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This dissertation explores a method of teaching the history of Civil War music
and musicians through modern full-band editions of original brass band music. In the
study of music history the period of the Civil War is rarely discussed, or at best,
mentioned only if a student takes a specific course on the history of bands and happens to
look deeply into the background of some of the early band pioneers such as Patrick
Gilmore, who served in the Union Army as a bandmaster. The history of the musicians,
bands, and music performed during the Civil War deserves study to provide a way for
students and audiences to learn this history.

This project includes lesson plans that can be used with the arrangements of the
period music as well as select published music that is also representative of the period.
Included with the historical information are four arrangements of original brass band
music now scored for full concert band. Each arrangement includes a section scored for

brass only with optional brass band parts. Historical information is provided on the Civil



War period bands and how each side used them, on the composers of the music, and also
on the individual compositions. The historical information can be used to supplement the
lesson plans to teach the history, as well as for program notes for audiences. The
research involved locating information on both Union and Confederate bands available in
books, other dissertations, articles, and interviews with Civil War music historians. The
original brass band music is scored for full band. This method will allow teachers and
conductors to highlight this period of wind band history and to share it with both students
and audiences. Included with this project are photos and video footage taken during a
visit with the 1% Brigade Band of Watertown, Wisconsin, an historical organization

dedicated to recreating the music and performances of an actual Civil War era band.
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Introduction

In 1997 the first volume in a series of books called Teaching Music through

Performance in Band was published. This series, which has now produced its fourth

book, was made possible through collaboration by a team of distinguished band directors,
teachers, and research associates.! The goal of this series was to develop and expand the
available resources for band directors at all levels to use during band rehearsal periods for
teaching a variety of topics while playing music. Larry Blocher, one of the primary
contributors to this initial publication comments:

“This is a book about teaching music, using band and student performance in
band as a means to that end. Band directors, like all teachers, are decision makers. Band
directors, as music teachers, must decide what and when to teach.”?

This series of books was developed in response to a growing need to clarify how
the band rehearsal could be used to meet the National Standards for Arts Education.
These guidelines outline knowledge and performance standards for all students in the
arts, including students in general music and performance groups.3

In a similar manner, the purpose of this document was to provide further
information and methods for teaching topics from the Civil War era of American history,
using music as the catalyst. This project served to demonstrate how these topics can be
used in the band rehearsal to teach students while they are also focusing on performing
music from the period. In the rich history of the wind band the Civil War era was a brief

but important period to discuss. Bands performed for both the Union and Confederate

! Richard Miles, Teaching Music through Performance in Band (Chicago: GIA Publications, Inc.,
1997).

% Ibid, page 2.

3 National Standards for Arts Education (1994). Dance, Music, Theatre, Visual Arts: What Every
Young American Should Know and Be Able to Do in the Arts. (Reston, VA: Music Educators National
Conference.)



armies, playing music to inspire and entertain the soldiers, recruit, and to raise money.
Most of the bands consisted only of brass instruments, with the occasional woodwind
instrument making its way into the ensemble. The instruments used in the bands were
part of the evolution of today’s brass instruments. The music played by the bands
consisted of original marches or quick steps, arrangements of popular music and patriotic
selections. There are some significant relationships to the modern day military band that
were first seen in the Civil War bands.

Included in this project are modern editions of four Civil War era brass band
selections, scored and adapted for full concert band. These modern editions were
developed for use by band directors to present select historical topics through the
performance of period music. These editions, along with the lesson plan suggestions
provided in Chapter Two, are presented to help directors organize rehearsal periods to
teach topics as suggested in the Music Educators National Conference Education Series

Strategies for Teaching High School Band.*

Historical information is presented in a way that will allow the director to cover a
variety of topics. The topics range from focusing on the instruments, the music, social
and historical issues, as well as discussions about today’s military bands. To assist in
bringing this information to life, some new original photographs of period instruments,
and a Digital Video of individuals playing these instruments is included as part of this
document. The photographs and videotape were taken during a personal visit to

Watertown, Wisconsin, the home of The 1* Brigade Band, a Civil War historical

4 Edward J. Kvet and John E. Williamson. Strategies For Teaching High School Band (Reston,
VA: MENC, 1998.)



organization, dedicated to recreating the performances and history of an actual Civil War
era band that existed during the Civil War. The visit took place on March 5, 2004.

The topics chosen for the opening chapter are pre Civil War historical
developments, the status of bands at the beginning of the Civil War, a brief comparison
of Union and Confederate bands, a discussion of the instruments used by the bands, a
discussion of the significance of the music used by the bands, and the significance of the
bands as well.

Additionally, although not a primary focus of this project, the information
included on these pages can be used to present the modern arrangements 10 audiences
during concert performances in the form of program notes. The overall goal of this
dissertation was to further the available resources to band directors and to equip them to
better teach an area of wind band history that is too often overlooked. The Civil War
period provides a unique way to discuss historical information about bands, music,

instruments, and a variety of topics while the student plays music from the era.



Chapter 1
Historical Overview

What is the significance of looking to the past? Why teach history? In particular
to this project the question could be why teach Civil War history, and more specifically,
why focus on the music and bands? What can be gained using class time to look at what
has already happened, rather than focus on the future? This has been somewhat of a
continuing argument or at least a topic for serious debate throughout the years in
education.

In a brief interview with the Chair of the History Department at East Stroudsburg
University of Pennsylvania, Dr. Lawrence Squeri, some varied and insightful ideas were
discussed in regards to why we teach history. Dr. Squeri commented that history is used
in many ways. History has been used to provide moral instruction, to teach about human
nature, or even to teach religious points of view. Governments have used history to
indoctrinate citizens, as did the Romans, Greeks, and even the Nazi regime. It has been
used to advance individual causes, which we certainly saw in the Civil War, as well as
other wars. History has been used to promote sub-groups in society, such as racial
groups, gender, religious groups and others. History is used for study to gain wisdom, or
to learn from mistakes. For many, history provides the way to explain how we got to
where we are today. Historical perspective plays a key role in how history is presented.
This has certainly been the case with the Civil War. The point of view of whoever was
writing the information on certain events impacts the way in which it is presented to

future generations.



In The Politics of History, Arthur N. Gilbert comments on the question of why

history should be studied. He asks if analogies can be drawn from the past to enlighten us
about the present and future, and states that history puts us in touch with times and with
men uniquely different from those we know. History opens up a panorama of
possibilities for the human condition that we cannot see by concentrating on our own
times.” Gilbert calls it a problem that many historians try to find some utility to justify
the effort required to interpret or rather “reinterpret” past events in order to pass these
findings on to others. Gilbert also adds “history offers us an inexhaustible storehouse of
lifestyles, civilization models, and ways of acting that we can draw on as we face the
future.”

In The Practice of History by G.R. Elton, the author comments that many people
just simply want to know about the past, for either emotional or intellectual satisfaction.
He also adds that there are five reasons or justifications for studying history. First, some
argue that it is fun to study the past. Second, because it exists, much in the same manner
as the mountain climber who climbs a mountain “because it is there”. The third reason,
which is probably the most common justification for school history programs, is the
argument that there are certain facts that every educated person needs to know. Fourth, it
is worth doing because it is an outlet for a creative urge. A final reason is for the promise
of future utility.” It is somewhat from this fifth reason for studying history that the topic

and direction of this document was selected.

5 Arthur N. Gilbert. The Politics of History (Boston: Beacon Press, 1970) pp. ix-x.

8 Ibid, p.2.

7 G.R. Elton. The Practice of History (New York: Thomas Crowell Co., 1967) p.97.
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Noted historian and author Henry S. Commager offers some important views on

history and the studying of history. In The Nature and the Study of History, Commager

comments on both some positive and negative aspects of studying history:

“The word history itself is ambiguous. It means two different and distinct things.
Tt means the past and all that happened in the past. But it also means the record of the
past, and all that men have said, written, or found worthy of note. In some way, the
historian, by discovering some lost ingredients in the past, or by illuminating dark areas
of the past, can in a real way re-make the past. History is the past, and the memory of the
past. The absence of the knowledge of the past condemns man to forever make the same
discoveries that have been made in the past, invent the same techniques, wrestle with the
same problems, commit the same errors, to forfeit the rich pleasures of recollection.
Some problems with history are that much of the information that has been passed down
is fragmentary, selective and biased. Being biased is as human as to make errors. No
two stories of a family argument are ever the same. The accounts of the Battle of
Gettysburg or the beginnings of World War I differ from source to source. History is

after all something that comes to us filtered through the mind and imagination or
perception of men.”®

Why study the period of the Civil War, and why focus on the music and bands?
The study of this period offers many topics that can be used in today’s classroom, and in
particular, the band rehearsal. In the remainder of this chapter as well as the following
two chapters this project will highlight several topic areas that will provide insights to
how the Civil War period contributed to the bands of today.

Studying the history of the wind band and its evolution without discussing the
Civil War era leaves some vital information out of the overall picture of today’s modern
ensemble. The bands of the Civil War performed tasks ranging from musical to military
duties. The bandsmen were soldiers who performed all the tasks necessary to be
prepared to fight, while also providing music to entertain and inspire those around them.
This was true for bands on both sides of the conflict. Today’s military bands function in

a similar manner to how the brass bands were used during the Civil War. It was the

$ Henry S. Commager. The Nature and the Study of History (Columbus, Ohio: Charles E. Merrill
Publishing, Co., 1965) pp.1-6.




success and contributions of the bands and bandsmen of the Civil War that proved to
military leaders then and now the value of retaining the bands in the military force.

A former Chief of Army Bands, for the United States Army Band Program,
Colonel John Kindred, commented in a revision of the standing Field Manual for Army
Bands:

“We live at a time when it is fashionable to justify programs in terms of what can
be precisely measured in economic terms. No one has yet devised a quantifiable measure
of what Army bands do. But, their importance to the chemistry of ceremonies, tradition,
cohesion, spirit, and morale, as indispensable elements of combat effectiveness, is
universally acknowledged by the armed forces of every country””

The contributions made by the bands during the Civil War were specifically
mentioned during the opening pages of this manual. The bands played martial, patriotic,
and arrangements of popular music, often during actual combat. This proved to
commanders that music has a dual role in combat, raising American soldier morale, while
discouraging the enemy.'® Today, all the military services in this country have bands that
perform duties in a similar manner to the Civil War bands. Military band music has been
an active part of the fighting forces since the Civil War, and today, the military is the
largest employer of professional musicians in the world. Each service (Army, Navy, Air
Force, Marine, and Coast Guard) has multiple bands assigned throughout the world. In
the Washington D.C. area, each of the service bands provides an organization with the

highest level of professional musicianship required by its members. These service bands

are known internationally as some of the finest in the world. It was the success of the

° U.S. Army Bands, Field Manual 12-50 (Coordinating Draft, Headquarters, Department of the
Army, 1988), p.2-1.

