 4. He 

would have been a regular visitor to the city and this may have led to the dedication 

on the title page of the score: "Respectfully dedicated to the citizens of Toronto, 

Ontario. Canada". There is evidence however, to suggest that the dedication was 

added well after the work itself was written. A manuscript copy of the score [piano 

score], without dedication, in the "Bibliothèque national de Québec" is dated 1921 

whereas the source for this study, with dedication, is a score (three line condensed) 

and set of parts published by Carl Fischer in 1933. In addition to the condensed score 

noted above, the Fischer edition also contains parts for: Db piccolo, C piccolo, C 

flute, 1st and 2 n d oboes, 1s t and 2 n d bassoons, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, 

alto and bass clarinets, 1st and 2 n d altos, tenor and baritone saxophones, 1st, 2 n d and 3 r d 

Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb alto horns, 1st, 2 n d and 3 r d trombones, baritone(treble 

and bass clef), string bass, basses, drums, bells and harp. 

Analysis: Toronto Bay is a work intended for concert use. From its hybrid valse 

scherzo form to the shorter clipped phrases of its opening waltz theme, it bears little 

resemblance to earlier waltzes included in the study. The work opens with a twenty-

Mellor, CF. Theile, 46. The source is an undated picture of a number of bandmasters from the 
Toronto region, with Gagnier as the lone Quebecer. 



six bar introduction in compound duple time, marked A la barcarolle. Its distinctive 

lilting theme, in the oboe, alto saxophone and cornet is answered with ornamented 

obliggato passages in the flute. After a silent bar (m. 17), the theme is repeated once 

more in fragmentation, with decreasing intensity, to the end of the introductory 

section. The valse scherzo of the title begins at measure twenty-seven and follows 

the scherzo format: scherzo, trio and scherzo with each consisting of two parts. The 

principal "valse" theme is sixteen measures in length, and after being repeated 

proceeds to the second theme, also of sixteen bars. This is followed by a varied 

repeat of the first theme with the addition of the upper winds in a lightly scored 

accompaniment pattern. The Trio opens with its own eight bar introduction (m. 110), 

contrasting unison brass with harmonised winds, in the key of the subdominant. It is 

in turn followed by the two themes of this section, the first of which is marked allegro 

scherzando (m. 118). After the second theme (m. 137), the first is repeated prior to a 

return to the opening "valse" by means of a dal segno at measure 171. A final coda 

brings the work to a close at measure 183. See Musical Example 111-26. 

Teaching Highlights: the composer's frequent excursions to neighbouring keys, 

especially in the opening bars of the introduction, his use of highly ornamented 

woodwind accompanying figures, his reliance on a broad spectrum of solo, soli and 

tutti textures all contribute to make this a work rich in teaching opportunities. 

Combined with an orchestration that approaches that of the modern wind ensemble, 

Toronto Bay can be used to teach concepts of form, ornamentation, instrumentation 

and style to advanced level high school students. 



Degree of Difficulty: Grade V 

Musical Example III - 26. First cornet part to Toronto Bay, Valse Scherzo. 

Respectfully dedicated to the Cititens of Toronto* Ontario, Canada 

e t a i d l r 4 TorontoBay 
SoloorlstBbCornet c . J 
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La Dame de Coeur, Overture 

Historical Background and Sources: by the 1930s, J.J. Gagnier had established an 

enviable reputation as a composer, conductor and adjudicator on both sides of the 

border. In 1932, his Eglogue II "Pan aux pieds de chèvre " (The Goat footed Pan) 

was performed by the Goldman Band 9 5 and, in addition to judging at North American 

competitions, he was also a member of the jury for the "Prix d'Europe"9 6. Maloney 

states that La Dame de Coeur was ".. .according to the composer, conceived with 

band competitions in mind." 9 7 He also is of the opinion that it is programmatic in 

nature and the frenzied "bacchanal" nature of the overture's second theme supports 

his view. The work was premiered at the American Bandmasters Convention held in 

Toronto in 193 4 9 8 and published by Carl Fischer the following year. The Fischer 

edition includes a condensed score (three-line) and parts for: Db piccolo, C piccolo, 

1s t and 2 n d flutes, 1 s t and 2 n d oboes, 1 s t and 2 n d bassoons, Eb clarinet, solo and 1st, 2 n d 

and 3 r d Bb clarinets, alto and bass clarinets, 1st and 2 n d alto, tenor and baritone 

saxophones, solo and 1st, 2 n d and 3 r d bb cornets, 1s t and 2 n d Bb trumpets, 1st, 2 n d , 3 r d 

and 4 t h Eb alto horns, 1st, 2 n d and 3 r d trombones, baritone(treble and bass clef), basses, 

string bass, drums and timpani. 

Analysis: unlike many band overtures of the period, which use a series of unrelated 

thematic elements [see Specialty Overture and Bridal Rose Overture], Gagnier's 

9 5 Rita Schmidt, Band Secretary, University of Iowa, e-mail correspondence to the author, 11 March 
2002. The score to The Goat-footed Pan is held in the "Bibliothèque nationale du Quebec" in Montreal. 
It is a work of exceptional difficulty, well beyond the reach of most high school bands and for this 
reason not included in the study. 
9 6 Bourbonnais, Inventaire, 12. 
9 7 Maloney, ed. Music for Winds: 1, xiv. 
98 Ibid, xiv. 



Dame de Coeur is a highly dramatic work whose constituent themes are closely 

interwoven. After a brief introduction characterised by alternating unison fanfare 

figures and contrasting response passages, the first of three principal themes appears 

in the solo oboe (m. 11). Highly lyrical in nature, it is followed by a brief re

statement of the fanfare motif prior to the entry of the B theme. This second melodic 

idea, a bacchanal in f minor, consists of lightly accompanied running sixteenth note 

passages, which grow in intensity until the first of several transitional sections appears 

(m. 69). The theme is then repeated and followed by the introduction of the C theme 

in Eb major (m. 121). It leads back to a restatement of the A theme (m. 163), now in 

compound duple, rather than the original simple duple time. The B theme follows, 

but it too is altered, this time harmonically, to the key of Bb major. It is then restated, 

transformed once again back into the original minor key, and leads to a final 

Grandioso reprise of the A theme (m.321), but with one last metrical twist: in 

compound triple time. 

Teaching Highlights: Gagnier's mastery of compositional technique is no more 

evident than in this work. Each of his three principal themes is subjected to a variety 

of transformations involving changed metres, the movement to related keys and 

contrasting solo, soli and tutti writing. His transitional sections display effective uses 

of fragmentation, harmonic movement and rhythmic variety. Accompaniments are 

often richly textured and highly operatic in character. Technical demands, especially 

in the second, B theme, are considerable, requiring flexibility over the entire working 

range of the instruments involved. In total, La Dame de Coeur Overture is a major 



concert work for band that provides students with the opportunity to study a wide 

range of symphonic compositional techniques. 

Degree of Difficulty: Grade VI 

Polka Intermezzo, Bassoon Solo 

Composer: Bruno Labate. What little information there is suggests that Labate was 

an oboist and composer, born in Italy in 1883. He played principal oboe in the New 

York Philharmonic until 1943 and taught not just at Julliard, but at the "Conservatoire 

de musique" in Montreal. He died in 1968." 

Historical Background and Sources: Gagnier formed the "Gagnier Woodwind 

Quintet" in 1942. It was a professional group and was unique in that every one of 

the players belonged to the same family. Four were J.J's brothers; Lucien [flute], 

Real [oboe], Armand [clarinet] and Guillaume [horn]. The bassoonist, Roland, was 

his son. It was probably for him that Polka Intermezzo was arranged. Gagnier 

himself had played bassoon professionally as a young man and was certainly familiar 

with its possibilities. Whether Labate's original work was also written for the 

instrument is unclear but the result of the collaboration between Labate and Gagnier is 

a work of considerable charm. The source for the study is a manuscript full score in 

the "Bibliothèque nationale du Quebec." It calls for solo bassoon, and a band 

consisting of 1 s t and 2 n d flutes, Eb clarinet, solo, 1st, 2 n d and 3 r d Bb clarinets, alto and 

bass clarinets, alto, tenor and baritone saxophones, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d 

9 9 Robert H . M . Simon, "Recollections of Bruno Labate", INTERNET @ 
www.idrs.org/Publications/DR/DR15.2/DR15.2.Simon.html 

http://www.idrs.org/Publications/DR/DR15.2/DR15.2.Simon.html


and 3 r Eb horas, I s , 2" and 3 r trombones, euphonium, 1s t and 2 n basses, drums and 

timpani. 

Analysis: This short work of sixty-three bars is in two sections. It opens with a four 

bar introduction in F major, followed by a cadenza in the solo bassoon, which leads to 

the first section (m. 6). See Musical Example 111-27. The principal theme of this 

section, which lasts only sixteen bars, is lightly articulated and agile in character, 

remaining primarily in the instrument's upper register. The section is extended a 

further eight measures by means of a call response figure between the ensemble and 

soloist using thematic material from the introduction. The Trio (m. 30) moves to the 

key of the subdominant and consists of another sixteen-bar phrase, which, unlike the 

preceding section, includes a greater degree of melodic activity in the accompanying 

voices. This second section ends with a brief declamatory figure leading to a second, 

extended cadenza. The Trio concludes with a dal segno to the first melodic theme 

and a final coda at measure fifty-three. The bassoon part is written primarily in a 

range that capitalises on the instrument's upper register, but includes, especially in the 

cadenzas, its lowest notes. The band parts are generally simple but do include some 

chromatic movement, mostly of a passing character. There are some opportunities 

for independent melodic activity in the Trio section in the cornet and alto saxophone 

parts, but all other sections are limited to accompaniment figures. 

Teaching Highlights: Polka Intermezzo is an unpretentious work that gives the 

bassoon a rare opportunity to function as a soloist. Gagnier's accompaniment never 

overwhelms the soloist but at the same time remains tastefully and musically an 



important part of the work's structure. Because there are so few examples of serious 

literature for band and any solo instrument in the Canadian repertoire, this work is of 

particular value. In the absence of a competent bassoon soloist, it is not inconceivable 

that the solo part could also be performed, with some alterations, on euphonium, 

trombone, or saxophone. 

Degree of Difficulty: Solo part - Grade VI, Band part - Grade IV 
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Musical Example III - 27. First page, introduction and cadenza to Polka Intermezzo, 
for bassoon and band. 



Joseph-Jean Goulet 

Born in Liège, Belgium in 1870, Goulet was a first prize winner at the Liège 

Conservatory in solfège, theory and harmony in 1884 and winner of the premier prix 

in violin and chamber music at the same institution in 1889. In 1891, at the invitation 

of Ernest Lavigne, he moved to Montreal to become concertmaster of the Sohmer 

Park Orchestra. He was actively involved with several of the city's symphonic 

societies before becoming the artistic director of the Montreal Symphony Orchestra in 

1898 1 0 0. In addition to his orchestral activities, he was also choirmaster at a number 

of local churches as well as an instrumental music teacher at the College Mont St-

Louis. His forty-year association with bands began in 1910 as the director of the 

"Temperance Band of the parish of St-Pierre-Apôtre, which later became the Alliance 

Musicale and finally the Fusiliers Mont-Royal Band." 1 0 1 He served as president of 

the Canadian Bandmasters Association 1933-4 and he died in Montreal in 1951. 