19 Tbid.



earliest known use of bands in the military forces during the Civil War that paved the
way for today’s modern military band.

The history of marching bands in this country can be traced back to the use of the
bands in the Civil War as a method of moving soldiers in an organized manner. For the
first time in this country, brass bands, not just fifes and drums, were used to play music
while soldiers marched. The brass bands as well as the fifes and drums were an early
example of using wind instruments to not only move troops, but to also provide music
that inspired and motivated them. Marching bands have become an important part of
school music programs, competitions, and of course the military. With this in mind, there
are many people today that make their living in support of marching bands in this
country. Instrument manufacturing, marching music publishing, drill instruction and
design, all have become part of the music business in this country.

The historical overview of this chapter is intended as background information to the
lesson plans of Chapter 2. The information provided in Chapter 1 was collected from a
variety of sources, but has been combined here in one document for ease of reference.

Pre Civil War Historical Developments

To begin, it will be helpful to briefly look at the historical development of wind
music up to the beginning of the Civil War. This will belp to better understand the status
of bands at the beginning of the Civil War, and to give a starting point to discussing

specific topics in regards to the bands. David Whitwell’s book, A Concise History of the

Wind Band, is a source of information on the earliest history and developments of wind
music and musicians. Whitwell discusses the performance of functional music, which

was music played for or in support of civic functions, ceremonies, public events, and



church services. Examples include the watchman-musicians who sat in the towers as the
first warning against dangers such as thieves, animals, and especially fires, and the civic
wind bands in medieval Western Europe from around the twelfth century. ' These
aspects certainly must have occurred earlier, but accurate dating is not possible due to the
lack of surviving records. However, the role of the civic musician was clearly developing
throughout Europe during this time.

The performance of functional music is important to highlight for two reasons.
First and foremost, all of the wind playing and developments obviously serve as part of
the wind band history. But secondly, this is an early example of what was taking place
prior to the Civil War. The civilian musician, not associated with the military formally,
hired to provide services including support of the military and its functions, is a clear
extension of this earlier practice. Providing functional music in support of military
events continued to be a key aspect of the wind band development. Small groups of wind
players providing music for outdoor functions and ceremonies for both civic and military
uses continued to evolve.

Military bands were in full use in the sixteenth century. They were composed of
various wind instruments, most commonly combinations of brass and double reed
instruments.'? The first military bands reliably recorded were developed for the infantry
(foot soldier) regiments of Louis XIV, and consisted of a collection of reed instruments
from the late 17 Century. These “bands” were commonly or predominantly made up of

oboes and bassoons. Jean Baptiste Lully, who had done much to develop the orchestras

11 David Whitwell, A Concise History of the Wind Band (Northridge, California: Winds, 1985),

p. 23.

12 Richard Franko Goldman, The Wind Band: It’s Literature and Technique (Boston: Allyn and
Bacon, INC., 1961), p. 20.




of the court of Louis XTIV, organized and provided music for these bands. These wind
bands were used at the discretion or “whim” of the military, as Frederick Fennell states in

his book Time and the Winds. Fennell specifically mentions that the military and the

popular demands of the people have continued to shape the course of the wind bands
development.13

The modern military band began to develop the instrumentation more commonly
found today beginning in the late 17" century. The trumpet had been used in the
antiphonal music of Giovanni Gabrieli (1 557-1612) in Venice, and Henry Purcell (1659-
1695) in England. This instrument began to make its appearance in the military bands
along with the trombone, horn and even the earliest version of the clarinet fairly
commonly by 1725. By the middle of the 18" century the typical military band in Europe
included a double quartet of wind instruments consisting of pairs of oboes, clarinets,
horns and bassoons. Sometimes one or two flutes, a trumpet, basset-horns, serpent or
contra-bassoon, and drums were added. The Prussian regimental bands were organized
with a similar instrumentation by Frederick the Great as octets made up of pairs of oboes,
clarinets, horns and bassoons. It was for this combination that the Serenades of Mozart,
Haydn, and later Beethoven were written.'*

Regimental band organization became more established and organized around this
same time in Europe, with varying numbers of musicians being assigned to specific types
of regiments. Throughout military history, the regiment, although varying in size, was
basically the second level of organization. The regiment was organized to contain 5 to 10

companies. The companies were made up of 80 to 120 soldiers. By the end of the 18%

13 Frederick Fennell, Time and the Winds (Wisconsin: Leblanc Publications, Inc., 1954), p. 7.

14" Goldman, p. 24.
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century, the bands were not only providing functional military music for the regiments
but also for popular public concerts. There are accounts of public concerts in parks and
town squares with ensembles ranging in size from eight to twelve players, and for larger
events several ensembles would merge. It is interesting to note that the number of
players in these bands is very similar to the number in the average Civil War band.

The modern band is said to have begun with the French Revolution and the
formation of the Band of the National Guard in Paris by Bernard Sarrette (1765-1858).
The band was subsequently led by Francois Joseph Gossec (1734-1829), and Charles
Simon Catel (1773-1830). Both Gossec and Catel were leading composers of France,
contributing the first masterpieces of original band music. Although the French National
Guard Band was dissolved in 1792 for reasons of economy, Sarrette used it as a nucleus
to develop a training school called the Free Music School of the Parisian National Guard.
This school would later evolve into the French National Conservatory, with Sarrette as its
first Director.”® The major change to this ensemble was the shift from the oboe being the
primary melodic instrument to the clarinet. Additionally, this band featured most of the
instruments that are now standard in the modern concert band of today. Fennell mentions
that when the military bands began adding the cornet and trombone to their established
double reeds, horns and clarinets they began to resemble the early modern band.'®
Although many of the Civil War bands were brass bands, there were bands that retained

woodwind instruments during the war.

15 Goldman, pp. 25-26.

16 Fennell, p. 7.
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The second half of the 18" Century saw the beginnings of formalized public
outdoor concerts, held in conjunction with public gatherings, which were becoming more
popular. These outdoor concerts did much to further the importance and position of the
wind band, as well as the early orchestra."”

The next stage of development in the evolution of the wind band came when
Wilhelm Weiprecht (1802-1872) reorganized the Prussian military bands. Weiprecht
established new standards of instrumentation and proportions of wind instruments in the
bands, as well as demonstrated the advantage of new instruments, including trumpets
with valves. The most significant changes dealt with making the instrumentation of a
particular band coincide with and compliment how it was used in the military structure.
He standardized the instrumentation of the bands according to the size and type of unit to
which it was assigned, and so that the bands could be combined to make larger versions
of the standard instrumentation if needed. This standardization also allowed for music to
be arranged for use by more bands, and so that when the bands combined they could play
the same music. In Weiprecht’s system, some bands were brass and percussion only, due
to the type of duty or performances the band normally participated in. His unified system
was perfected by 1860.!8 These brass only bands were an example of the instrumentation
that would eventually be used in many of the Civil War bands.

Weiprecht not only made contributions to instrumentation in bands, but also to the
addition of music for the repertoire. He created transcriptions of Beethoven and Mozart

symphonies, as well as overtures and operatic excerpts by well known composers of the

17 Ibid, pp. 11-12.

'8 Whitwell, pp. 208-210.
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Classical and Romantic periods. This example was followed in other countries such as
here in America as Patrick Gilmore programmed transcriptions of orchestral music in his
programs. These new programs would become the basis for band repertoire for nearly
the next one hundred years, and continuing to today." 1t is important to note that these
new developments, along with those of Adolphe Sax and Theobald Boehm, contributed
to the growing capability of the wind band.

Adolphe Sax (1814-1894) made two significant contributions to instrument
making which would prove especially important to the development of the wind band.
These were the saxophone, a new woodwind instrument, and the saxhorn, which was an
improved version of some of the earlier valve brass instruments. Both instruments were
constructed in families from soprano to contra bass. The saxhorns were conical bore
brass instruments equipped with an improved valve system that contributed to better
intonation and permitted improved technical performance. The modern descendents of
the saxhorns are the baritone, flugelhorn, and upright orchestral tuba.?’ Both Goldman
and Fennell agree that the modern band was very much intact by 1850, resembling
closely the instrumentation of today. By the mid-1800s massed-band festivals and
competitions were becoming more and more popular in Europe, further demonstrating the
growing popularity of wind playing and of the ensemble of winds in general.

European immigrants contributed greatly to the developing musical traditions
from the late 18% Century in America. Perhaps many of these had initially come to this

country by way of service in the British Army. Communities such as the Moravians in

1 Goldman, pp. 26-28.

% Fennell, pp. 20-22.
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North Carolina sent large numbers of musicians into the service of the Confederacy.

Benny Ferguson, in his dissertation The Bands of the Confederacy discusses this

important historical note: “The European immigrants who settled in Charleston
developed strong ethnic groups who remained fiercely proud of their traditions and
common heritage. The Irish Volunteers, Lafayette Artillery, German Artillery, German
Fusiliers, and German Riflemen were examples of militia units which exhibited strong
ethnic ties through the colorful names of their organizations.”21 Noted band historian

Kenneth Olsen also discusses the overall European influences to the development of the

wind band in America in his book Music and Musket. He states that from the early years
of the nineteenth century we see that musicians from other countries have had a long and
lasting impact on the development of music and bands in America. By 1810, the wars
and conditions in Europe and the relative growing stability of America caused large
numbers of artists and musicians to immigrate to the United States.”> As these musicians
spread throughout the country they were not only performers but teachers as well.

In America after the revolutionary war, the Continental Army was disbanded and
replaced by state militia groups. Many of these state militias had bands of some sort
associated with them. In 1800 Massachusetts passed a Militia Act that made official
provisions for “bands of music” which was the term used to describe the collection of
wind and percussion players assigned to support military units. These bands were

independent organizations that were only loosely connected to the military units they

2! Benny Pryor Ferguson, The Bands of the Confederacy: An examination of the musical and
military contributions of the bands and musicians of the Confederate States of America, (PhD. Diss., North
Texas State University, 1987) pp. 45-46.

22 ¥ enneth E. Olson, Music and Musket: Bands and Bandsmen of the American Civil War
(Connecticut: Greenwood Press, 1981) pp. 20-21.
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supported. This allowed the bands to perform many functions, both military and civic,
from ceremonies to public concerts.”?