Le Gazouillement des Mésanges, Mazurka (The Chirping of the Birds) 

Historical Background and Sources: J.J. Goulet, unlike Gagnier, was probably 

representative of the vast majority of bandmasters working in Canada between the 

wars. A fine musician, his compositions for band are all in manuscript form and well 

crafted, but definitely aimed at a popular audience. The source for this study is a set 

of manuscripts on deposit at the "Bibliothèque nationale du Quebec" which include 

piano score and parts for Db flute, C flute, oboe, bassoon, Eb clarinet, solo, 1st, 2 n d 

1 0 0 Marie-Claire Lefebvre, "Goulet, J.J"., Encyclopedia, 387. 
101 Ibid, 387. 
1 0 2 The author has taken some liberties with the translation. A direct one results in "The twittering 
tits", more authentic perhaps but certainly open to charges of political incorrectness. 



and 3 r Bb clarinets, alto and bass clarinets, soprano, alto, tenor and baritone 

saxophones, solo, 1st, 2 n d and 3 r d Bb cornets, 1st, 2 n d 3 r d and 4 t h Eb horns, 1st, 2 n d and 

3 r d trombones, baritone (treble and bass clef, euphonium, basses and drums. 

Analysis: the work begins with an introductory andantino featuring two solo oboes 

[cued in clarinets and muted cornets], marked "très rêveur" (very dreamy). Twenty-

four bars in length, it leads directly into the mazurka, which is in two sections. The 

theme of the first consists of accented dotted figures over a simple quarter note 

accompaniment. See Musical Example 111-28. The second theme of the first section 

(m. 39) contrasts brass and woodwind voices before returning to the principal theme. 

The theme of the second major section, the Trio (m. 56), is lighter in character and 

consists of a regular series of repeated staccato eighth notes. It concludes with a 

strident low brass solo before the initial melody of the Trio is repeated. A dal segno 

returns the work to the initial mazurka theme before jumping to a final coda (m. 81). 

The work is simple structurally, consisting of smaller A B A patterns within a larger 

one. Other than the opening soli in the andantino passage, there is little in the way of 

independent voicing and chromaticism is limited to passing tones. It is nevertheless 

an energetic concert piece that is fully representative of its stylistic origins. 

Teaching Highlights: those elements that define the "mazurka" form are readily 

apparent. The introduction stands alone as a fine example of duet writing and the 

remaining sections, though scored rather heavily, provide opportunities for the study 

of balance and dynamic control. 

Degree of Difficulty: Grade IV 
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Musical Example III - 28. First page to the conductor's score of Le Gazouillement 
des Mésanges, Mazurka de Concert. 
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Souvenir de Belleville 

Historical Background and Sources: Belleville is a small city in Eastern Ontario on 

the Bay of Quinte. It was also the home of the Belleville "Kiltie" Band in the early 

years of the twentieth century. Through his involvement with the Canadian 

Bandmasters Association, Goulet would have undoubtedly known Reg Hinchey, 

himself a president of the C B A and director of the Belleville Municipal Band. In all 

probability it was their friendship that inspired the composition of Souvenir de 

Belleville. Hinchey certainly knew of the score having done his own arrangement, 

which, like Goulet's original score and parts, was undated103. It is safe to assume 

however, that the date of composition was sometime in the 1930s. The source for 

this study is a piano score and set of parts from the "Bibliothèque nationale du 

Quebec". These include parts for Db piccolo, C piccolo, oboe, bassoon, Eb clarinet, 

solo, 1st, 2 n d and 3 r d Bb clarinets, soprano, alto and tenor saxophones, solo, 1st, 2 n d and 

3 r d Bb cornets, 1 s t F horn, 1st, 2 n d and 3 r d Eb horns, 1st, 2 n d and 3 r d trombones, 1s t and 

2 n d baritones, euphonium, basses, drums, tambourine, castanets, bass drum and 

tympani. 

Analysis: Souvenir de Belleville is written in simple binary form. A brief two-bar 

introduction establishes the distinctive "Bolero" rhythm and leads into the A section, 

which consists of eight bar and sixteen bar phrases, both of which are repeated. The 

Trio, or B section (m. 28), as in a march, is in the key of the sub-dominant, Eb major. 

1 0 3 What is particularly interesting about the Hinchey arrangement is the quality of the penmanship. A 
set of parts in the author's private collection reveals a painstaking level of detail, although it is 
definitely the work of an amateur. There is no indication as to who the copyist was, but someone 
obviously thought Goulet's work was worth the effort. 



It consists of one principal theme. More lyrical than the opening bars of the previous 

section, it is followed by a transitional passage (m. 47) which features a low brass soli 

accompanied by a series of sixteenth note triplet fanfare figures in the upper voices. 

The theme of the Trio is then repeated in a Grandioso treatment (m. 56), which is 

enhanced by the addition of a florid obbligato line in the upper woodwinds. The 

work concludes with a brief vivo passage (m. 71) characterised by a series of fanfares 

and a short timpani solo. Although the scoring is heavy, there are some fine 

examples of soli writing in all voices. Harmonically, the composer adheres closely to 

the two keys of Bb and Eb and chromaticism is limited to passing tones and some pre-

cadential uses. Despite these limitations, however, the melodic themes are fresh and 

exciting. See Musical Example 111-29. 

Teaching Highlights: Goulet's Souvenir de Belleville is an excellent introduction to 

the Bolero form and a fine study of several rhythmic figures common in triple time. 

Significant technical demands are placed on the upper woodwinds and articulations, 

though not frequently marked, are implied by the style. It is a deceptively simple 

work, popular in nature, but requiring the skills of a highly disciplined ensemble. 

Degree of Difficulty: Grade V 



Musical Example III - 29. First page J.J. Goulet's Souvenir de Belleville. Note the 
difference in manuscript styles between this work and the preceeding example by 
Goulet. Le Gazouillement des Mésanges was probably a duplicate score by a 
professional copyist whereas the score in this example is in the composer's own hand. 
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Edwin Franko Goldman 

Goldman was born to a musical family in 1878, in Louisville, Kentucky. He 

began studies on the cornet at the age of nine and by 1892, had won a scholarship to 

the National Conservatory of Music in New City, where he played first trumpet in the 

school orchestra under the direction of Antonin Dvorak (then the conservatory 

director)1 0 4. Between 1901 and 1910 he was a member of the Metropolitan Opera 

House orchestra performing under such conductors as Mahler, Toscanini and 

Damrosch. In 1911 he organised the New York Military Band which later became 

known as the Goldman Band 1 0 5 . Under his direction, this ensemble established the 

concert band as a performance venue of the highest calibre. Concurrently, 

Goldman's support for the development of an original band literature contributed a 

significant body of new music for band to the repertory. He himself composed over 

150 works for the idiom, most of which were marches106. He founded the American 

Bandmasters Association in 1929, serving as its first president, and he died in New 

YorkCi ty in 1956. 

Canadian National Exhibition March 

Historical Background and Sources: the inspiration for this march was the first 

appearance of the Goldman Band at the Canadian National Exhibition in Toronto in 

August of 1929. The source for this study is a set of parts published by Carl Fischer 

in 1931 which includes solo or 1 s t cornet/conductor, Db piccolo, C flute, oboe, 

bassoon, Eb clarinet, solo or 1st, 2 n d and 3 r d Bb clarinets, bass clarinet, 1st, 2 n d , tenor 

1 0 4 Herbert N . Johnson, "Goldman, Edwin Franko," Heritage, 287. 
105 Ibid, 287. 
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and baritone saxophones, solo or 1st, 2 n d and 3 r d Bb cornet, 1st, 2 n d , 3 r d and 4 t h Eb 

horns, 1st, 2 n d and 3 r d trombones, baritones(treble and bass clef), basses, tympani and 

drums. 

Analysis: Goldman provided his own analysis of the work in the published edition, 

which is quoted directly: 

The Introduction and first strain of the march in two-fourth 
time[sic], are Indian in style. The second strain is in six-eighth time, 
and introduces the French Canadian Song (Marianne s'en va-t-au-
Moulin). During the first eight bars of this song the comets and 
trompéis play a Fanfare (Bugle effect) against the French melody-and 
then join in with the melody itself. The Trio of the march, which 
reverts to two-fourth time, opens with two bars of "God save the 
King," quickly going into what the composer calls a present day "Let's 
Go" spirit. 1 0 7 This is followed by a part of the famous Canadian Song 
"The Maple Leaf Forever" played only by the brasses-in the style of a 
Chorale-still retaining the march rhythm, but without any after-beats as 
an accompaniment. (This is a novel effect in a march). The march 
ends with the present day "Let's Go" or "Meet Me at the Fair" spirit. 
Thus it will be seen that the composition embodies Indian, French, 
Canadian and English themes-representing the various settlers at 
Toronto-besides the original themes of the composer. The march is 
dedicated to the officials of the Canadian National Exhibition. 

Teaching Highlights: although written by an American, Canadian National 

Exhibition March is included in the study because it represents the "Canadian 

Mosaic" genre of programmatic writing for band that was so popular at the beginning 

of the last century. In the context of today's classroom the folk songs reflect the 

cultural makeup of the young country as perceived by an outsider in 1931. Musically 

106 ibid, 287. 
1 0 7 The composer's "Let's Go" spirit is an original theme introduced by Goldman that functions as the 
principal melody of the Trio. 



the work is well-crafted and provides all sections, with the exception of the horns, 

with parts that are both interesting and challenging. A recording of this work, 

performed by the Goldman Band, is contained in Appendix B. 

Degree of Difficulty: Grade IV 

Musical Example 111-30. Solo cornet/conductor part to Canadian National Exhibition 
March. 

, Canadian National Exhibition March 
SolO Or Iflt Bw Comet Full Band 7** 
(Trvmpet) (Conductor) EdwinFrankoGoldman 

T m t i i m di Marcia Indxan 

Approximate 
Hme of performance 

ilj minuta» 

Edwin Franko Goldman, Canadian National Exhibition March, (New York: Carl Fischer Inc., 1931 ) 



Jean-Baptiste Labelle /Achille Fortier 

Born in 1828, Labelle spent most of his life as a church organist and teacher in 

schools and convents in the Montreal area. He studied in Paris from 1847 to 1849 

and on his return ".. .became the organist at Montreal's Notre Dame Church, 

remaining in the position for 41 years.. . " 1 0 9 . He wrote in several genres, ranging 

from popular ballads, to at least one cantata and an operetta. Best known of his 

popular patriotic songs was O Canada, Mon Pays, Mes Amours (Land of All that I 

Love), composed sometime before 1868 to words written by Sir Georges Etienne 

Cartier. Labelle died in Montreal in 1898. 

A native of St-Clet, near Montreal, Fortier was born in 1864. In 1885, he 

went to Paris to study at the Conservatory, returning to Montreal in 1890. He taught 

music at several local religious colleges and composed in a variety of forms including 

a Mass, works for orchestra, chamber music and popular songs. His arrangement for 

voice and piano of Labelle's O Canada, Mon Pays, Mes Amours was published by 

Leo Feist in 1928. Fortier died in Montreal in 1939 1 1 0. 

Land of All That I Love, Cornet Solo 

Historical Background and Sources: the words to the song were first sung to an old 

French tune at a banquet celebrating the formation of the St-Jean-Baptiste Society in 

Montreal in 1834. The author, Sir Etienne Cartier went on to become one of the 

fathers of Canadian Confederation. Although the words proved to be an instant 

success, thirty years and several musical settings passed until Labelle's version 

1 0 9 Charles Girard, "Labelle, Jean-Baptiste," Encyclopedia, 510. 
1 1 0 Charles Girard, "Fortier, Achille," Encyclopedia, 350. 
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established itself as the most popular, with Fortier' s harmonisation appearing in 

1928 1 1 1. The source for this study is the Leo Feist band edition of 1928 which 

includes parts for solo cornet/conductor, Db piccolo, oboes, bassoons, Eb clarinet, 1st, 

2 n d and 3 r d Bb clarinets, soprano, alto, tenor and baritone saxophones, solo, 1st, 2 n d and 

3 r d Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb horns, 1st, 2 n d and 3 r d trombones, baritones(treble 

and bass clef), basses and drums. 

Analysis: in ballad form, the arrangement consists of two statements of the melody 

each with slightly varied orchestrations, both preceded by a four bar introduction 

based on the last four bars of the principal theme. This theme is of twenty bars 

duration consisting of two four bar, followed by two six bar phrases. The character 

of these melodic lines is vocal in nature and the solo cornet is merely substituted for 

the voice. Although the common time meter and Eb major tonality are firmly 

adhered to, Fortier's lush harmonisation and O'Neill 's orchestration both combine to 

create a work rich in colour and tonal interest. 

Teaching Highlights: the nineteenth century was the age of nationalism, in music as 

elsewhere. Both Labelle and Fortier were products of the period, and the result is a 

musical expression of their patriotism. Land of All That I Love is an ideal vehicle for 

exploring, in a Canadian context, those forces. Of equal importance, the solo cornet 

part is richly supported but never overwhelmed by the accompaniment, providing a 

fine example of solo-ensemble writing for class study. A recording of this work is 

contained in Appendix B. 

Degree of Difficulty: Grade IV 

1 1 1 Stephen Willis, " 0 Canada! mon pays, mes amours!", Encyclopedia, 686. 
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Charles O'Neill 

Charles O'Neill was born in Glasgow, Scotland in 1882. Already an 

accomplished organist and cornetist by the age of fifteen, he moved ".. .to Boston in 

1901, New York two years later, and to Kingston, Ont., in 1905 to serve as cornet 

soloist with the newly formed Royal Canadian Horse Artillery Band." 1 1 2 In 1909 he 

became the first Canadian to graduate from the Royal Military School of Music 

[Kneller Hall] Bandmasters Course and on his return to Canada was appointed 

director of the " B " Battery Band in Quebec City. While still in the regular army he 

completed a Bachelor of Music degree from McGil l University in 1914, and a 

doctorate from the same institution in 1924. Beginning that same year he found time 

to serve as an adjudicator at both the Canadian National Exhibition in Toronto and at 

the "United States National Band Contests". It was in this capacity that he worked 

for six consecutive years with John Philip Sousa and Edwin Franko Goldman 1 1 3. His 

reputation for fairness and integrity was such that he was elected president of the 

American Bandmasters Association in 1933. 

O'Neill retired from the Canadian Army in 1937 and accepted positions at the 

University of Wisconsin and at the New York State Teachers' College in Potsdam, 

New York. It was at this second institution that he served both as professor of 

composition and director of the music school until 1948, when he returned to Canada 

to teach theory and composition at the Royal Conservatory of Music in Toronto, 

retiring one final time in 1954. He settled in Quebec City where he died in 1964. 

1 1 2 Helmut Kallmann and Helene Plouffe, "O'Nei l l , Charles", Encyclopedia, 690. 



O'Neill was a highly respected composer; writing for orchestra, small 

ensembles and choirs, but his main focus was the band, for which he wrote over 

twenty-four works. In addition to ten concert overtures he also composed marches, 

entr'actes, serenades and one fantasy, Souvenir de Quebec. Perhaps the most obvious 

proof of his popularity is the fact that his compositions were published by no fewer 

than seven major houses in both Canada and the United States, including Fischer, 

Rubank, Remick, Boston, Waterloo, Schirmer and Fox 1 1 4 . 

Souvenir de Quebec 

Historical Background and Sources: O'Neill spent most of his military career in 

Quebec at a time when the province's rich folk song tradition was still very much 

alive. His Royal 22 n d Regiment Band was an active participant in the musical life of 

Quebec and it is obvious that he drew inspiration from his surroundings. The source 

for this study is the Carl Fischer edition of 1930 which includes a condensed score 

(three line) plus parts for Db piccolo, C flute, oboes, bassoons, Eb clarinet, 1st, 2 n d and 

3 r d Bb clarinets, alto and bass clarinets, 1s t and 2 n d alto, tenor and baritone 

saxophones, 1st, 2 n d and 3 r d Bb trumpets, 1st, 2 n d , 3 r d and 4 t h Eb horns, 1st, 2 n d and 3 r d 

trombones, baritones(treble and bass clef), basses and drums. 

Analysis: the entire structure of this work is based on the French Canadian melodies 

used by the composer. The work opens with a ten bar introduction that leads into the 

first of ten traditional French Canadian folksongs, " A La Claire Fontaine" (m. 10). It 

Victor Falardeau and Jean Parent, La Musique du Royal 22e Regiment: 50 Ans d'Histoire (1922-
1972) (Quebec: Editions Garneau, 1976) 53. 
1 1 4 Rehrig , Heritage, 566. 
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is followed in turn by "C'est L'aviron Qui Nous Mène En Haut" (m. 46), "Dans Tous 

Les Cantons" (m. 74), "La Belle Françoise" (m. 109), "Dans Les Prisons de Nantes" 

(m. 141), "Ah! Si Mon Moine Voulait Danser" (m. 168), "La-Bas Sur Ces 

Montagnes" (m. 219), "J'ai Cueilli La Belle Rose" (m. 231), "En Roulant Ma Boule" 

(m. 112) and "Vive La Canadienne" (m. 283). Although the melodies cited above 

had been used in previous band medleys, O'Neill 's orchestrations move beyond mere 

functional arrangement into the realm of composition. Each folk song is treated in 

ways that both reflect the meaning of the lyrics and enhance the musical content. 

This is achieved by the use of a wide variety of textural effects using solo, soli and 

tutti passages as well as a range of accompanying styles. There is frequent 

movement between keys ranging from C major to Db major and although the 

harmonies are conservative in nature, chromaticism in both passing and pre-cadential 

forms lends much to the tonal fabric of the work. It is in the introductory and bridge 

passages where O'Neill 's creativity is most evident. Unlike the earlier scores of 

Laurendeau and Vezina, his transitional sections are longer and more complex, often 

including subtle and well-crafted modulations. See Musical Example 111-30. 

Teaching Highlights: Souvenir de Quebec is a turning point in the treatment of 

Canadian folk songs in band music. O'Neill 's artistry set the stage for subsequent 

composers and arrangers, including Howard Cable and Morley Calvert, as well as 

other, later composers.115 

Degree of Difficulty: Grade V 

1 1 5 Traces of O'Neil l can be detected in both Cable's Quebec Folk Fantasy (London: Chappell, 1956) 
and Arnold McLaughlin's French Canadian Suite (New York: Bourne, Inc., 1987) 
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Musical Example III - 31. First page of the conductor's score to Souvenir de 
Quebec. 

'to my Friend A\ de bales Terriere 

Souvenir de Quebec 
A Selection Of French Canadian Melodies 

Time of performance 
8 minutes 

CONDUCTOR 
Selected and Arranged by 

C H A R L E S O'NEILL 

Allegro moderato 
Tr'p'ts • is Tr'p'ts 

J 3 1 0 

TT TT y 'Sf 
Andante moderato (J ; 72) J La Claire Fontaine 

EVABkCls _ _ 

CopyrirAt UCMXXX by Cmxl Pitektr Inc., Mna York. 
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Mademoiselle Coquette, Entr'acte 

Historical Background and Sources: the title of this charming little work translates 

loosely as "stylish Miss" or "flirtatious Miss". It is probably not meant to be 

pejorative as the dedication is to a "Miss Evelyn Spencer", who may have been the 

daughter of Herbert Spencer, a former pupil of O'Neill 's and a prominent member of 

the Quebec musical establishment in the 1930s. By the time Mademoiselle Coquette 

was published in 1933, the composer's reputation was already well established 

throughout North America. It is possible therefore, that it may have been a 

commission, but there is no evidence to support this view. The source for this study 

is the original Carl Fischer edition which includes a condensed score (four-line) as 

well as parts for Db piccolo, C flute, oboe, bassoon, Eb clarinet, 1st, 2 n d and 3 r d Bb 

clarinets, alto and bass clarinets, 1s t and 2 n d , tenor and baritone saxophones, 1st, 2 n d 

and 3 r d Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb horns, 1st, 2 n d and 3 r d trombones, 

baritone(treble and bass clef), basses and drums. 

Analysis: the work is in ternary form. The principal theme, marked Allegretto 

grazioso, appears after a four-bar introduction characterised by a series of descending 

eighth note patterns. Consisting of two identical eight bar phrases, the opening A 

section theme is followed by an eight bar transitional passage in f minor, the relative 

minor, (m. 21). It, in turn, contains a series of sequential patterns contrasting pairs of 

flute and clarinet voices with those of the cornets and oboes before returning to the 

principal theme at measure thirty. The B section theme (m. 38) is in the key of Db 

major and is only twenty-four measures in length. It consists of two statements of the 



new melody with an eight bar developmental passage between them. The A section 

(m. 62) reappears as in the opening and the entire work concludes at measure ninety-

six with a four bar codetta. 

The internal structure consists of an A section, which in turn follows an - a a b 

a pattern, followed by a B section of three equal phrases, aba , and then a return to the 

A section. The attention to detail in the classically defined form is equally apparent 

in the composer's melodic themes. The opening phrases are light and dance-like in 

nature. Rhythmic patterns dominated by eighth note - eighth note rest figures with 

grace notes on the first beat of each bar reinforce the effect. The woodwinds 

dominate with the brass being restricted to accompaniment status. The B section, 

marked Sostenuto cantabile, provides a complete contrast with long flowing lines and 

greater degree of participation in the brass. Harmonies are equally well defined but 

include a brief eight bar developmental section in the second phrase of the B section 

that involves a significant amount of chromatic activity. See Musical Example III-

31. 

Teaching Highlights: Mademoiselle Coquette, Entr'acte is a concise study in form 

and style. The overall effect is that of an eighteenth century serenade for wind octet. 

It gives the impression of effortless elegance, displaying many of the characteristics of 

the classical style. But it is not a transcription; conceived with the wind band in 

mind, it is an original composition that works both as "absolute" music as well as a 

delightful example of musical representation. 

Degree of Difficulty: Grade V 



Musical Example III - 32. First cornet part to Mademoiselle Coquette, Entr 'acte 
To Miss Evelyn Spencer 

M a d e m o i s e l l e C o q u e t t e 

S 5 ^ t s t Bt Cornet g g ^ f e 

Time of per form ance I 
minutes 

M0d<0(J-.96) 
Conductor Z04 

U 1 6 1 6 

C H A S . O ' N E I L L 

Tenor Sax. rail. /TS /Cs 

AllU 0 grazioso (J : tie) 

Cl • i r a 
mf 

è 
chItn f 3rd C l . 

i'Horn Alto Cl. 
— i r i — : 

m 

CODA 

D.S.al Coda 

Meno mosso ^ 

Copyright MCMXXXm by Carl FUcker Inc., Nemt York. 
« 6 6 0 0 - 1 8 ¼ InternationalCopyrightSecured Printed if U.S. A. 