Two branches of the U.S. military service established formal bands in the early
19% century. The U.S. Marine Corps Band was officially organized in 1798, with an
instrumentation of two oboes, two clarinets, two horns, bassoon, and drum. The U.S.
Military Academy at West Point, New York, established their band in 1815, and
appointed Richard Willis, a young professor of music who had recently arrived from
Ireland, as director. Both these bands established the beginnings of a rich tradition of
both service to the military and public concerts.**

The keyed bugle became a popular instrument in America and was played as late
as the 1850s by Ned Kendall and Joseph Greene. The keyed bugle, developed around
1810 by James Halliday, was abandoned by Weiprecht in favor of the new instruments
with valves. Patrick Gilmore is credited with making the new valve instruments part of
American bands. He included the newer instruments in his band which was seen and
heard by audiences throughout the country. This instrument, which was also called the
Royal Kent bugle, was a wide bore instrument with side holes and keys. This
configuration was similar to those of a clarinet or saxophone. It was capable of playing
all the notes in any scale, dramatically improving brass instrument capability. This
instrument soon became the most popular melodic instrument in the band. There were

two individuals who popularized this new instrument here in America. The first was

2 Carolyn Bryant. And The Band Played On: 1776-1976 (Washington, D.C.: Smithsonian
Institution Press, 1975) pg. 8.

2% Ibid, pp. 8-10.
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Richard Willis, and Francis Johnson, a talented Negro composer and bandleader from the
Philadelphia area.®’

Francis Johnson (1792-1844) was a bandleader, performer and composer who had
the opportunity to perform with the Military Academy Band during the band’s numerous
trips to Philadelphia. Both Johnson and Willis developed a reputation for astounding
audiences with their virtuosity, and established somewhat of a competition between them
to prove who was the most proﬁcient.26

Perhaps the most famous performer on the keyed bugle was Edward Kendall
(1806-1861). Kendall organized the Boston Brass Band in 1835, one of the first all-brass
bands in America. At around the same time Kendall was organizing his band, other brass
bands were making their appearance as well. By the mid 1830s, the all-brass band was
becoming more and more popular, and other bands such as the Dodworth Band in New
York City, and the Salem Brass Band in Massachusetts began to perform. The Salem
Brass Band was originally a wind band that featured woodwind instruments as well, but
changed to all-brass with the new popularity sweeping the United States.

Brass bands were probably at the height of their popularity in the early 1860s,
which may partly explain why most of the bands in the Civil War were all brass. Over-
the-shoulder horns were being used by the bands in part because the sound could be
projected back to where the marching soldiers were located, following the band. These

instruments will be discussed further in the next section.

% 1bid, pg. 10.

% Ibid, pg. 10.
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Summary

The roots of the wind band that served during the war can be traced back to the
earliest days of wind playing. The later developments in Europe by instrument makers,
military band organizers, and the rising popularity of the brass band all will lead to the
growth of bands prior to and at the beginning of the Civil War. European immigrants
will greatly impact the leadership and development of the early Civil War bands. The use
of the material in this opening section is intended for use in conjunction with a
presentation on the Civil War music and bands. Although it is historical information
outside the parameters of the primary focus of this document, the information is useful
especially when used to supplement the early beginnings of the Civil War bands and
music organizations.

Status of Bands at the Beginning of the Civil War

When the hostilities between the North and South broke out in the spring of 1861,
musicians and bands were ready and willing to support the developing armies. Music
publishing and merchandising were prospering and professional and amateur musicians
were growing more experienced.”” The brass band movement that had started in Prussia
with Wieprecht’s cavalry band instrumentation, had been embraced in this country so
fully by 1850 that nearly every village or town had its own brass band.?®

At the beginning of the Civil War, both civilian and military bands were

performing a variety of services, from concerts to ceremonies and parades. These

21 Robert Garofalo and Mark Elrod, A Pictorial History of Civil War era Musical Instruments and
Military Bands (Montana: Pictorial Histories Publishing, 1985), 7.

22 genneth E. Olson, Music and Musket: Bands and Bandsmen of the American Civil War
(Connecticut: Greenwood Press, 1981) 29.
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military and civilian bands were associated in some way with military units. It was not
uncommon for a civilian band to supplement its income by performing for hire for the
local militia. Music societies and organizations, fire departments and churches
sponsored many bands, and individual bandmasters established a number of bands as
well.?”

Civilian bands (bands not already associated with military organizations)
performed for the military frequently and became “significant and essential ingredients in
any successful regimental display.”30 The Civil War provided perhaps a new or extended
era for the brass band.>! The demands of being constantly out in the elements, made it
difficult for anything other than brass and percussion instruments to be effectively used.
For this reason, and possibly that the brass
instruments projected sound more effectively, the brass band concept for the bands was
most practical. The brass bands joined the field music elements of the fifes and drums
that were continuing their service to the military as they did during the Revolutionary
War.

Although service to the military was not purely based on patriotism, it did draw
closer ties between musicians and military units. Kenneth Olson comments in his book

Music and Musket, a band’s service in the Civil War was not the result of financial need

or opportunity but resulted from the “compelling expectation” of their fellow soldiers that

would prompt them to enlist. He further comments that when the regiments entered

2 1bid, p. 31.
% Qlson, p. 33.

3 Garofalo, p. 53.
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active service in the war, the enlistment of a band allowed the military units to take some
of the comforts of home into the field.

From the initial bombardment at Fort Sumter on April 12, 1861, bands were
present at nearly every military confrontation of the war.’?> At Fort Sumter, the band of
the First Regiment of the United States Artillery was composed of regular Army
enlistees, with the total number of bandsmen varying from eight to thirteen depending on
the different records reviewed. A review of historical records for this band prior to the
war show that it performed concerts for the local population at Fort Moultrie, South
Carolina.®® During the actual attack on the Fort, the band performed the duties of filling
cartridge bags with powder and carrying ammunition. When the fort was surrendered,
the band led the procession out of the fort to the sound of “Yankee Doodle.”*

The exact number of musicians that served in the Union Army during the Civil
War is difficult to determine. For various reasons, mainly poor records, it is difficult to
list the number of bands or the total number of musicians that served. Noted Civil War
historian William Bufkin wrote the definitive dissertation and book on the bands of the

Union Army, Union Bands of the Civil War ( 1862-1865): Instrumentation and Score

Analysis (Volumes I and IT). This dissertation includes estimates from the book, Bands

and Drummer Boys of the Civil War by Francis A. Lord and Arthur Wise, which put the

number of musicians serving as of June 30, 1862, at 28,000. Kenneth Olson, in his book

52 William A. Bufkin, Union Bands of the Civil War (1862-1865): Instrumentation and Score
Analysis (Volumes I and II). (Ph.D. diss., Louisiana State University, 1973), 4.

3 Ibid, pp. 5-6.

3 Tbid, p.8.
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Yankee Bands of the Civil War, cites sources listing as many as 53,000 musicians.>

Bufkin calls the time from April 1861 until August 1862 as the Regimental Band period.
During this time, militia bands were called to serve for three months with militia units.
The militia units were considered “Regimental” size, which in military organization is
approximately 10 to 11 Companies of 66 to 100 soldiers each. Bandsmen were enlisted
or “mustered in” with a particular regiment, and were paid by the government to furnish
music. Famous bandmasters like Patrick Gilmore, Joseph Green, Walter Dignan, Harvey
Dodworth, and Claudio S. Grafulla led these bands. Many bands were not just brass
bands but continued to include some woodwind instruments. Two of these were the
Fourth Towa Infantry Regiment and the Second Brigade of Missouri Volunteers that had
clarinets and piccolos in their instrumentation.®® As with many bands, the
instrumentation also included an ophicleide. The ophicleide was a larger keyed
instrument designed in families (Bass through Alto) by the Parisian instrument maker
Halary (Jean-Hilaire Aste). Halary was the first instrument maker to build and patent an
entire family of keyed brass instruments.””  An explanation and demonstration of the
ophicleide is included on the Digital Video included with this document, and can be
found in the section labeled Brass, at tracking number 0726.

The brass band movement in America had been underway for nearly thirty years
by the start of the war. There were literally hundreds of bands, many that were

professional. Bufkin mentions that the oldest civilian band in the United States was the

35 Tbid, pp. 27-28.
% Bufkin, p. 39.

3 Garofalo, p. 1.
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Repaz Band of Williamsport, Pennsylvania. The band served three separate times during
the war, first with the Eleventh Pennsylvania Regiment, then with the Twenty-ninth
Pennsylvania Regiment, and finally as the band of the Eighth Pennsylvania Cavalry.*®
This band is still performing concerts today as a community band.

The Confederate Army had approximately 155 bands and 2400 bandsmen in
service during the war. It is interesting to note that at Appomattox alone forty bands
surrendered.®® The army of the new Confederate government was organized in a similar
manner to that of the Union forces. The professional officers and soldiers who were
members of the United States military only days earlier set up a similar organizational
structure and used similar methods of training. Confederate bands, like their Union
counterparts, enlisted in the service of the Confederacy with militia units. The bandsmen
themselves had most likely been members of the militia units prior to the war.

One band in particular, the Savannah Republican Blue Band, was a good example
of this. Prior to the war, the band was already well known and had been playing for both
military and civilian functions, such as for the Masons.** Another Confederate band, the
German Fusiliers, was made up of German immigrants who were widely respected for
their musical performances and abilities. They had played together as a group prior to the
war for many years and enlisted together as the Twenty-fifth South Carolina Band,

cSA*

3 Ibid, pp. 47-50.

 Benny P. Ferguson, “The Bands of the Confederacy: An examination of the musical and
military contributions of the bands and musicians of the Confederate States of America.” (Ph.D., diss.,
North Texas State University, 1987).

‘0 Ferguson, p. 42.

" Tbid, p. 46.
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The officers of the Confederate regiments, having come from the Federal
government forces, were very aware of the positive impact of bands, field music, and
music in general on the morale and discipline of soldiers. For this reason, the officers
regularly funded bands out of their own personal pay. The Salem Brass Band (N orth
Carolina), which was already a very popular performing band prior to the outbreak of
war, became the Twenty-sixth North Carolina Regimental Band, by arrangement between
their leader, Samuel T. Mickey, and Colonel Zebulon Vance, the Regimental
Commander.*> Even though the bands on the Confederate side were smaller on average
than their Union counterparts, the method of organization was similar.

Bands at the beginning of the Civil War were organized at the regimental level.
Due to the excessively large number of regiments with bands at the beginning of the war
the number of bandsmen participating grew quickly. Later, in 1862, most bands were
reorganized at the next higher level of organization, the brigade, which consisted of four
to five regiments.

On both sides, the military leaders saw the need for bands and actively sought out
bandsmen for their organizations. Aside from the fifes, drums and bugles of field music,
the brass band became dominant. The era of the brass bands of the Civil War had begun.