Builders of Youth, Overture 

Historical Background and Sources: published in 1937, the same year O'Neill 

retired from the Canadian Army, Builders of Youth was ".. .written expressly for 

school bands" and dedicated to ".. .the school music directors and supervisors of the 

United States of America. . ." ' 1 6 . It proved to be so popular that it was performed at 

least four times by the Goldman band between 1938 and 1941 1 1 7. One of these was a 

concert on July 19, 1938 that was dedicated exclusively to the performance of original 

works for band by such composers as Hoist, Wagner, Respighi, Strauss, Prokofiev as 

well as O'Neill and Goldman himself. 1 1 8 In the notes entitled "suggestions to the 

conductor" accompanying the published edition, the composer's two objectives were 

clearly explained ".. .to distribute the melody throughout the various instruments of 

the band [and].. .to stimulate the imagination of young players through a gradual 

development of the musical themes."119 The source for this study was the original 

Carl Fischer "Standard Band" edition that included a condensed score (three-line) plus 

parts for Db piccolo, 1 s t and 2 n d flutes, 3 r d flute or C piccolo, 1s t and 2 n d oboes, 

bassoons, Eb clarinet, 1st, 2 n d and 3 r d Bb clarinets, 1 s t and 2 n d Eb alto, tenor and 

baritone saxophones, 1 s t and 2 n d Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb horns, 1st, 2 n d and 

3 r d trombones, baritone(treble and bass clef), basses and drums.1 2 0 

Charles 0'Neill,"Introductory notes" to Builders of Youth Overture, (New York: Carl Fischer, Inc., 
1937) 
1 1 7 Rita Schmidt, e-mail correspondence to the author, 7 March 2002. 
1 1 8 Douglas Stotter, "The Repertoire and Programs of Edwin Franko Goldman and the Goldman Band", 
JournalofBandResearch. 36:2 (2001) 13. 
1 1 9 O'Neil l , "Introductory notes." 
1 2 0 Additional parts for alto and bass clarinets, bass saxophone, 1 s t and 2 n d trumpets, F horns, string bass 
and timpani were also available in the larger [and more expensive]"Concert Band" and "Symphonic 
Band" sets. 
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Analysis: as noted, the composer's purpose in writing the work was to engage the 

enthusiasm of young musicians. He integrates as many compositional techniques as 

possible into the work beginning with "...the first twelve notes of the Quasi-Cadenza, 

at measure five of the introduction [which] is identical with the melody in the cornet 

and the trombone, beginning at measure twelve." 1 2 1 See Musical Example 111-32. 

This melody is subjected to a variety of treatments in the ensemble involving fanfare 

flourishes, choral harmonisations in the brass and rapid running passages in the upper 

woodwinds until the theme is presented as a fugue in diminution at measure fifty-

seven. A second theme, consisting of the first five notes of the opening melody in 

inversion (m. 106), follows and is developed through a variety of techniques, both 

homophonic and contrapuntal until the principal theme is re-introduced in close canon 

(m. 223). The overture concludes with a triumphant coda section (m. 287), 

characterised by extended note values in the brass and rapid moving passages in the 

upper winds. Throughout the work, in which treatments of the themes follow 

sequentially, there are few changes in key. Chromaticism, however, is used 

frequently to temporarily obscure these tonalities, as are changes in meter and tempo. 

The work is heavily scored and gives the impression of being ceremonial in nature. 

Teaching Highlights: Builders of Youth was created as an educational tool. Its 

structure, themes and instrumention all contribute to this end and all are worthy of 

extensive study. It remains however, a challenging work to prepare requiring the 

skills of a mature ensemble. 

Degree of Difficulty: Grade V 

1 2 1 O'Neil l , "Introductory notes." 



Musical Example III - 33. First page of the score to Builders of Youth, Overture. 

CONDUCTOR 

To the School Music directora of the U. S. A 

Builders Of Youth 
Overture 

Approximate time 
of performance 

1 minâtes 

Andaate moderato J ; 73) CHARLES O'NEILL 

, Bar. Trb's 

J J C =EE 
Bassesf 
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Mon Ami, March 

Historical Background: O'Neill wrote at least six marches, of which two, Marche 

Royal 22e Regiment and the Royal Canadian Mounted Police March, are still the 

official marchpasts of their respective organisations. Butjudging by the number of 

photocopies found in over fifty libraries researched for this paper, the most popular by 

far was Mon Ami. Although there is a dedication that reads "To James F. Knox, New 

York City" the Waterloo edition contains no indication as to the date of its publication 

or composition. Rehrig lists the American publisher as Belwin but he too gives no 

date of publication 1 2 2. The source for this study was the author's revised score, 

which was developed using a set of parts gathered from several libraries. 

Analysis: Mon Ami is in a standard A B A march format. The unison fanfare like 

opening figure is followed by the lightly articulated opening theme of the first section 

(m.7). Consisting of two eight bar phrases, repeated, it is followed by the contrasting 

second theme of the first section (m. 24), far more lyrical and legato in nature with an 

echo response figure in the low brass. This second theme also consists of two eight 

bar phrases, which are repeated. The principal theme is then re-introduced (m.40) 

with the addition of a contrasting legato countermelody in the euphonium, tenor sax 

and bassoon parts. The Trio (m. 58) modulates to the key of the subdominant, Ab 

major, and in keeping with tradition, features a long sustained lyric line enhanced by 

an echo effect in the 2 n d and 3 r d cornets. In contrast to the A section, the Trio theme 

is twice as long, consisting of two sixteen measure phrases, which are then repeated. 

A secondary theme in the low brass (m. 91), also of sixteen bars, follows, 



accompanied by a series of repeated sixteenth note figures in the upper voices. The 

final Grandioso (m. 108) returns to the principal theme of the Trio in a tutti setting 

before a da capo al Fine (m. 138) completes the march with a restatement of the first 

section. Although the march is structured conventionally, O'Neill 's themes are lush, 

full and well contrasted. Despite being scored heavily throughout, his use of 

countermelodies, dynamics and varied articulations still manage to create a variety of 

textures. 

Teaching Highlights: Mon Ami is a march that has no influences to betray it. Unlike 

earlier marches in this study, many of whose composers were copying an existing 

style, O'Neill was sufficiently confident in his own powers of composition to create 

as he felt. The result is a uniquely Canadian march, exciting, dramatic and a suitable 

concert opener for any concert program. The lead clarinet and cornet parts, however, 

include the use of extreme ranges and require strong players to perform them. A 

recording of Mon Ami is contained in Appendix B. 

Degree of Difficulty: Grade V 

Rehrig, Heritage, 566. 



William Ramsey Spence 

Born in Montreal in 1859, Spence began his musical studies on piano with 

R.O. Pelletier and Vichtendahl. He went on to study cello in Boston with 

Stockbridge before returning to Montreal and eventually settling in Perth, Ontario, a 

small agricultural community just west of Ottawa, where he was organist and 

choirmaster at St. James Anglican Church for over fifty years. He wrote several 

works for band, all of which exist in manuscript form only. In the field of keyboard 

and choral music he was more prolific with at least one cantata and several works for 

organ, piano and choir being published by Oliver Ditson, Theodore Presser and 

Arthur P. Schmidt. He died in Perth in 1946 1 2 3. 

Moonlight on the Rideau, Waltz 

Historical Background and Sources: Moonlight on the Rideau was written in 1936 

for the Perth Citizens Band, a community band that had been in continous existence 

since 1867. The "Rideau" of the title refers to the Rideau Canal, an important 

waterway built in 1837 for military purposes, a branch of which runs through Perth. 

There were two sets of manuscript parts used in the preparation of the author's revised 

score, both of which appear to have been arranged by J.J. Gagnier. The first was 

evidently written for the local band with its instrumentation of Db piccolo, oboe, solo, 

2 n d and 3 r d Bb clarinets, alto saxophone, solo, 1s t and 2 n d Bb cornets, 1st, 2 n d , 3 r d and 

4 t h Eb horns, trombones, baritone, Eb bass and drums. The second, obviously the 

work of a professional copyist, included the above as well as parts for C flute and F 

1 2 3 Helmut Kallmann, Catalogue of Canadian Composers, (Toronto: Canadian Broadcasting 
Corporation, 1952)217. 



homs. This second set also bears the stamp of "Société Radio-Canada," a clear 

indication that the arrangement was performed and probably broadcast in Montreal 

where Gagnier was a regional director. 

Analysis: written in an A B A C A form, the work's melodies are simple and 

uncontrived. A brief introduction in six-eight time is characterised by slow, light 

chordal figures in the upper winds over a solo duet in the oboe and horn. The 

principal theme of the waltz begins at measure six and consists of two legato sixteen-

bar phrases. The second theme (m. 40) features a duet between the lead clarinet and 

cornet parts and is followed by a restatement of the main theme (m. 72). The key of 

the Trio (m. 104) shifts from Eb to Ab major with the appearance of a new theme in 

the baritone. Offbeat accompaniment figures in the upper winds gradually increase 

in intensity by augmentations of both rhythmic activity and range. By measure 167 

the entire ensemble is engaged with the main theme featured in the unison horns. 

The intensity is maintained to the end of the section (m. 167) at which a dal segno 

returns the movement to the opening section. After a final repeat of the principal 

theme, a concluding coda, marked Presto, brings the work to an end. 

Teaching Highlights: Moonlight on the Rideau is a concert waltz with long sustained 

lines, which provide instrumentalists with opportunities for extended legato playing. 

The scoring in the Trio section, which progresses from the most delicate pp\.oa.ff 

tutti, is reminiscent of Ravel's Bolero, as voices are added and intensity increased 

through the careful manipulation of instrumental ranges. 

Degree of Difficulty: Grade IV 



Charles Frederick Theile 

Born in 1884 to an immigrant German family in New York City, Theile was 

largely self-taught. By the age of twenty-one, however, he had formed a small family 

band with his wife, Louise on cornet and his young daughter Caroline, on clarinet. In 

his free time he was employed on a part-time basis at the Carl Fischer Music store on 

Cooper Square and it was there that he made the acquaintance of both John Philip 

Sousa and Edwin Franko Goldman. He soon exhibited a talent for organizing and 

teaching bands, which led to employment in Rumford, Maine, where he was 

responsible for leading the town band and training both a boys' and girls' band. In 

1919 he accepted a position in Waterloo, Ontario, as conductor of the Waterloo 

Musical Society Band, a position he held until 1951 1 2 4. In the early 1920s he 

founded the Waterloo Music Company with the intent of catering to the silent movie 

music cue sheet industry. With the advent of talking pictures in 1929 however, he 

successfully shifted the company's focus to music publishing. The financial security 

provided him by his business ventures allowed him to focus on a variety of projects 

aimed at improving the quality of bands in Ontario. In 1924 he helped organise the 

Ontario Amateur Bands Association 1 2 5 and seven years later he was the driving force 

behind the establishment of the Canadian Bandmasters Association . Although his 

greatest contributions to the development of bands and band music in Canada were 

organisational in nature, he nevertheless found time to compose at least ten band 

works including marches, concert overtures and medleys. 

1 2 4 Mellor, CF. Theile, 18. 
125 Ibid, 20. 



Characteristique, Overture 

Historical Background and Sources: Thiele's position as director of the Waterloo 

Musical Society Band, gave him the opportunity to work with one of the finest 

amateur ensembles in the country. As leader of the community boys' band he also 

had a farm team and could select the best players for the adult group. 

Characteristique Overture was probably written for his band and may have been 

performed at the annual band competitions that were held in Waterloo from 1932 until 

1939. The source for this study is the Waterloo edition of 1937 that includes a 

condensed score (two-line) and parts for Db piccolo, C flute, oboes, bassoons, Eb 

clarinets, solo, 1st, 2 n d and 3 r d Bb clarinets, soprano, 1 2 7 I s t and 2 n d alto, tenor and 

baritone saxophones, Eb cornet, 1st, 2 n d , 3 r d and 4 t h Bb cornets, 1st, 2 n d , 3 r d and 4 t h Eb 

horns, 1st, 2 n d and 3 r d trombones, baritone(treble and bass clef), basses, drums, bells 

and timpani. 

Analysis: Theile's work is highly operatic in nature; it consists of an introduction, 

four thematically unrelated sections and a brief codetta. Although the larger sections 

are not bound together in any way, there is an internal structure to each individual 

theme. The first and third sections, an Andante ma non troppo (m. 21) and an 

Andante con expressione (m. 140) follow a distinct a-b-a pattern. The second and 

fourth sections, a Bolero (m. 72) and an Allegro (m. 183) are much longer, exhibiting 

the characteristics of rondo form, by following an extended a-b-a-c-a pattern. The 

sombre introduction, characterised by alternating unison-chordal motifs is highly 

Ibid, 44. 



dramatic and builds in intensity to the first of the four sections. Each of these in turn 

is contrasted by means of changing meters, tempi, keys and instrumental voicings. In 

addition to duet, soli and tutti writing, there are also two very effective baritone solos, 

each of which is followed by a cadenza. There is a variety of accompanying devices 

that enhance the melodic lines and Theile's use of chromaticism suffuses the entire 

work with a varied and colourful harmonic texture. 

Teaching Highlights: Conceived as a work of popular entertainment, 

Characteristique Overture is definitely a product of its time. Like Hughes Specialty 

Overture and Lavallee's The Bridal Rose it is intended to please its audience without 

too much effort. Its lyrical, operatic-like melodies are immediately appealing and 

technically, it offers challenges in all aspects of band performance practice while at 

the same time opening doors to a style that is rarely found in the modern literature for 

band. See Musical Example 111-33. 

Degree of Difficulty: Grade V 

1 A note at the bottom of the conductor's score points out that if an Eb cornet is present, the work can 
be performed by brass band. 



Musical Example III - 34. First page of the first cornet part to Characteristique 
Overture. Note cues for woodwinds and the composer's suggestions at the bottom 
the page for alternate performance by Brass band. 
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Richard Benjamin Hayward 

Like so many of his contemporaries, Hayward was born in England [London, 

1874] and joined the British Army as a band boy at the age of twelve. He graduated 

from the Royal Military School of Music [Kneller Hall] in 1904 and served as 

bandmaster of the Royal Irish Rifles. He retired from regular service in 1919, moved 

to Canada in 1921 and accepted the position of Director of Music of the Queen's Own 

Rifles Band in Toronto, which he held until 1928. He was also employed as an 

instructor of wind instruments at the Toronto Conservatory of Music, founded the 

Toronto Police Band in 1925 and conducted the Toronto Concert Band from 1925 to 

1939 , z o. He was a charter member of the American Bandmasters Association having 

served on its board of directors for five years and was elected its president in 1940-41. 

He had eleven works for band published in the United States by both Carl Fischer and 

Schirmer, including overtures, marches, novelties, a reverie and a suite. R. B. 

Hayward ".. .was made an honorary life member of the Canadian Bandmasters 

Association in 1956" 1 2 9 and he died in Toronto in 1961. 

Norsemen, Overture 

Historical Background and Sources: there is no indication in any of the sources 

reviewed as to why Norsemen Overture was composed. Hayward was already held 

in high esteem by his contemporaries, both as an educator and as a composer, and an 

earlier score, Eventide, had been performed by the Goldman Band in 1933 . The 

source for this study is the Schirmer "Standard Band" edition of 1940, which includes 

1 2 8 Helmut Kallmann, "Hayward, Richard B. , " Encyclopedia, 422. 
1 2 9 Rehrig, Heritage, 328. 
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a condensed score (three-line) as well as parts for Db piccolo, 1st, 2 n d and 3 r d flutes, 1st 

and 2 n d oboes, bassoons, Eb clarinet, solo or 1st, 2 n d and 3 r d Bb clarinets, alto and bass 

clarinets, 1s t and 2 n d altos, tenor, baritone and bass saxophones, 1st, 2 n d and 3 r d Bb 

cornets, Bb trumpets, 1st, 2 n d 3 r d and 4 t h Eb and F horns, 1st, 2 n d and 3 r d trombones, 

baritone(treble clef), euphonium, basses, timpani, drums, cymbals vibraphone and 

xylophone. 

Analysis: Norsemen Overture follows an "Introduction - A - B - C - D - A -

Codetta" structure. The Andante maestoso introduction in twelve-eight time is a bold 

fanfare-like figure consisting of two phrases. The principal melodic theme of the 

work follows (m. 16), changing meters to simple duple time marked Allegro con brio 

and keys from Db to F major. See Musical Example 111-34. This A section consists 

of two thematic ideas after which the composer inserts a mini-development figure 

characterised by a series of harmonic and melodic sequences of diminishing length 

(m. 50). A new theme in the low brass enters (m. 78) and is followed by a repeat of 

the original A theme. A n immediate transition to the B section (m. 109), marked 

Moderato, in b flat minor, leads to a trombone solo with a syncopated accompaniment 

figure in the upper winds. Ending with a cadenza, the section leads to a contrasting 

C theme (m. 137), marked Allegro non troppo, in compound duple time. Reverting 

back to F major, this Tarantella-like melody leads to a brief restatement of the 

opening fanfare theme of the introduction (m. 175) prior to the neapolitan serenade 

that constitutes the D section (m. 183). Scored for two cornets harmonised in thirds, 

this brief interlude concludes with a direct segue into a repeat of the theme of the A 

1 3 0 Rita Schmidt, e-mail correspondence to the author, 7 March 2002. 
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section (m. 217), treated as a two-part canon. A final codetta (m. 258), marked 

Andante Grandioso, reprises the theme of the introduction. Hayward's melodies are 

well-crafted and show the influence of European Romanticism, as do his harmonies. 

He employs a range of meters and styles and makes significant demands on all 

sections of the band. 

Teaching Highlights: throughout the entire length of the work, the composer displays 

a solid compositional technique. What his melodies lack in lyricism, they make-up 

for in their workmanship. Integrating harmonies that provide colour and movement 

to these themes and using instrumental textures to further enhance them, Hayward has 

created a large-scale concert overture that can serve both as serious repertoire and 

effective program music. In this context, every facet of Norsemen Overture is 

worthy of study. Of secondary value would be comparisons between this and other 

band overtures of the period. Hayward worked in an academic setting and was 

influenced by the English Romantic tradition; this speaks to us in his music 1 3 1. His 

contemporaries, Hughes and Gagnier, were more closely associated on a daily basis 

with professional musicians. The result is that their respective works tend to reflect 

their own experiences. Their bands existed primarily to entertain audiences, not 

educate them. Although Hayward was a product of the same generation, his focus, 

certainly with Norsemen Overture, was the growing school movement. 

Degree of Difficulty: Grade V 

1 3 1 During the time Hayward was an instructor at the Conservatory of Toronto, Healey Willan was both 
vice-principal and professor of theory. The influence went beyond his civilian employment. There 
had always been a close association between the English speaking militia and the Anglican Church, 
whose own musical traditions were so closely linked with the Church of England. 
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Healey Willan 

Born in Balham, England, in 1880, Willan's formal schooling began at the age 

of eight in St. Saviour's Choir School. By the age of nineteen he was a fellow of the 

Royal College of Organists. Shortly thereafter his first published works, mostly 

sacred choral compositions, appeared while he was organist at St. John the Baptist 

1 

Church, Holland Road. In 1913 he moved to Toronto to accept positions as 

organist and choirmaster at St. Paul's Church and head of the theory department at the 

Toronto Conservatory of Music. His appointment to the Church of St. Mary 

Magdalene in 1921, a position he would hold until his death, inaugurated a period of 

intense creativity. Other responsibilities followed ".. .vice-principal of the 

Conservatory between 1920 and 1936, professor at the University from 1936 until 

1950, and university organist from 1932 until his growing reputation as a composer 

attracted commissions and requests for choral and orchestral works." 1 3 3 Willan wrote 

in all genres, including incidental music for the stage, radio operas, music for chorus 

and orchestra, two symphonies and a piano concerto as well as a large body of sacred 

choral music. He died in Toronto in 1968. 

Royce Hall Suite 

Historical Background and Sources: a commissioned work, Royce Hall Suite has 

long been recognised as an outstanding example of original music for wind band. It 

is listed in both Kreines' Music for Concert Band (Tampa, Fla.: Florida Music 

Service, 1989) and Dvorak, Grechesky and Ciepluch's Best Music for High School 
1 3 2 Giles Bryant, "Willan, Healey," Contemporary Canadian Composers (Toronto: Oxford University 
Press, 1975)238. 



Band: A Selective Repertoire Guide for High School Bands and Wind Ensembles 

(Brooklyn, N . Y . : Manhattan Beach Music, 1993). The additional credit for the 

arranger William Teague suggests that Willan may not have completed the entire 

orchestration himself. See Musical Example 111-35. The source for this study is the 

Associated Music Publishers edition of 1952, which includes a condensed score (four-

line) as well as parts for 1st, 2 n d and 3 r d C flutes, 1s t oboe, 1s t bassoon, Eb clarinet, 1st, 

2 n d and 3 r d Bb clarinets, alto and bass clarinets, 1s t and 2 n d altos, tenor and baritone 

saxophones, 1st, 2 n d and 3 r d Bb cornets, 1s t and 2 n d Bb trumpets, 1st, 2 n d , 3 r d and 4 t h Eb 

and F horns, 1s t, 2 n d , 3 r d and 4 t h trombones, baritone(treble and bass clef), tuba, 

timpani and percussion.134 

Analysis: Joseph Kreines' analysis is quoted below: 

A fine piece in three contrasting movements: (1) PRELUDE 
A N D FUGUE-featuring a slow, sustained introduction (4/4 in 8), fully 
scored, followed by a lively fugue (Allegro, 4/4) in neo-baroque style, 
scored in concerto grosso manner with small groups contrasted with 
larger ones and tuttis (includes exposed passages for oboes, English 
horn and bassoons). (2) MINUET (Allegretto grazioso, three-four), 
scored for 14 solo instruments - smooth, supple and graceful. (3) 
RONDO (Alla Marcia, 2/4), in vigorous march style, again using 
concerto grosso devices. The opening section features a boisterous, 
energetic tune in tutti scoring contrasted with the second section 
featuring oboes, bassoons and clarinets. The third section uses solo 
trumpet and baritone with woodwind accompaniment. After a final 
statement of the opening, the work concludes with a brilliant coda. 1 3 5 

133 Ibid, 
1 3 4 The missing 2 n d oboe and bassoon parts can probably be explained by the fact that Associated, like 
Fischer, published different sets of parts: standard, concert and symphonic. The set obtained by the 
author is the "standard" set. 