Summary

At the beginning of the war, bands and bandsmen enlisted on both sides. As with
the initial organizational challenges of the Armies on both sides, the bands and how they
were to be used evolved. As a matter of functionality, most bands were brass and

percussion only, but there were bands on both sides that retained woodwind instruments.

2 Tbid, p. 47.
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Prominent bands and band leaders rallied to participate and support the cause of their
chosen side of the conflict. The number of band members who participated on each side
is somewhat a mystery, but estimates list up to 53,000 Union bandsmen at one point in
the war. The Confederate Army estimates are much lower overall, and list 2,400
bandsmen serving during the war. Although the estimates are unclear or inaccurate,
bands and bandsmen served their side of the conflict throughout the war.

Union and Confederate Comparison

To understand the similarities and differences between Union and Confederate
bands it is helpful to examine some of the documented information on their organization
and structure and how the bands were used. Overall, the Union and Confederate armies
were organized and structured in a similar manner. The soldiers (including the bands and
field musicians) were utilized in basically the same way.

The initial call for volunteer forces authorized each regular army regiment of
infantry two principal musicians (those responsible for training and discipline) per
company and 24 musicians for each band. Each cavalry (horse mounted) and artillery
(canon) regiment was authorized two field musicians per company. Artillery regiments
allowed for 24 musicians in each band, and each cavalry regiment had a band of 16. This
was similar to Wilhelm Wieprecht‘s recommendations for the different branches of the
Prussian military.

The federal government, having assumed the cost of the volunteer regiments
during the war, soon was faced with the reality of how expensive the bands and
musicians had become. The Secretary of War reported to Congress that the average

annual cost of maintaining the artillery and cavalry bands was over $9,000, and the cost
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of maintaining the larger infantry bands was $13,000. Today, the United States Army
provides funding on average for each individual band in excess of $25,000 per year.
Many of the larger bands are funded at a level from $100,000 to over one million dollars.
On July 17, 1862, Congress passed Public Law 165, which abolished regimental bands in
the volunteer army, and provided for the release of these musicians within 30 days.
Congress replaced the volunteer regimental bands with brigade level bands, or one for
every four or five regiments. It also reduced the number of musicians authorized in each
band from 24 to 16.

This act did not affect the militia units that were still under state control. Many of
the militia bands were far superior to the federal bands in both size and quality.®® It is
interesting to note that even though the order to release the volunteer regimental bands
had been signed, many of the regiments retained or reformed their bands. The old
practice of funding the bands with money provided by the officers remained in place, as
did recruiting bandsmen from within the soldier ranks. As a result, the bands on both
sides lacked standardized instrumentation.

The bandsmen usually brought their own instruments with them as they entered
the service. There is no evidence that the Federal government ever purchased band
instruments, only the fifes, drums, and at times, bugles of the field music.** In Bands of

America Harry Wayne Schwarz lists that the «“standard instrumentation of a typical Civil

3 Army Bands Online: History, The Civil War [hitp://bands.army.mil/history/11.asp}

“ Bufkin, p. 165.
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War Band” as having four cornets, three altos, three baritones, two basses, three snare
drums, and bugles.®

The typical Civil War band had on average instrumentation of: four cornets, three
alto horns, three baritones, two basses, three snare drums, and one or two bass drums.*
Many variations of instrumentation were represented on both sides, especially as the war
went on. One source of information on the typical organization of the Union bands was a

book by one of the Dodworth brothers, Allen Dodworth. In his book Dodworth’s Brass

Band School , he lists the likely or recommended instrumentation for bands of various
sizes. Examples include:

For a band of four instruments: 1 Eb Soprano Comnet, 1 Bb Alto Horn, 1 Bb Tenor
Horn, and one bass.

Sixteen Instruments (By order of 1862): 3 Eb Soprano Cornets, 2 Bb Trumpets, 2 Bb
Alto Horns, 4 Bb Tenor Horns, 1 Bb Baritone, 4 Bass Horns (2 bass/2 contra bass), or
replace two of the bass instruments with one bass drum and one snare.
Twenty-four Instruments (original authorizations): 3 Eb Soprano Cornets, 2 Bb
Trumpets, 2 Bb Alto Horns, 4 Bb Tenor Horns, 1 Bb Baritone, 4 Bass Homs, 1 Alto
Trombone, 1 Tenor Trombone, 1 Bass Trombone, 2 Post Horns, 1 Snare Drum, 1 Bass
Drum, 1 Pair Cymbals.

The standard instrumentation of the Confederate bands was two Eb cornets, two
Bb Cornets, one or two Eb alto horns, one or two Bb tenor horns, one Bb baritone, one

bass in either Eb or Bb, one fife or piccolo, possibly a bugle or trumpet, one snare

drummer, one bass drummer, and cymbals.47

%5 Harry Wayne Schwarz, Bands of America (New York: Doubleday, 1957) 51.

% Bufkin, p. 166.

7 Ferguson, p.97.
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The Union bands had instruments in one of three forms: bell front, bell upright,
and the saxhorn built for the over-the-shoulder style instruments. The Confederate bands,
however, had very few if any of the over-the-shoulder style. The Stonewall Brigade
Band had the only over-the-shoulder set of instruments known in the Confederate
bands.*® Noted Civil War band historian Robert Garofalo provides a fourth classification
of instrument, circular, which was most often found in types of cornets.*

William Bufkin, in his dissertation on the Union Army bands, lists the
instrumentation of some specific bands to demonstrate the variations and similarities. He
mentions the instrumentation of the Second Regiment Pennsylvania Volunteers as 4 Eb
cornets, 2 Bb cornets, first and second altos, first and second tenors, first and second Eb
bass, tenor drum, snare drum, bass drum and cymbals for a total of 16. The band of the
First Michigan Colored Regiment is listed as 2 Eb cornets, 2 Bb cornets, 2 Eb altos, 2 Bb
tenors, 2 Bb baritones, 1 Bb bass, 1 Eb bass, cymbals, bass drum and snare drum fora
total of 15.

There is a direct link to the bands of the Civil War and military bands of today.
The active army of today has at least two bands on active duty that served during the
Civil War. The first was the Military Academy Band at West Point. The second is today
called the 214" Army Band, with an additional official designation as The Army Ground
Forces Band. The author of this document had the honor of commanding this
distinguished organization from June 2000, to June 2002. The band is assigned to the

Army’s Forces Command Headquarters at Fort McPherson, Atlanta, Georgia. The

*® Ibid, p.103.

*  Garofalo, pp. 8-34.
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band’s lineage and history go back to the Fourth Infantry Regiment Band during the Civil
War. It was assigned to the Army of the Potomac under General McClellan, Fifth Corps
(V Corps) under General Porter, Second Division under General Sykes, and First Brigade
under Lieutenant Colonel Buchanan. Retired Master Sergeant and Army Bandsmen,
Robert C. Tolton wrote an unpublished history of the Fourth Infantry Regiment Band and
its present-day descendent. Tolton ended his Army career serving in the 214®°° During
the Civil War, the initial size of the band was listed as fifty members. It participated in
the Peninsula Campaign, and the battles of Manassas, Antietam and Fredericksburg.
Although the specific instrumentation of the band is not listed, the number of musicians
who served at the start of the war was large in comparison to the numbers authorized in
the Federal authorization. This was primarily the result of the previous history of the
band. Tt had been formed in 1845 with the Fourth Infantry Regiment, and the regimental
leaders allowed the band to grow in strength as soldiers either enlisted for the band or
were attached to the band from within the regiment. The band had received honors for
valor during battle in the Mexican War, and many of the members had served from its
founding. With the order of 1862 reducing the sizes of bands and moving the regimental
bands up to brigade level, the members of this band were transferred to other bands until
November 1863. As of December 1863, six members were assigned to the Fourth
Regimental Band. By June 1864, the band was listed as having from 19 to 22 musicians.
The band was present for Lee’s surrender at Appomattox at the request of General Grant.
Throughout the war the band members served as both musicians as well as

soldiers in battle. They performed concerts, ceremonies, music for drills and training,

50 Robert C. Tolton, “The History of the 214th Army Band and its Predecessor the Fourth
Infantry Regimental Band.” (Personal archives, Atlanta).
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music for marching, and fought on the front lines, served in hospitals as stretcher-bearers
and as messengers. The band was an example of how the musicians moved in and out of
units and how the organization and reorganization of the Army impacted on the units.

During the war the duties of the union bands varied. They performed concerts,
parades, reviews and ceremonies for encamped troops as well as concerts for the local
public. The bands played for troops marching into battle, and in some instances they
were detailed by their commanders to perform concerts during intense battles. Bands
were stationed at major military hospitals to lift the morale of suffering soldiers. There
are accounts of bands from both sides performing concerts for one another between
battles and even serenading the opposing side during the evenings when the fighting had
ceased for the day.

The Confederate bands were organized in a similar manner as the Union bands.
Prior to the war, civilian bands had made a name for themselves in both their support for
militia units and in private public performance. The State of North Carolina sent many
bands into the service of the Confederacy. One famous band was the 26" North Carolina
Regimental Band, which enlisted in the Confederate States Army in March of 1862. The
band was known as the Salem Brass Band prior to the war and was made up of musicians
from the Moravian community that is now Winston-Salem.”’ As in the Union, the bands
and musicians enlisted for the same reasons: to support the units they most often
performed for and had allegiance to, for patriotic reasons, and for the beliefs they
supported. The instrumentation of the bands was not standardized, and the individual

musician usually brought his own instrument with him upon entering service.

51 Garofalo, p.55.
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The Federal and Confederate governments assumed the costs of the field music
instruments, but the instruments for the brass bands were purchased by the individuals
themselves, the regimental officers, regimental funds or from civic donations.”> When
not performing, confederate bandsmen were employed in many of the same ways as the
Union. The bandsmen served as hospital corpsmen, surgeon’s assistants, stretcher-
bearers and as riflemen.”® As with the Union bands, the Confederate commanders at
times employed their bands during intense battles to add to the confusion of the situation
or to inspire their troops.”* The bands from both sides contributed greatly to the war
effort. A comparison of the organization of the armies of both sides (to include the band
authorizations) shows many initial similarities:

The Union Army organization, as of the start of the war, was as follows:

President, Commander in Chief
(Abraham Lincoln)

Lieutenant General, Commander of an Army

Lieutenant General/Major General, Corps Commander
(Contains 3-4 Divisions)

Major General, Division Commander
(3-4 Brigades)

Major General/Brigadier General, Brigade Commander
(4-5 Regiments)
Brigade Band, Bandmaster/Leader

Colonel, Regimental Commander
(10 Companies)
2 Principal Musicians, 24 (eventually 16) Musicians for Band

52 Qlson, p.256.
53 Ferguson, pp. 141-142.

4 Tbid, pp. 151-152.
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Captain, Company Command
(83-101 men)
2 Field Musicians
The Confederate Army structure was as follows:

President, Commander in Chief
(Jefferson Davis)

Lieutenant General, Commander of an Army

Lieutenant General, Corps Commander
(3 Divisions)

Major General, Division Commander
(4 Brigades)

Brigadier General, Brigade Commander
(4-5 Regiments)
Captain, Chief Musician and Brigade Band
Colonel, Regimental Commander
(10-11 Companies)
Regimental Chief Musician, Regimental Band and Field Musicians
Captain, Company Commander
(64-100 men)
Company Field Musicians
For the regimental bands, the Confederate government provided for the assignment of 16
privates to serve as musicians in addition to the two Chief Musicians.>® The Chief
Musicians served the same role as the Principal Musicians in the Union Army. Although
the overall number of bands and bandsmen was fewer in the Confederate Army, the
positive impact on morale was equally important to the commanders. “Army Regulations

Adopted for the Use of the Army of the Confederate States,” dated 1861, authorized 16

musicians for each of the regimental bands.”

55 Ferguson, p. 81.

% Garofalo, p. 54.
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The field musicians served the armies of both sides in a similar manner. Deeply
rooted in the historical traditions of the fifes and drums of the Continental Army, the field
musicians provided music that was both functional and inspiring to the soldiers. The
field musicians provided a way for commanders to communicate commands on the
battlefield. The day-to-day activities of the soldier were outlined by the fife and drum
calls, which told them when to get up, when to go to bed, when to eat, when to train, and,
more importantly, when to fight. The initial authorizations for the field musicians shows
that both the Union and Confederate armies were following similar organizational models
and that they intended to utilize the fifes, drums and bugles to train and discipline their
troops. Many younger boys who wished to enter the service on both sides enlisted as
field musicians.’’

Prior to and during the Civil War, musical training for field musicians took place
at what was called the “School of Practice for U.S.A Field Musicians.” The school was
located at Governor’s Island, New York. The Union Army would have had more
formally trained musicians than the Confederacy. However, for the most part, on both
sides, field musicians were trained by the principal musicians upon entering service.
When the armies were in camp, especially during the periods of winter when there was
little to no fighting, the field musicians were responsible for providing prescribed calls
and signals throughout the day, as well as other musical performances. As in the
Continental Army, the field music of the fifes and drums was the “mainstay for routine

musical duty.”>® The rest of the day was spent doing other soldier duties. Army

57 Olson, p. 82.

% White, p. 39.
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regulations of 1863 allowed recruiting depots to enlist boys, twelve years old and up, as
field musicians. The boys had to demonstrate that they had a “natural talent” for music.”

During time in camp, the daily life of the field musician was filled with
performance requirements. The principal musicians were responsible for leading and
training the company field musicians as well as the bandsmen. At guard mount, the time
when the daily shift of soldiers detailed for guard and other specified duties were required
to report, one drummer and one fifer were selected by the drum major as orderlies for the
day and accompanied the guard to the guard tent. The drummer would remain at the tent
to give signals, which directed the remaining regimental musicians for the performance
of specific calls. This drummer was called the lead drummer. The fifer served the
regimental adjutant or officer of the day as a runner (to run specified errands) until
released. When released, the fifer returned to the guard tent. The lead drummer and fifer
gave the necessary signals for the commencement of the music to start the duty day.

In the field music organization, the lead drummer served a function similar to that
of the unit First Sergeant, a position that still exists in the military (Army). The lead
drummer was responsible for discipline, instrument repairs, and uniform inspections.

The drum major was similar to the commissioned platoon leader of today, with overall
responsibility for training the regimental musicians. The drum major worked closely

with the adjutant, organizing the daily calls, requisitioning equipment, and leading the
field music with baton signals. The drum major was the first one up in the regiment in

the morning, and the last to go to bed.®

59 Army Bands Online, History, The Civil War [http://www.bands. army.mil/history/11.asp]
(September 4, 2001).
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The U.S. Navy Bands of today also can draw lineage to the bands of the Civil
War. Edwin H. Pierce published an article in The Musical Quarterly of January 1932,
titled “United States Navy Bands, Old and New.” The article discusses, in particular, the
assignment of bands aboard ships of varying sizes as early as the Civil War. Another

book was referenced in this article titled Table of Allowances of Equipment, Outfits,

Stores. etc.. etc.. for the Vessels In the Navy of the United States (Washington: Navy

Department, 1854). From this book Pierce found information on a list of instruments for
a ship-board band as:
Clarionet (Clarinet)

Cornopian (Cornet)
Ophocleide or Ophicleide (bass instrument of a similar key design to the Kent

bugle)

Hipocomo (possibly an alto horn)

Snare Drums (2)

References to some larger ships show a list of musician authorizations as 19 per
ship plus a Marine fife and drum authorization.®" These references to ship-board bands
were similar to how the U.S. Navy organized their fleet bands up through the Korean
War. The possibility exists that the continued utilization of Navy bands today could be
due to the success and impact of the Civil War era Navy bands, in the same manner as the
Army bands.

Summary

There were many similarities between the Union and Confederate bands, most

probably due to the similarities in the common training background of the leaders on both

sides. The Union bands were on average larger than the Confederate Bands, but overall

the sizes and instrumentation were similar. The bandsmen came from the same types of

6! Edwin H. Pierce. “United States Navy Bands, Old and New” (Musical Quarterly: 1932).
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backgrounds, and had similar training. There were professional bands that were
functioning before the war that enlisted on both sides, remaining together during service
to their Army. The way that the bands were used served as a model for the military
bands of today. The bands performed music for ceremonies, concerts, camp functions,
and public concerts. The bands entertained the troops, participated in battle, and
performed functions such as medical aides, ammo bearers, or other much needed
functions.

The Instruments

The most effective means to discuss the instruments used by the bands of the
Civil War is to combine the historical information about the instruments with pictures.
Included with this portion of the chapter are references to pictures of select period
instruments that were taken on a personal visit with the members of a historical
organization located in Watertown, Wisconsin, the 1% Brigade Band. Additionally, a
Digital Video Disc provides a videotape record of interviews with the band’s current
leader as narrator, discussing information about the instruments is included with this
document. The video footage also shows the period instruments being played by
members of the band.

The 1% Brigade Band was originally formed in 1864 when eighteen men from the
Brodhead Brass Band enlisted in the Union Army as the band of the 1% Brigade, 3™
Division, XV Army Corps. The members of this band left their homes in Wisconsin to
march with General William T. Sherman in the campaigns of Northern Georgia and the
Carolinas. The band quickly became one of Sherman’s favorite military organizations,

serving proudly for the remainder of the war and culminating their participation in the
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Grand Review in Washington D.C. The Grand Review was the celebration parade that
took place at the conclusion of the war. Today, the members of this band serve to re-
create the history of the Civil War through the performance of period music from both
the Union and Confederate Armies, and through dramatic readings set to music. The
band was re-formed in 1964 by Fred Benkovic of Milwaukee, Wisconsin as part of the
Civil War Centennial. Since the re-forming, the band has been led by noted band
historians Dr. Nicholas Contorno of Marquette University, and most recently by Dan
Woolpert.

The pictures and video were taken at the current band’s rehearsal facility located
in Watertown, Wisconsin. Pictures and video were taken prior to and during a rehearsal.
The video presentation was intended to capture some of the historical information that
Mr. Woolpert shared during his interview, as well as to gain up close footage of the
instruments. The footage also allows the viewer to witness the operation of some of the
unique valve designs of the instruments, as well as hear how the instruments sound
individually and as a group. Included in this document is a listing of the photographs
used to enhance the historical information and lesson plans. A description of the photos
taken during the visit to Wisconsin along with other sources is included in these
examples.

During the interview with Mr. Woolpert, some difficult questions in my research
were answered. These questions were concerning the type of cases used by the band
members during the Civil War, what type of valve and slide lubricants were used, and if
the bands used music lyres to hold their music. Mr. Woolpert stated that the cases were

most often “coffin style” and were made from wood in a similar shape to regular coffins
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(Appendix A, Figure 1 and 2). The Digital Video also shows these cases in the section
labeled Cases, at tracking number 0002. Most certainly there was a great variety of types
of cases from the most basic to somewhat elaborate. The pictures and videos show these
examples. The types of lubricants used were combinations of available oils such as lamp
oil and fish oil that the soldiers would have had access to. However, the bandsmen
probably would have mostly used “saliva” as the primary source for lubrication. As for
music lyres, most often the bandsmen would have just held their music, if they used
music at all. The bands may have had so many musicians that had learned to play by rote
that they may not have used music to perform. Many of the bandsmen may have learned
the music by ear, and performed it from memory. The accompanying Digital Video
shows a Part Book music example in the section labeled History, at tracking number
0303. The Part Book is an example of how the music would have been used by the
musicians who did read and use music.

A primary source of information regarding specifics on the fingering charts for

the instruments used for this project was Dodworth’s Brass Band School, by Allen

Dodworth. The manual, which was first published in 1853 contains not only fingering
charts for many of the instruments used by the Civil War bands but is effectively the first
training manual for band ever published in this country. The manual covers topics
ranging from general theoretical principles for teaching music, fingering charts for brass
instruments, band tactics to include field music for fifes and drums, and musical
examples. Included in Appendix A, Figures 3-7 are the fingering charts from the

Doddworth Brass Band School manual.®> These examples serve only to demonstrate how

62 Doddworth, pp. 18-22.
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the charts were displayed in this early manual. The charts now would only be effective if
used with an actual instrument from the period to learn how the mechanisms worked, or
in comparison to the fingering charts of instruments of today.

Although there were a number of different instruments used by the bands of the
Civil War, the brass instruments were grouped into the four general classes: bell front,
upright, circular, and over-the-shoulder (Appendix A, Figure 8). Video footage of these
four types of instrument styles can be viewed on the DVD in the brass section at tracking
number 1205. The type of valve mechanism could also be used to group the instruments,
with the two most common types being American string linkage or rotary valve, and the
Berliner piston valve.®? Video footage of these valve mechanisms is located in the brass
section of the DVD at tracking numbers; 0042, 0156, 0623, and 0909. In a book by

historians Robert Garofalo and Mark Elrod A Pictorial History of Civil War Era Musical

Instruments & Military Bands, the authors display a wide array of period instruments that

were used by the bands. This source is an excellent collection of photos that can be used
in conjunction with the lesson plans included in Chapter 2 of this dissertation, along with
the original photos that are provided here.