1 3 5 Joseph Kreines, Music for Concert Band: A Selective Annotated Guide to Band Literature (Tampa, 
Fla.: Florida Music Service, 1989) M A - 17. 
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Teaching Highlights: Royce Hall Suite is a Canadian masterpiece for wind band. It 

is a rich fusion of creativity and compositional skill, a culmination of 150 years of 

musical evolution. Willan's mastery of his thematic materials, reflecting his own 

English background and a lifetime of practice, help create a work for band that 

deserves to be in every Canadian high school band library. 

Degree of Difficulty: Grade V 
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Musical Example III - 35. First page of the conductor's score to Royce Hall Suite. 
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CHAPTER FOUR: A SURVEY OF CANADIAN CONTENT PROVISIONS 
IN PROVINCIAL CURRICULA 

Overview 

Education in Canada is a provincial responsibility. In order to ensure that 

students within the jurisdiction of each province receive an education that is 

meaningful and verifiable, the respective ministers of education issue curriculum 

guidelines and support documents. These materials, published for each subject area, 

specify what learning must take place, what constitutes an acceptable level of student 

achievement and how that achievement is to be assessed. Until recently, these 

materials were published and distributed to school boards and other interested parties 

as required. The advent of the internet, however, and the ongoing need for rapid 

amendments, have led to the country-wide practice of posting these documents on 

provincial websites where they are readily available. The provincial documents 

reviewed for this study therefore, will come from two mutually supportive sources: 

each province's education department website where curriculum materials are posted 

and any published materials that were available through government agencies. 

Published materials tend to be dated but more complete, whereas website sources are 

more up to date. 

The curriculum documents used in the study will be reviewed on a province by 

province basis, starting alphabetically with Alberta and ending with Saskatchewan. 

Each source will be identified and then reviewed for any directions as to the use of 

Canadian band music in the senior high school instrumental music classroom. A 

concluding section will summarise the results and identify any notable trends. 
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Alberta 

The most current source for curriculum guidelines in Alberta is the 

government's education website: vvvvw.learning.gov.ab.ca. By following the links it 

is possible to obtain copies of the most recent curriculum guides including those for 

instrumental music at the senior high level. The most up to date document is entitled 

Instrumental Music 10-20-30 and includes a general statement of the program 

rationale and philosophy followed a list of specific learner expectations1. These 

specific learner expectations give concrete details about those elements of music that 

must be included in the course work. In addition to specific direction about technical 

levels, articulation, ranges, rhythms and aural skills, there is also a section on history. 

Students are expected to recognise the works of a number of representative composers 

from each historical period and are expected to have listened to at least six of them, 

with ". . .particular attention to composers of wind band music."2 At no time 

however, is there any reference to a Canadian composer or any Canadian work for 

band. 

Materials developed through the curriculum branch of Alberta Education are 

more helpful. The manual entitled Senior High School Music Teacher Resource 

Guide: Instrumental Music 10-20-30 (Edmonton: Curriculum Branch, Alberta 

Education, 1991) makes several references supporting the use of Canadian band 

materials in the classroom. The first of these is the inclusion of Healey Willan's 

1 Instrumental Music 10-20-30 (Senior High)/Revised 1991. Available at www, learning.gov.ab.ca/k 12 
curriculum/by Subject/finearts/instmu.pdf. 
1Ibid, 18. 

http://vvvvw.learning.gov


Royce Hall Suite in the "Listing for Wind Literature - Level 6" . More importantly is 

the considerable space devoted to the activities of the Canadian Music Centre, Prairie 

Region and the lending library of the Alberta Band Association. Educators are 

strongly encouraged to take advantage of these resources4. Even though the 

document encourages the use of materials that ".. .contain recognisable craft and 

scholarship on the part of the composer" as well as result in a ".. .musical experience 

be[ing] educational"5, Canadian content is not specifically listed as being a 

requirement for either of these criteria. 

British Columbia 

The Ministry of Education of the province of British Columbia recently posted 

a substantial curriculum document entitled Music 11 and 12, Choral Music, 

Instrumental Music: Integrated Resource Package 2002 on its website. Available at 

wvvw.bced.gov.be.ca/irp/musicl 112_ci/pdf, this guide contains not only specific 

course descriptors but also a wide range of "suggested" instructional and assessment 

strategies. Additional appendices include prescribed learning outcomes, 

recommended learning resources and notes on assessment and evaluation. Although 

neither the course descriptors nor the prescribed learning outcomes contain any 

specific references to the use of Canadian repertoire, these are contained in the 

"suggested" sections. Instructional strategies in support of the section on the 

3 Senior High School Music Teacher Resource Guide: Instrumental Music 10-20-30, (Edmonton: 
Curriculum Branch, Alberta Education, 1991) 68. 
4 Ibid, 104. 
5 Ibid, 86-87. 



historical and cultural contexts of music strongly recommend that "...students identify 

examples of Canadian music styles" and ask the question "...Can we identify 

characteristics of music that are uniquely Canadian?"6 Further activities include 

providing students with ".. .a list of Canadian composers from a range of cultural 

contexts (e.g. John Kim Bell, Violet Archer, Malcolm Forsyth)."7 An equally 

comprehensive guide published by the Ministry of Education and still available 

through their publications department in 1999 is more specific. The Secondary (8-

12) Music Curriculum/Resource Guide states in the introduction that one of the 

outcomes students in grade 12 should have attained is the ability to "...appreciate 

Canadian music and be able to discuss the contribution of various Canadian artists and 

g 

composers" . The text goes on to provide sample lesson plans, one of which, for a 

senior level band course, recommends that students ".. .study and perform suitable 

Canadian instrumental literature."9 

Manitoba 

The Province of Manitoba does not yet post the curriculum guidelines for 

instrumental music (band) at the senior level on its website10. Although the 

curriculum is in the process of being revised, the official source document continues 

6 Music Il and 12, Choral Music, Instrumental Music:Integrated Resource Package 2002 (Victoria: 
Ministry of Education, Province of British Columbia, 2002) 84. 
1 Ibid, 100. 
8 Secondary (8-12) Music Curriculum/Resource Guide (Victoria,B.C: Ministry of Education, Province 
ofBritish Columbia, 1980)7. 
9 Ibid, 25. 
1 0 Diane Cooley, Coordinator of the Curriculum Unit, Manitoba Education and Training, telephone 
conversation with the author, 6 November, 2003. 



to be the 1983 publication Music 105, 205, 305 (band)u. It states that "...repertoire 

should be selected not only for public performance but also to introduce and reinforce 

information or concepts related to the development of an historical perspective, 

individual skills and theory/aural concepts."12 In order to assist educators in 

achieving these goals, the guide provides lists of recommended repertoire which were 

selected based on the following criteria: (1) variety of style, (2) musical components, 

(3) instrumentation, (4) Canadian material, and (5) public performance. Suggested 

titles are included under the headings of "Renaissance," "Baroque," "Classical," 

"Romantic," "Twentieth Century," and "Canadian Band Music." Each of these 

categories is then subdivided into easy, medium and difficult sections corresponding 

roughly with the skill levels expected of students in grades 10, 11, and 12 

respectively. 

Ofthe eighteen titles in the Canadian band music category, most are now 

permanently out of print including works by Howard Cable, Ben Bogisch, Ken 

Campbell, Maurice DeCelles, Robert McMullin 7 John Weinzweig and Healey Willan. 

Of those that remain, only two, Cable's Scottish Rhapsody, and Applebaum's Suite of 

Miniature Dances, are suitable for advanced level school ensembles13. 

New Brunswick 

The music curriculum for the Province of New Brunswick is available at 

11 Music ¡05, 205, 305 (band), (Winnipeg: Manitoba Education and Training, 1983) 
12 Ibid, 10. 
13 Ibid, 22. 
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Newfoundland and Labrador 

The Newfoundland senior high school curriculum is available on-line at 

www, gov. n f. c a/edu/sp/s h/M us i c. Produced in 1996, the current document is a 

modification of previously existing guides for both choral and instrumental music. 

After a brief introduction, it ties the music curriculum to the province's "Essential 

Graduation Learnings". These include all subject areas and describe ".. .the 

knowledge, skills and attitudes expected of all students who graduate from high 

school."1 7 Divided into seven distinct categories, they are: (1) Aesthetic Expression, 

(2) Citizenship, (3) Communication, (4) Personal Development, (5) Problem Solving, 

(6) Technological Competence, and (7) Spiritual and Moral Development. In the 

process of defining the specific outcomes projected for the music 2206/3206 

curriculum, the authors have related these goals to the more general "Essential 

Graduation Learnings." The second of these, "Citizenship", is defined by the 

document as being "...able to assess social, cultural, economic and environmental 

interdependence in a local and global context."18 Under this heading, successful 

graduates are expected, amongst other things, to be able to "...develop cultural 

awareness through the music of Newfoundland, Canada and other cultures."19 

When dealing with curriculum outcomes specific to music education, the 

document organises musical learning into four domains: performing and creating, 

16 Ibid, 23. 
17 Applied Music 2206/3206: A Curriculum Guide, (St. John's, Nfld.: Division of Program 
Development, Department of Education, Government of Newfoundland, 1996) 5. 
18 Ibid, 10. 
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www.gov.nb.ca/edueation/'docs/e/curr/. Entitled High School Music Guidelines: 

Grade 9/10 Program and Grade 11/12 Electives, it includes course descriptors for 

band classes from grades nine to twelve. The curriculum is divided into three 

"General Outcomes": (1) "Creating, Making and Presenting," (2) "Understanding and 

Connecting Contexts of Time, Place and Community," and (3) "Perceiving, 

Reflecting and Responding"14. In the second category "Understanding", there are 

specific outcomes that require students to list local, regional and national musicians or 

music organisations as well as explain the contribution of music, musicians and the 

music industry to the economy of Canada15. Although there are no specific directions 

given as to how this is to be achieved, it does mandate the introduction of Canadian 

materials into the classroom. This is further amplified in the second half of the 

document, which contains strategies for evaluation and assessment. It also provides 

lists of resources to assist educators in achieving the outcomes listed above. One of 

these presents guidelines for the selection and use of music. The document states 

".. .students should be exposed to as wide a range of styles, forms, musical expression 

and performing media as possible."16 In order to assist in the selection of appropriate 

repertoire, three criteria are listed; medium, style and musical components. Under 

the sub-heading of style there are six elements that need to be considered: a variety of 

different eras, representative of different styles, representative of different forms, a 

variety of emotions and expression, Canadian music and multi-cultural music. 

14 High School Music Guidelines: Grades 9/10 Program and Grades 11/12 Electives, (Fredericton, 
N.B. : Educational Programs and Servies, Department of Education, Province of New Brunswick, 2002) 
2. 
15 Ibid, 1. 

http://www.gov.nb.ca/edueation/'docs/e/curr/


listening, reading and writing and understanding and connecting contexts. Of the 

four, only performing, listening and writing are covered by means of specific 

expectations for each level. The remainder of the guide includes lists of authorised 

and recommended resources, strategies for evaluation and assessment as well as a 

comprehensive list of web addresses available to music educators. Although there is 

no specific mention of Canadian music beyond that noted above, the Canadian Music 

Centre is included as a "Recommended Resource". 

Nova Scotia 

The pamphlet Music 10-12 Curriculum is currently available either through 

the Nova Scotia government bookstore or on line at www. ednet.ns.ca. It is, however 

only a draft, having been released in March 2000. The general structure of the 

document, and the discussion of curriculum outcomes for music 10-12, are framed 

around three unifying concepts: (1) Creative/Productive, (2) Cultural/Historical and 

(3), Critical/Responsive. It is the second of these concepts that applies to the present 

study. The document's authors have recognised that ".. .the music curriculum 

provides opportunities for students to develop an understanding of the cultural and 

historical influences on music and musicians."20 This view has been expressed in a 

series of general outcomes that include the expectation that students will 

"...demonstrate understanding and appreciation of the relationship between music and 

its cultural and historical contexts, both locally and globally, and demonstrate 

Ibid, 10. 



awareness and appreciation of the connections between music and other disciplines 

and of the influences music has on daily Iife."21 These general outcomes are applied 

to all three grade levels and include a range of more specific expectations: 

".. .demonstrate an understanding of the power of music to shape, express, and 

communicate ideas and feelings throughout history."22 In the ensuing sections, which 

detail specific curriculum outcomes for the grade 10 program, accompanying 

suggestions for teaching and evaluation offer strategies for incorporating these 

outcomes into lesson planning. One such suggestion at the grade ten level involves 

examining "...music that inspires patriotism..." as well as "...songs which inspired 

war efforts."23 Unfortunately, the document is incomplete. Only the specific 

outcomes for grade 10 have been published. It is expected that the remaining years of 

high school will become available in the near future, but as October 2003, they are 

still in preparation. The guide concludes with a series of appendices, including a 

suggested repertoire list for concert band at the grade 10 level. There is not one 

Canadian work on that list. 

Ontario 

High School in the province of Ontario consists of grades nine through twelve. 

The music curricula for these grades are divided into two publications, those for 

grades nine and ten and grades eleven and twelve. The guidelines for each are 

20 Music 10-12 Curriculum: Draft March 2000, (Halifax, N.S.: English Program Services, Department 
of Education, Province of Nova Scotia, 2000) 12. 
21 Ibid, 12. 
22 Ibid, 13. 



available on line at 

www.edu.gov.onxa/eng/document/a^ and 

wwvv.edu.gov.on.. .secondary/gradel 112 arts arts.html respectively. The first of 

these, entitled The Arts: The Ontario Curriculum, Grades 9 and 10 (Toronto: Ministry 

of Education, 1999) contains general and specific outcomes for both grade levels. 

The music program is organised into three distinct strands. They are separate 

but related consisting of sections designed around theory, creation and analysis. At 

the grade nine level, specific outcomes for both theory and analysis require students to 

"...explain the function of music in a variety of historical and cultural contexts."24 

Under the heading of "specific expectations" for analysis at the same grade level, 

students will "...identify and describe ...how the elements of music work together in 

a particular historical style and cultural context."25 The statement is further amplified 

by a description of the contexts prescribed, one of which is thematic ".. .music for 

celebration, music for dance, ...patriotic music." 2 6 

At the grade ten level, the expectations are more general. The overall 

expectations for analysis include the statement "...evaluate the function of music in 

society..." and later, ".. .explain the function of certain musical forms in daily life 

(e.g. anthems, marches)."27 Although the grade nine and ten curriculum fails to 

specifically include any reference to the use of Canadian materials, the expectations in 

both analysis and theory strands lend themselves well to the integration of historical 

23 Ibid, 36. 
24 The Arts: The Ontario Curriculum, Grades 9 and 10 (Toronto: Ministry of Education, 1999) 31. 
25 Ibid, 33. 
26 Ibid, 33. 

http://www.edu.gov.onxa/eng/document/a%5e


Canadian music. This inclusion would be especially effective when dealing with 

those provisions for explorations into the function of music in daily life. 

The curriculum for the final two years of high school is contained in Arts: The 

Ontario Curriculum, Grades 11 and 12 (Toronto: Ministry of Education, 2000). Like 

the grade nine and ten document, the curriculum is divided into the same three 

strands: theory, creation and analysis. At the senior level, course descriptors contain 

specific references to the use of Canadian music ".. .this course emphasizes the 

appreciation, analysis and performance of various kinds of music including ...popular 

music and Canadian and non-Western."28 Specific expectations in the theory 

component require the student to "...describe aspects of the elements of music (i.e. 

melody, harmony, rhythm, dynamics, timbre, texture, form) in...popular music, 

Canadian music and non-Western music." 2 9 Under the analysis strand, there are 

specific directions for the use of Canadian music in both formal and comparative 

contexts.30 

Prince Edward Island 

The Department of Education website contains general information about the 

senior program of studies. These documents are available at 

www.edu.pe.ca/curriculiuTi/grslO-12.2002.2003pdf. Specific curriculum information 

27 Ibid, 37. 
28 The Arts: The Ontario Curriculum, Grades 11 and 12 (Toronto: Ministry of Education, 2000) 42. 
29 Ibid, 43. 
30 Ibid, 45. 

http://www.edu.pe.ca/curriculiuTi/grslO-12.2002.2003pdf
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however, has not yet been posted on line and is only available in the publication 

Instrumental Music Curriculum: Intermediate and Senior High Band (Charlottetown, 

PEI: PEI Department of Education, 1997). The program is performance based. 

Grade specific outcomes are listed in two ways, the first of which is as outgrowths of 

performance: creating and performing, listening and performing and reading and 

performing31. The second consists of a list of musical concepts that can be taught 

through the three performance strands: rhythm and metre, pitch, harmony, form, 

expression and context. At the senior high level, it is the reading and performing and 

context categories that are relevant to this study. The prescribed outcomes in both 

are stated in exactly the same way for all three grades in senior high. The "context" 

column in the musical concepts category contains the descriptor ".. .an awareness of 

our cultural heritage (Canadian content)"32. In the performing and reading column 

the term "Canadian content" appears when referring to the styles and historical 

sources of works studied . In addition to the references to Canadian content at all 

three grade levels, the document also contains an addendum: lists of suggested 

repertoire for both intermediate and senior levels. Included are recently published 

works by Canadian composers Jim Duff, Andre Jutras and Donald Coakley. 

31 Instrumental Music Curriculum: Intermediate and Senior High School (Charlottetown, PEI: PEI 
DepartmentofEducation, 1997) 6. 
32 Ibid, 29-37. 
33 Ibid, 30-38. 
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Quebec 

High school in the province of Quebec is equivalent to grades seven to grade 

eleven in neighbouring Ontario. The last two years, known as "quatrième et 

cinqieme secondaire" correspond to senior high school in the western provinces. The 

curriculum guide for these grades is entitled Musique 4e et 5e secondaire and is 

available on line at 

www.meq.gouv.qc.ca/DGFJ/dp/programmes etudes/secondaire/pdf/musiq45.pdf. It 

is an exhaustive document and although it contains no specific references to the use of 

Canadian music, it recognises the contribution of Quebec composers to the creation of 

its distinct cultural identity. In the introductory comments, the authors state ".. .Ie 

Quebec a produit des créateurs, des créatrices et des interpretes dont le travail 

innovateur, reconnu ici et ailleurs, a fortement contribue a façonner une identité 

culturelle qui lui est propre."34 The next paragraph goes on to encourage interaction 

between composers and the educational community in the hopes that such activities 

will result in new works for school ensembles. 

The specific outcomes detailed in the guide fall under eight general headings, 

the most important of which, for the purposes of this study, is number three: "rendre 

l'eleve capable de comprendre et d'analyser différents aspects d'oeuvres musicales 

considérées comme moyens d'expression d'une culture."33 The goal of this general 

expectation is the ability to analyse a given work in the context of the culture from 

which it was produced. Although the majority of the specific outcomes under this 

Musique 4e et 5e secondaire (Quebec: Ministère de l'Education, Gouvernement du Quebec, 1999) 7. 
Ibid, 11. 

http://www.meq.gouv.qc


heading deal with the technical aspects of the analysis, the historical and social 

context is considered equally important36. It can safely be assumed, from both the 

general expectations with respect to the study of these historical and social contexts 

and the document's encouragement for the role of Quebec composers, that historical 

works, composed by Quebecers, could easily find a place in the curriculum. 

Although the curriculum guides posted on the Quebec ministry of education's 

website offer few specifics on the use of Canadian materials, supplementary 

documents, such as the information pamphlet entitled Littérature Musicale (Quebec: 

Gouvernement du Quebec Ministère de l'Education, 2002) are more helpful. This 

last gives a comprehensive listing of appropriate titles for each of the musical periods 

recommended for study including a list of works by Quebec and Canadian composers 

in the field of contemporary music. Unfortunately, not one is a work for band. Part 

of the problem, however, is noted by the authors in the introduction when they point 

out that music by Quebec and Canadian composers is difficult to find. In mitigation, 

the Canadian Music Centre, Quebec region is highly recommended as a source for 

these materials. 

Saskatchewan 

The music curriculum guide for senior high schools in Saskatchewan is 

available on line at www, sasked. go v. sk. ca/doc s/artsed/band 10/index. html. It 

contains the most comprehensive statement on the use of Canadian materials in the 

36 Ibid, 47. 
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classroom of all the provincial guides reviewed for this study. For this reason, the 

section in question is quoted in its entirety: 

Saskatchewan and Canadian Content 

Much of the instructional material and repertoire currently studied by 
band students in Canadian schools is written and published in the 
United States. While educational quality and artistic merit must 
remain the prime considerations in selecting instructional materials and 
repertoire, students must have an opportunity to study music by 
Canadian, and where possible, Saskatchewan composers. A relatively 
small but significant body of band repertoire by Canadian composers 
has been developed and continues to grow. The following steps may 
be taken to expose students to Canadian band repertoire: 

- borrow Canadian compositions from the library of the Canadian 
Music Centre 
purchase materials by Canadian composers published in Canada 
enter and support "Canadian Music" classes in festivals 
commission a Saskatchewan or Canadian composer to write an 
original work for your students 
contact Saskatchewan and Canadian professional organizations 
(such as the Saskatchewan Music Educators Association, 
Saskatchewan Band Association, Canadian Music Educators 
Association, Canadian Band Association, Saskatchewan Teachers' 
Federation) and universities as sources of information regarding 
Canadian music resources 
contact the music departments of Canadian universities to discover 
if they have resources by local composers that may not be available 
in commercial form. 3 7 

Band 10, 20, 30 Curriculum Requirements (Regina: Saskatchewan Education, Training and 
Employment, 1993) 18. 
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Results of the Survey 

Not one of the documents reviewed specifically mandates the use of Canadian 

materials in the sense that they "shall" be used. Whether because such a position is 

unenforceable or because there was a recognition that the materials themselves are 

difficult to obtain, is unclear. A l l provinces except Quebec, however, strongly 

encouraged the use of Canadian materials, in the sense of "should". These 

recommendations took three forms: either as references to Canadian content in the 

body of specific outcomes, in Canadian compositions included in recommended 

repertoire lists, cr as elements of historical and social contextual studies. In the 

majority of provinces at least two of these criteria were incorporated together into a 

range of enhancement strategies. Only in Quebec was a less forceful "may" approach 

taken, and even there, the important cultural role of native composers was identified. 

One feature of both the Nova Scotia and Ontario curricula was the requirement to 

integrate the study of the functional elements of music in daily life. Both provinces 

give examples of "patriotic" music, or anthems and marches as forms that serve this 

function without proceeding to the next logical step that such forms are ideally suited, 

in the past, as in the present, to the wind band. Ultimately, the survey supported the 

contention, stated in the introduction, that provincial guidelines for instrumental 

music from across Canada encourage the use of Canadian materials. 