The brass instruments used during the Civil War were E flat Kent bugles, E flat
cornet, E flat saxhorn, E flat post horn, B flat bugle, B flat cornet, B flat saxhorn and B
flat post horn, E flat tenor saxhorn, E flat tenor ophecleide, B flat baritone saxhorn, B flat
trombone, B flat saxhorn, A flat bass, F contra bass, E flat bass saxhorn, C ophecleide, B
flat ophecleide, E flat circular horn, and E flat trumpet. An example of the ophecleide
with an explanation of how the keyed instruments worked can be found on the

accompanying Digital Video, Brass Chapter at tracking number 0726. According to the

¢ Garofalo, pg. 8.
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Dodworth brass band manual, these instruments are grouped into six further classes:
soprano, alto, tenor, baritone, bass and contra bass. The woodwind instruments were
piccolo, flute, and clarinet (Appendix A, Figures 9 and 10).

The Kent bugle was played by pressing select keys which would open holes in the
brass. The keys were numbered from the bell of the instrument towards the mouthpiece,
which is somewhat opposite of later valve instruments®* (Appendix A, Figure 11). The
instrument was pitched in both E flat (written a minor 3™ lower than sounding pitch) and
B flat (same as B flat trumpet, written a major 2" higher than sounding pitch).

The saxhorn was a family of instruments originally developed by Adolphe Sax, a
Belgian instrument maker. In the same manner as his other prominent instrumental
development, the saxophone, the saxhorns were constructed as a set of instruments
arranged from soprano to bass. The bells of the early version of saxhorn were of the
“upright” version, but the Dodworth family is credited with the Over-The-Shoulder
(OTS) design made popular by their use in the Civil War brass bands. This, however, is
somewhat of a speculation as to the origin of the OTS design®. An example of a set of
the OTS Saxhormns is provided in Appendix A, Figure 12.

The Digital Video included with this document has the following sections: Brass,
Woodwinds, Drums, Cases, History, and Rehearsal. Each of the sections contains video
footage with commentary taken during the visit to the 1* Brigade Band. This information

is particularly useful with the lesson plans of Chapter 2, but contains interesting

6 Robert E. Eliason. Keved Bugles in the United States (Washington D.C.: Smithsonian, 1972)

pe. 30.

% Garofalo, p. 9.
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information and valuable demonstrations of the instruments that may be of interest in any
setting.
Specific information on what is available in each section by tracking number is as
follows:
DVD Tracking/Sequence

Brass:

Title Screen-0002

1 Brigade Band Credit/Dan Woolpert-0010
Helicons/Cavalry Band Instruments-0016

Bell-up Bb Cornet w/Vienna Valves-0042

Berliner Pumpin Valves/Bb Alto Horn-0156

Side Action Eb Cornet-0300

Common Eb Cornet comparison to Side Action-0326
Teardrop S'tyle/4th valve for water release-0410
OTS Bb Cornet w/detachable bell-0523

Berliner Pumpin’ Valves/Quadrilateral System-0623
Ophecleide in C/Keyed Instrument discussion-0726
Bell-front Alto w/string action rotary valves-0909
Bell-up Eb Cornet-0953

Eb/Bb determination-1040

Post Horn configuration-1102

Bell-up Tenor horn-1123

Cornet (Bell-front, circular, up, OTS)-1205

Woodwinds:
Clarinets-0002
Flutes/Piccolos-0229

Drums:
Barrell Style Bass Drum-0002
Field Snare-0135

Cases:
Coffin Style Case-0002

History:

Lincoln Douglas debate story-0002
Baxter Springs Massacre story-0102
Part Book Example/explaination-0303

Rehearsal:

39



1* Brigade Banner/Rehearsal selections-0002
OTS playing with back to audience-0116
Summary

The instruments used by the Civil War bands varied greatly from band to band.
Although there were some prominent instrument makers who designed sets of
instruments that were used by the bands such as the Saxhorns, most of the bands
functioned with a wide array of different styles or models of instruments. The Digital
Video and the photos from Appendix A show that the variety of instruments used were
examples of the developing wind instrument of the period. It is interesting to note that
even with the wide variety of instruments the Civil War bands were capable of
performing music that made an impact on their fellow soldiers.

Significance of the Music and Bands
The music performed by the bands held special significance for both the soldiers and the
general public. Many of the arrangements were of popular songs that were easily
recognizable and brought back memories of home to those on both sides of the conflict.
Other compositions were written to depict individuals or events that had become famous
for one reason or another.

There were some compositions written during or around the Civil War period that
have remained recognizable today. Two selections in particular are “Battle Hymn of the
Republic” and “When Johnny Comes Marching Home.” It is particularly interesting and
important to look at the words for Battle Hymn. Here is a popular war song that is very

focused around féligious beliefs. In The Civil War Songbook by Richard Crawford, the

N
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words and tune were collected as it was performed during the war. According to
Crawford, the music has a story to tell and is specifically religious in nature.*°

The “Battle Hymn of the Republic” is attributed to Julia Ward Howe, and was
adapted to the favorite melody of “Glory Hallelujah.” This work survives today in
hymnals, numerous sheet music arrangements, and in band versions by noted composers
or arrangers. Some of these composers are Morton Gould, Peter J. Wilthowsky, Theodore
Maki, and John L. Kinyon. The words to some of this familiar and popular music are:

Mine eyes have seen the glory of the coming of the Lord,

He is trampling out the vintage where the grapes of wrath are stored,;

He hath loosed the fateful lightning of His terrible swift sword;

His truth is marching on.

Chorus: Glory! Glory Hallelujah! Glory! Glory! Hallelujah! Glory! Glory!
Hallelujah! His truth is marching on.

I have seen Him in the watch-fires of a hundred circling camps;
They have builded Him an altar in the evening dews and damps;
I can read his righteous sentence by the dim and flaring lamps;
His day is marching on.

Chorus

I have read a fiery gospel writ in burnished rows of steel;

As ye deal with my contemners, so with you my grace shall deal;
Let the Hero born of woman crush the serpent with his heel;
Since God is marching on.

Chorus

The song “When Johnny Comes Marching Home” is attributed to the famous
bandmaster of the Civil War era, Patrick Sarsfield Gilmore. In the book by Richard

Crawford, The Civil War Songbook, Gilmore is said to have written this tune under the

pseudonym Louis Lambert. This song is perhaps better known today by band directors

and wind band members in the setting entitled “American Salute” by Morton Gould.

6 Richard Crawford. The Civil War Songbook (New York: Dover Publications, Inc., 1977).
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This is another example of music written during or about the Civil War that is still
performed today.

In regard to the impact of music in the daily life of the Civil War soldier, there
are accounts of the armies being in close proximity to each other during the evenings
when fighting had ceased, allowing the bands from both sides to provide music for their
own army but also for the opposing force as well. There are even accounts of “battles of
the bands,” with the band from one side trying to out-perform the band from the other.

Bruce Catton in Mr. Lincoln’s Army mentions an incident where several regimental

bands had come from Washington to serenade Union soldiers. The bands played martial
airs and popular songs familiar to the Union soldiers. After the concert a Confederate
soldier from the other side of the river shouted for the band to play one of the
Confederate songs. In response to this the band played the familiar songs “Dixie,”
“Maryland, My Maryland,” and “Bonnie Blue Flag.”®’

The bands on both sides were significant because they provided not only music
that was functional for ceremonies and military occasions but also music that helped the
soldiers remember why they were fighting. The bands performed concerts to entertain
soldiers and civilians alike. This promoted not only the value of military music in times
of conflict but also increased the popularity of brass bands, and more specifically the

wind band in this country. Music was a primary source of release for the soldier during

the Civil War. Music warded off homesickness, raised spirits, combated boredom, and

¢ Bufkin, p. 101
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relieved the weariness of long hard campaigns.®® Concerts were given to raise money for
local charities and to help soldiers and their families in need.

Popular music of the time was performed by and centered on local organizations
of music, both band and choral, as well as by individuals at home. Throughout America
there were bands to perform music for specific civic functions or concerts. Marches,
quicksteps, waltzes, polkas and other popular tunes were the most widely performed
music.”

During the war, the military bands made major contributions to fostering band
music. The music was either original compositions or arrangements made of popular
tunes. Since much of the music can be linked historically to the period, and was
performed by the bands, soldiers, and civilians alike, the music and bands of the Civil
War provide a way for today’s directors and teachers to share the music and history in
America with students and audiences.

Summary

The music performed by the Civil War bands varied almost as much as the
instruments that played it. The bands played popular tunes familiar to those who heard
them, helping many to feel a touch of home during the rigors of battle. The bands played
marching music, patriotic selections, arrangements of orchestral and opera music and a
variety of other well know music. Today, some of the music written during this period

remains a part of the modern wind band repertoire.

 Daniel E. Sutherland, The Expansion of Everyday Life 1860-1876 (New York: Harper & Row,
1989), 13

% Ibid, p. 253
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The remainder of this project will focus on using the historical information
contained in this chapter, as well as further information used in conjunction with musical
selections to assist directors with teaching the history of the period through the music.
Chapter 2 will focus on several topic areas that are organized in lesson plan layout for
presentation during band rehearsal. The topics that were chosen certainly are not all
encompassing, but are intended to serve as a model for further development. Chapter 3
will focus on some modern editions of Civil War era brass band music. The editions are
scored for full band so that the band director will be able to expose each student to the
music while discussing the lessons provided. Chapter 3 will also provide discussion on
the process that went into arranging the music, the differences in the original
instrumentation and instruments compared to today’s bands, and provide historical
information about the music and composers. This information can be used for program
notes for performance, or to enhance the classroom discussion. The modem editions
each include a section of music that is scored for only the brass instruments. This was
done to highlight the sounds of the original instrumentation, as well as the original sound
of the music.

Also provided with the modern edition are brass band scores of the original music
and supplemental parts that can be used for performance or classroom instruction. The
supplemental parts are for the brass only sections of the music that can be used for
performance as off stage or on stage ensemble music. This will provide directors with a

greater “visual” aspect to the original instrumentation and how the music was performed.
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Chapter 2

Lesson Plans

This chapter will focus on lesson plans and ideas for presenting the history of the
Civil War music during band rehearsal periods. The primary guide used to develop these
plans was an instructional resource book developed by the Music Educators National

Conference (MENC). Strategies For Teaching High School Band was compiled and

edited by Edward J. Kvet and John E. Williamson. The “Strategies For Teaching” was a
series of texts designed by MENC to help educators incorporate the National Standards
For Music Education in their class periods. Although this text was used as a guide for
developing the lesson plans contained here, it is important to note that many liberties
were taken with the form of the lesson plan. This was done in order to allow for the
inclusion of additional historical information to be used by directors to assist them in
preparations for rehearsal.