C H A P T E R F I V E : C O N C L U S I O N 

Summary 

The present study attempts to show that Canadian historical band music 

written prior to 1952 is suitable for inclusion in the senior high school curriculum as a 

means of satisfying provincial requirements for the use of Canadian materials. In 

order to establish the merit of those compositions selected for analysis as being 

repesentative of the period studied, it was first of all necessary to review the history of 

wind bands in Canada. Initially the objective of the history was to validate the music. 

Was it a genuine reflection of the practice(s) that inspired it? Ultimately, the end 

result has been much greater. Not only has it confirmed the belief that the music 

itself was worthy of study, it has also revealed the paramount role the wind band has 

played in the growth of Canadian musical culture. More importantly, it has taken the 

wind band back from the confines of the classroom and placed it squarely in the 

centre of a vibrant musical tradition that was embraced by Canadians from coast to 

coast for over two centuries. Chapter two of this study serves as much to validate the 

band itself as it does to legitimize the music written for it. 

The fifty works selected for analysis in the study represent over 150 years of 

compositional craft. The composers included range from individuals such as Vezina 

and Walker, who were largely self-taught, to bandmasters like O'Neill and Gagnier 

with the benefit of extensive formal educations. In between lies a field of artists 

whose compositions are not just restricted to works for band but encompass the entire 

spectrum of performing ensembles. The music itself covers almost all instrumental 



genres, from those most often associated with the band, the march and the cornet solo, 

to solo literature, dances, overtures, religious interludes, patriotic medleys and 

descriptive selections. Within these, there are an enormous variety of musical 

constructs critical to the formation of a well-rounded musicianship. Technically, 

every work presents challenges: rhythmically, melodically, formally and 

harmonically. Although these are not the result of conscious effort on the part of the 

composer to create a work of "serious literature", they occur frequently enough to 

provide the student with significant learning opportunities. Contextually, each is a 

product of its time and place within society and is a genuine musical reflection of that 

practice. 

Just as Frederick Fennell's creation of the Eastman Wind Ensemble in 1952 

symbolised the wind band's transition from entertainment to educational medium, the 

passage of fifty years has underscored the importance of recognizing its roots. The 

provincial curricula surveyed in chapter four of the study reveal the recognition on the 

part of all provincial governments of the importance of relating classroom activities to 

the larger communities outside its walls. This was often expressed, within the 

musical realm, by stressing the importance of placing works within a contextual 

framework. Historically, bands have served Canadian communities in which schools 

find themselves for as long as the communities themselves have existed. If the study 

of music in the band classroom is to be relevant as well as educational, then the use of 

historical Canadian band music as part of a well-balanced program is not only 

desirable, but necessary. 
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Curriculum Materials: 

Alberta 

Instrumental Music 10-20-30. www.leaming.gov.ab.ca/k 12 

Senior High School Music Teacher Resource Guide: Instrumental Music 10-20-30. 
Edmonton: Curriculum Branch, Alberta Education, 1991. 

British Columbia 

Music 11 and 12, Choral Music, Instrumental Music: Integrated Resource Package 
2002. vvww.bced.gov.bc.ca/irp/music 1112 ci/pdf 

Secondary Music (8-12) Curriculum Resource Guide, 1980. Victoria, B.C.: Ministry 
of Education, Province of British Columbia, 1980. 

http://www.leaming.gov.ab.ca/k


Manitoba 

Music 105, 205, 305 (Band), 1983. Winnipeg: Manitoba Education and Training, 
1983. 

New Brunswick 

High School Music Guidelines: Grade 9/10 Program and Grade 11/12 Electives. 

www. gov.nb.ca/education/docs/e/curr. 

Newfoundland and Labrador 

Applied Music 2206/3206: A Curriculum Guide. www.gov.nf.ca/edu/sp/sh/Music 

Nova Scotia 

Music 10-12 Curriculum: Draft March 2000. Halifax, N.S.: English Program 
Services, Department of Education, Province of Nova Scotia, 
2000. 

Ontario 

Arts: The Ontario Curriculum, Grades 9 and 10, The. www. edu.gov.on.ca/ 
eng/document/curricul/secondary/arts/artsful.html. 

Arts: The Ontario Curriculum, Grades 11 and 12. www.edu.gov.on.. .secondary/ 

grade 1112/arts/arts.html. 

Prince Edward Island 

Instrumental Music Curriculum: Intermediate and Senior High School Band. 

Charlottetown, P.E.I. : PEI Department of Education, 1997. 

Quebec 

Musique 4e et 5e secondaire 1999. www. meq.qc.gouv.ca/publications 

Littérature Musicale. Quebec, Quebec: Gouvernement du Quebec, Ministère de 
l'Education, 2002. 

http://www.gov.nf.ca/edu/sp/sh/Music
http://edu.gov.on.ca/
http://www.edu.gov.on


Saskatchewan 

Band 10,20,30 Curriculum Requirements, 1993. Regina: Saskatchewan Education, 
Training and Employment, 1993. 



APPENDIX A: SURVEY OF CANADIAN BAND MUSIC IN PRINT 1975-2001 

Composer Titles 1975 Titles 1982 Titles 1989 Titles 2001 

( ) - indicates titles published in 1975 
[ ] - indicates titles published in 1982 
{ } - indicates titles published in 1989 

Agostini, G. 1 1 (1) 1 [1] 0 

Applebaum, L. 1 1 (1) 1 [1] 0 

Appleby, B. 0 0 0 31 

Bogisch, B. 1 0 0 0 

Cable, H. 10 2 (2) 1 [1] 0 

Chatman, S. 0 0 1 1 {1} 

Clarke, H.L. 7 7 (7) 7 [7] 0 

Coakley, D. 0 0 6 6 {4} 

Court, D. 0 0 0 27 

Delamont, G. 1 1 (1) 0 0 

Douglas, G. 1 0 0 0 

Duff, J. 0 0 1 5 {1} 

Farnon, R. 2 1 7 [1]' 1 {1} 

Gay fer, J. 2 1 (D 0 0 

Gimby, B. 1 0 0 0 

Hardy, H . 0 1 1 [1] 0 

Hayward, R. 3 3 (3) 0 0 

Herberman, J. 0 0 0 1 

Hughes, A .W. 5 5 (5) 5 [5] 0 



APPENDIX A: SURVEY OF CANADIAN BAND MUSIC IN PRINT-PG 2 

Koffman, M . 1 1 (1) 0 1 [1] 

Jutras, A. 0 0 3 5 {3} 

MacLaughlin, A . 0 0 1 1 {1} 

Mariait, D. 0 0 0 5 

Laurendeau, L.P.L. 4 8 (4) 6 [6] 0 

Lightfoot, G. 0 2 0 0 

McAnespie, R. 1 2 (1) 2 [2] 0 

McCauley, W. 2 2 (2) 1 [1] 1 {1} 

McMullin, R. 0 4 4 [4] 4 {4) 

Mills, F. 0 1 1 1 (1} 

Milne, R. 2 2 (2) 2 [2] 0 

O'Neill , C 3 3 (3) 0 0 

Roe, D. 0 0 1 1 {1} 

Rogai, S. 0 0 0 7 

Ryker, R. 3 0 0 0 

Sirulnikoff, J. 0 1 1 [1] 0 

Strachan, B. 0 2 0 2 [2] 

Weinzweig, J. 1 1 (1) 0 0 

Willan, H . 2 2 (2) 2 1 Í U 

Total Scores 54 54 53 110 



APPENDIX A: SURVEY OF CANADIAN MUSIC IN PRINT-PG 3 

SOURCES: 

1975 - Band Music Guide 1975 (Evanston, 111.: The Instrumentalist, 1975) 
1982 - Band Music Guide 1982 (Evanston, 111.: The Instrumentalist, 1982) 
1989 - Band Music Guide 1989 (Northfield, 111.: The Instrumentalist, 1989) 
2002 - Music Search 2002 - Commercial software courtesy St. John's Music 

Company, Calgary, Alberta 

METHODOLOGY: 

A l l sources were reviewed for titles by Canadian composers. The total 
number of titles published under each name was tallied. If a particular title 
was retained in the following edition it was noted as per the legend. 

OBSERVATIONS: 

The total number of scores commercially available was greater in 2002 than in 
earlier years, a number apparently in contradiction to the opening statement of 
this study. When reviewed in the context of grade levels, which are not 
included in the survey but are a focal point of the thesis (senior high - grades 
4,5 and 6), the results are consistent. In the year 2002, 64 of the total 110 
titles listed were produced by three composers, Brian Appleby, Donald 
Coakley and Douglas Court. The works of all three are targeted almost 
exclusively to the grade 1,2 and 3 level market. Of the remaining 56, at least 
another 10 were also created for the same level. Consequently the total 
number of scores available for advanced level bands is smaller than in 
previous years. 

If omissions in the earlier sources published by the Instrumentalist are also 
factored in, this difference becomes larger. The American based 
Instrumentalist failed to include Canadian publisher Gordon V. Thompson in 
its 1982 survey and as a result over five grade 4 level works published 
between 1979-1982 were not included. 

CONCLUSIONS: 

Although there appear to be more Canadian band works commercially 
available than ever before, the list of choices is dominated by the works of two 
or three composers writing for the Junior High level band. Music at the 
Senior High level is restricted in most cases to a small number of works that 
have a longer publication history. 



APPENDIX B: SELECTED RECORDINGS (NON-COMMERCIAL 
SOURCES) 

Side A 

D'Argenson, Charles Voyer de Poligny. Royal Fusiliers Arrival at Quebec, 1791. 
King's Own Calgary Regiment Band. Capt. Hugh MacPherson. 
Private recording. 

Dessane, Antoine. Pas Redouble sur les Airs " Vive la Canadienne " et "God Save the 
Queen. " National Band of the Naval Reserve. Lt. Francois 
Ferland. Private recording. 

Lavallee, Calixa. The Bridal Rose, Overture. The National Band of the Naval 
Reserve. Lt. Francois Ferland. Private recording. 

Laurendeau, Louis-Philippe. Stampede Galop. King's Own Calgary Regiment Band. 
Capt. Hugh MacPherson. Private recording. 

Laurendeau, Louis-Philippe. Laurentian Echoes. The National Band of the Naval 
Reserve. Lt. Francois Ferland. Private recording. 

Boisvert, Norbert. Richelieu March. La Musique du Royal 22e Regiment. LCol C.A. 
Villeneuve. Heritage of the March. Vol. 54. 

Delaney, William E. In Canada, Hudson's Bay Patrol. The National Band of the 

Naval Reserve. Lt. Francois Ferland. Private recording. 

Hughes, Arthur Wellesley. St. Julien March. Heritage of the March. Vol. 4. Vol. EEE 

Hughes, Arthur Wellesley. Specialty Overture. The National Band of the Naval 
Reserve. Lt. Francois Ferland. Private recording. 

Goldman, Edwin Franko. Canadian National Exhibition March. Goldman Band. 
Edwin Franko Goldman. 78 R P M recording ca 1931. 

SideB 

Labelle, Jean-Baptiste. O Canada, Mon Pays, Mes Amours. The National Band of the 
Naval Reserve. Lt. Francois Ferland. Private recording. 

O'Neill, Charles. Mon Ami, March. Heritage of the March. Vol. 33. 