The “Strategies” listed in the text by Kvet and Williamson are:

Standard 1: Singing, alone and with others, a varied repertoire of music

Standard 2: Performing on instruments, alone and with others, a varied repertoire

of music.

Standard 3: Improvising melodies, variations, and accompaniments.

Standard 4: Composing and arranging music within specified guidelines.

Standard 5: Reading and notating music.

Standard 6: Listening to, analyzing, and describing music.

Standard 7; Evaluating music and music performances.

Standard 8: Understanding relationships between music, the other arts, and

disciplines outside the arts.

Standard 9: Understanding music in relation to history and culture.

Of these guides for lesson plans, only those which best met the topic of teaching

in regard to the music examples and historical information provided in this document

were used. With further development, it could be possible to use each of these topic
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areas, focused on the music of the Civil War, for classroom use. For the purpose of this
dissertation, the individual standards selected will be shown as worded in the reference
text, then as modified for use in this document.

Standard 2A: Performing on instruments, alone or with others, a varied
repertoire of music: Students perform with expression and technical accuracy a large
and varied repertoire of instrumental literature with a level of difficulty of 4, on a scale
of 110 6.

Objective: Students will perform with musical expression and technical accuracy a
Level 4 composition for band.

Materials: Washington Grays March by Claudio S. Grafulla, arranged by G.H. Reeves
(New York: Carl Fischer), Level 4.

Prior Knowledge and Experience: Students have experience reading and interpreting
various expressive markings and are familiar with basic march style.

Procedures:

1. Introduce Washington Grays March, pointing out the time and key signatures, and
the difficult sixteenth note passages in each strain of the work.

2. Discuss the historical significance of the work, commenting on the composer’s
biographical information and program notes on the composition.

3. Conduct and rehearse portions of each strain, working on appropriate
articulations, balance, and rhythmic accuracy.

4 Direct student’s attention to the form of the march and how it differs from more
traditional march form. The form of this march is essentially two large repeated
sections and a brief ending. Traditional march form is typically; Introduction,
First Strain (repeated), Second Strain (repeated), Trio with key change, Break
Strain (sometimes repeated), repeat of trio theme as closing section.

Indicators of Success:

1. Students perform Washington Grays March paying attention to time and key
signatures, and negotiating the difficult sixteenth note passages.

2. Through discussion, students demonstrate an understanding of the historical
period of the Civil War.

Follow-Up:

1. In subsequent rehearsals of this march, record the band in a run-through of the
entire work. Play the tape of the work and ask students to critique the
performance. Lead students in a discussion of the technical difficulties of the
march and how to best work through the challenges.

2. Introduce other grade 4 works from other historical periods and styles and
lead discussions in a similar manner.

3. Locate a professional recording of the march, perhaps even a historical
recording of the original version by a brass band.

Biographical/Program Note Information: Claudio S. Grafulla (1810-1880) was one of
America’s earliest band pioneers. He was born on the Spanish island of Minorca, and
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immigrated to the United States in 1838 at the age of 28. He became a member of
Lothier’s New York Brass Band, which was attached to the 7™ Regiment of the New
York National Guard, one of the most famous organizations of the time. He later became
the director for the band, a position he held for 20 years. Grafulla led the band without
pay, and distinguished himself and the band by their service during the Civil War.
Although he composed or arranged over 70 works, he is perhaps best known for his
original march, Washington Grays. The Washington Grays March was composed in
1861, the first year of the Civil War while he was the director for the 7™ Regiment Band.
The Washington Grays (Greys) were the original honor guard for George Washington
when he was welcomed back to New York City after the British evacuated in 1783. The
honor guard was the 8™ Regiment of New York, based at Kindgsbridge Armory in the
Bronx. The original instrumentation of the march was: 1% 2°? and 3" E flat cornet, 1*
and 2™ B flat cornet, 1% and 2™ E flat alto, 1% and 2™ B flat trombone, E flat bass, B flat
bass, and side drum. (notes taken from a variety of sources: Band Music Notes by
Norman Smith and Albert Stoutamire. (San Diego: Kjos, 1979) pg.94; Compact Disk
Liner Notes, Grafulla’s Favorites: Dodworth Saxhorn Band, New World Records, 1999.)

Standard 2B: Performing on instruments, alone and with others, a varied repertoire of
music: Students perform an appropriate part in an ensemble, demonstrating well-
developed ensemble skills.

Objective: Students will describe their role as players in the band and demonstrate their
understanding of the function of their individual parts at specific points in the music and
know how those parts affect the balance, dynamics, and blend of the ensemble.
Materials: “Come Dearest the Daylight is Gone” by Brinley H. Richards, arranged by
Otis C. French. A chalkboard or marker board may also be used.

Prior Knowledge and Experiences: Students have studied and performed the selected
composition.

Procedures:

1. Using the selected composition as the basis for discussion, question students
about the overall function of their individual parts in the music (melodic, counter
melodic, harmonic, or rhythmic), how they fit into the whole composition, and
why they are important.

2. Have students identify where a particular melodic figure occurs in each section of
the music, and ask students on each part to explain what role their parts perform at
specific points, and how that affects the balance, dynamics, and blend at those
points in the music.

3. Discuss the historical background of the piece in terms of how the music was
presented in performance, or how it could be presented to heighten the emotional
or esthetic affect for the audience.

Indicators of Success:

1. Students describe various roles of performers in a large ensemble.

2. Students describe how the roles of their individual parts affect the balance,
dynamics, and blend at various points in the music.

3. Students describe the historical significance of the music and how this was or
could be used to enhance a concert performance of the music.
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Follow-up: Have students devise a performance chart as a visual representation
demonstrating the relationship between the melodic elements (melody, countermelody)
and the rhythmic and harmonic elements in a selected composition. Additionally, allow
the students to devise a method for presenting the historical information on the music and
composer to heighten the overall presentation during a concert performance.

Biographical/Program Note Information: Brinley H. Richards (1817-1885) was a
British composer, an accomplished pianist and teacher. He was born in Carmarthen,
Wales and studied music at the Royal Academy of Music in London. He later became a
member of the faculty of this prestigious school. He was the composer of many songs
and piano works, as well as being an artist. Richards is also credited with and
arrangement for full band, “Forget Me Not, Intermezzo,” which is in the Boosey Journal,
146, No.3, 1919. “Come Dearest the Daylight is Gone” was originally written as a ballad
for piano in 1853. (Notes taken from the Heritage Encyclopedia of Band Music, Volume
2, William H. Rehrig, pg. 626, and Music of the Band of the 26™ North Carolina
Regiment, Bob Lukomski and Nola R. Knouse, Editors, Moravian Music Foundation:
Winston Salem, NC and Bethlehem, PA, 2000). The original instrumentation of this
work for brass band was E flat cornet, 1% and 2" B flat cornet, E flat alto, 1% and 2B
flat tenor, and E flat bass.

Standard 9C: Understanding music in relation to history and culture: Students indentify
various roles that musicians perform, cite representative individuals who have functioned
in each role, and describe their activities and achievements.

Objective: Students will describe the contributions of Harvey Dodworth in his roles as
band leader, composer-arranger, and early band pioneer.
Materials:

1. “Rover Quickstep” by Harvey Dodworth, arranged by Otis French.

2. Pictures of Civil War era brass band instruments, video tape presentation on the
1" Brigade Band, and handouts of instrument fingering charts from Dodworth’s
Brass Band School.

Prior Knowledge and Experiences: Students have been rehearsing “Rover Quickstep”
by Harvey Dodworth, arr. Otis French.
Procedures:

1. During a rehearsal of “Rover Quickstep,” identify Harvey Dodworth, English-
born musician, conductor, band pioneer, and composer of Civil War era brass
band music. Briefly discuss the original version of the work and pass out
instrumental fingering charts.

2. Discuss the pictures of Civil War era instruments, allow the students time to view
the pictures. Discuss the unique fingering charts for the instruments, and compare
them to today’s modern instruments.

3. Show the videotape of the 1¥ Brigade Band, a historical organization dedicated to
re-enacting the Civil War era bands.

4. Discuss the historical significance of the Civil War era, the music, and the
activities of the bands. Highlight the duties of the military bandsmen and how
this relates to the military bands of today.
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Indicators of Success: Students describe the roles that Harvey Dodworth performed as
an early band pioneer, composer, and conductor.
Follow-up:

1. As a supplement to the band’s performance of “Rover Quickstep,” present a unit
on the form and use of the Quickstep and how this compares to the modern
march.

2. Bring in recordings and information on modern U.S. military bands to share with
the students.

Biographical/Program Note Information: Harvey Dodworth (1822-1891) was bomn in
Sheffield, England. His family moved to New York in 1826. He joined the New York
Independent Band, which eventually became known as the City Band. Dodworth was
later selected as the conductor for the band. In 1836, Harvey and the rest of his large
family of musicians formed the National Band, which was later named Dodworth’s Band.
He led this band for over 44 years. Dodworth’s Band was a true brass band, using no
woodwinds. Many of the band members of this famous band would eventually gain
national reputations as musicians and band leaders. Theodore Thomas, Claudio Grafulla,
and Thomas Shelton were just a few such members. The Dodworth Band went on tours
at the request of businesses, further gaining exposure and fame for the band. The band
played at Niblo’s Garden, at Daly’s, Wallach’s on Church Street, as well as in city parks.
As the band’s fame grew, they also supported many different military regiments such as
the 7% 12% 13™ and 22" The regiment with which Dodworth won his fame as a
military bandmaster was the 7 1" Regiment. During the Civil War, he accompanied
Colonel Abram S. Vosburgh and the regiment on the first and second battles of Bull Run
where he won an excellent reputation for bravery as a bugler and scout. After the war,
Dodworth’s Band continued to gain fame with their activities around New York City.
Because of his pioneering efforts in the early days of band music, Harvey Dodworth is
known as the “father of American band music.” He was truly the first to demonstrate the
capabilities of an American band, while gaining for his band the highest levels of
achievement for any band of the time. (Notes, Rehrig, page 197.)

Strategy 6D: Listening to, analyzing, and describing music: Students demonstrate the
ability to perceive and remember music events by describing in detail significant events
occurring in a given aural example.

Objective: Students will describe significant musical events in a given aural example.
Materials:
1. Recording of “Home Sweet Home,” by Allen Dodworth, arranged by Otis French.
2. Handouts with teacher-generated interview form (see step 2).
3. Audio-playback equipment
4. Chalkboard/marker board.
Prior Knowledge and Experience:
1. Students have been rehearsing “Home Sweet Home” by Dodworth/French.
2. Students are familiar with various compositional devices such as meter change,
augmentation, and texture changes.
Procedures:
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1. Play a recording of “Home Sweet Home” and have students listen for specific
compositional devices found in their individual parts.

2. Have students pair up to participate in peer-group interviews/discussions using the
interview form on the handouts. The interview questions should focus on
identifying specific compositional devices used at particular places within the
work.

3. After the students complete their interviews/discussions, lead them in creating a
master list of their findings and document it on the board.

4. Tf some of the students missed several significant events, have the class listen
again to the recording to try and discover the correct answers.

Indicators of Success:
1. Students identify and describe significant musical events in “Home Sweet Home.”
2. Students use appropriate musical terminology in describing the events.
Follow-up: Have students rehearse “Home Sweet Home,” and ask them to find
additional significant events from the use of musical descriptions and terminology rather
than rehearsal letters or measure numbers. A different musical selection in the same
genre could also be used in the same manner.

Biographical/Program Note Information: “Home Sweet Home” was written by Allen
Dodworth (1821-1896) the older brother of Harvey Dodworth, who is known as the
“father of American band music.” Allen was born in England but traveled to New York
with his family in 1826. Allen assisted his father, Thomas, and brother, Harvey, in
organizing the National Brass Band which later became known as Dodworth’s Brass
Band. Allen is credited with developing brass instruments with bells pointing over-the-
shoulder to the rear of the player so that troops marching behind the could hear the music
better. He was one of the founders of what would become the New York Philharmonic
when he and his family organized the Philharmonic Society of New York. Allen was
also a very successful dancing instructor who ran several dance studios in New York
City. One of Allen’s lasting legacies was the development of a training manual for brass
band called Dodworth’s Brass Band School. This manual provided the first recorded
instruction methods for brass band instruments and bands in America. Along with theory
training and band tactics or training methods were definitive fingering charts for the brass
band instruments of the day, as well as arrangements of select music for brass band.
Among the musical selections was “Home Sweet Home” which was listed only as “Sweet
Home” in the manual. The original composition of “Home Sweet Home” is attributed to
John Howard Payne (1791-1852), an American playwright and actor who was born in
New York City. The poem on which the song is based was attributed to Sir Henry
Bishop. (Notes, Rehrig, page 197, John Howard Payne, Clari, or, the Maid of Milan,
libretto by Payne, music by Henry R. Bishop, London: John Miller, 1823; New York:
Printed and Published at the Circulating Library and Dramatic Repository, 1823)

Standard 6E: Listening to, analyzing, and describing music: Students compare ways in
which musical materials are used in a given example relative to ways in which they are
used in other works of the same genre or style.
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Objective: Students will compare and contrast the use of thematic material in given
examples.
Materials:
1. “American Civil War Fantasy” by Jerry H. Bilik (New York: Southern Music,
1961).
2. Recording of “The Blue and the Gray” by Clare Grundman (New York: Boosey
& Hawkes, 1961).
3. Audio-playback equipment.
Prior Knowledge and Experiences:
1. Students have been rehearsing “American Civil War Fantasy.”
2. Students can recognize specific song themes from both “American Civil War
Fantasy” and “The Blue and the Gray.”
Procedures:

1. Remind students of the themes used in “American Civil War Fantasy” by playing

through the music and discussing the particular songs.

2. Play the recording of “The Blue and the Gray.” Lead the students in a discussion

of the similarities and differences in the two works.

3. Have the students write a summary of the comparison.

Indicators of Success:

1. Students locate the themes used in both works.

2. Students compare and contrast the treatment of the songs in each work.
Follow-up: Lead the students in a discussion of the Civil War era, to include topics such
as the causes and results of the war, the instruments used during the war, the types of
music performed and the bands that played them. Utilize available pictures and historical
information.

Biographical/Program Note Information: Jerry H. Bilik was born in New Rochelle,
New York, in 1933. A composer and arranger, he studied at the University of Michigan,
and eventually became the chief arranger for the Michigan Bands. He served in the
military as the arranger for the U.S. Military Academy Band, West Point, New York. Of
his over 30 known works for band, “American Civil War Fantasy” is perhaps his most
performed. Using songs that were heard at the time of the war, Bilik creates a work that
depicts the sounds and emotions of the period. Clare Grundman was born in Cleveland,
Ohio in 1913. Educated at Ohio State University, Grundman established himself as and
educator and composer of music for bands. He taught in the public schools of both Ohio
and Kentucky before returning to the faculty of Ohio State University in 1937. During
World War II he served as a chief musician in the U.S. Coast Guard. He composed
music for all three major radio networks (NBC, CBS, and ABC) and also for the ABC
Television Network. He briefly studied composition with Paul Hindemith prior to World
War II. His works are perhaps best known for their ability to draw on American folk and
popular melodies. “The Blue and the Gray” features the songs “The Battle Hymn of the
Republic,” “The Battle Cry of Freedom,” “Marching Through Georgia,” “Dixie,” “The
Bonnie Blue Flag,” “The Yellow Rose of Texas,” as well as “Kingdom Coming,”
“Tenting Tonight,” and “Aura Lee.” (Notes, Rehrig, page 303, and Band Music Notes,
Edited by Norman Smith and Albert Stoutamire).
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Standard 5C: Reading and notating music: Students demonstrate the ability to read a
full instrumental or vocal score by describing how the elements of music are used and
explaining all transpositions and clefs.

Objective:

1. Students will read a full instrumental score for a march, identify the form of the
composition, and identify transposed melodic lines.

2. Students will also discuss instrument transpositions to include period Civil War
brass instruments.

Materials:

1. “Colonel Hoke’s March” by Edward Leinbach, arranged by Otis French.

2. Multiple copies of the score.

3. Copies of instrumental fingering charts from a variety of sources.

Prior Knowledge and Experiences:

1. Students have experience transposing parts for instruments in B flat, E flat and F.

2. Students have studied the elements of music.

3. Students have been exposed to instruction in form.

4. Students have studied key transpositions for various band instruments.

Procedures:

1. Have students perform “Colonel Hoke’s March” as a group. Discuss the initial
impressions of the form of the march.

2. Have half the band perform select sections of the march that were identified as
being in a particular form or place in the overall form. Discuss with students how
to listen for factors to decide on what form a work is in.

3. Choose a section of the music, refer to the copies of the full score and have
students discuss their instrument transposition and fingerings, as well as that of
other instruments.

4. Discuss the fingering and transposition of the brass band instruments that would
have played the original version of the march.

Indicators of Success:

1. Students identify and discuss the form of the march and the transposition for
select instruments.

2. Students identify and discuss the brass band instruments, their transpositions, and
fingerings.

Follow-up: Have students discuss traditional march form, and view pictures of Civil
War period instruments.

Biographical/Program Note Information: Edward Leinbach (1823-1901) was born in
Salem, North Carolina, and devoted his life to the Moravian community of the area. The
Moravian Church traced its origins back to followers of Jan Jus (1369-1415), who was a
Czech priest and reformer. Leinbach studied in Boston and then returned to Salem. He
served there as an organist and choir director, organized the Classical Music Society,
developed and organized the Salem Band, and worked as a professor of music at Salem
Female Academy. In 1850, Leinbach is credited with changing the instrumentation for
the Salem Band from a more traditional brass and woodwind ensemble, to all brass.
“Colonel Hoke’s March” was written in honor of Major General Robert F. Hoke, who led

52



a very distinguished and storied career in the service of the confederacy. The overall
form of the march is AABBCCDD with a return to A and B with a “Fine” ending.

Standard 9C (modified): Understanding music in relation to history: Students identify
various aspects of historical information in regard to a specific historical period.

Objective: Students will identify various aspects of historical information related to
music from the Civil War period of American History.
Materials:
1. Any of the four modern editions from this document.
2. Photographs of period instruments from a variety of sources.
3. Fingering chart information from Dodworth’s Brass Band School manual.
4. Videotape presentation from 1% Brigade Band, Civil War historical organization.
5. Video playback machine.
Prior Knowledge and Experiences: Students have been rehearsing a selected work
from the four listed modern editions contained in this document.
Procedures:
1. Lead students in a discussion of period historical information.
2 Discuss brass band instrumentation using photos, fingering charts and video tape.
3 Perform selected modern edition, then comment on section that was scored for
brass only instruments.
4. Lead students in discussion of the modern full band instrumentation compared to
the original brass band (brass only) section.
Indicators of Success:
1. Students identify and describe historical information on the Civil War period.
2. Students identify and describe the differences in the instruments used between the
Civil War brass bands and the modern band.
Follow-up: Choose another music example from the four modern editions and do a
similar session. Add other aspects such as a focus on arranging for different ensembles
from an original version for brass band.

Biographical/Program Note Information: Utilize the information provided in Chapter
1 and Chapter 3.

Lesson Plan Summary/Notes
With each of these lesson plans, the intention is that the historical information
from Chapter 1 of this project, the photographs, video, and modern arrangements would
all be used as source material to the presenter. Each lesson plan serves as an opportunity
for the band director to use the performance of the published music examples, as well as

the new modern editions included in this project, as a method to teach topics associated
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with the Civil War through the music. The biographical and program note information
serves only as a starting point for developing the particular lesson plan. Directors are
encouraged to use the entire document, as well as other sources to help make the
historical presentations more effective.

The photograph and video sources that appear in this document can easily be
added to by combining these with pictures from Robert Garofalo and Mark Elrod’s book
on the Civil War instruments. Any of the arrangements provided here can be used for
rehearsal as well as performance opportunities. All the published music presented is
available and in print still today, and can easily be used for a historical presentation.

Sample Questions

Below are some sample questions that can be asked after a classroom presentation
to further assess how well the information was retained by students. These are not
intended to be the only questions asked, but serve again as a guide for further
development:

1. What are some other names for the American Civil War? (Answer: War of

Northern Aggression; War of Secession, War Between the States, etc.)

2. 'What are the dates of the American Civil War? (Answer: April 1861 to April

1865)

3. What are the four classifications of instruments used in the Civil War? (Answer:
bell front, bell up, circular, over-the-shoulder)
4. Were there woodwind instruments in use during the Civil War? (Answer: yes,

clarinets, piccolos and flutes)
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5. What types of percussion instruments were used? (Answer: rope tension drums,
barrel style, snare drums and cymbals)

6. Name a famous bandmaster from the Civil War (Answer: Claudio Graffula,
Patrick Gilmore)

7. Who are other prominent individuals from the Civil War era that had and
influence on the history of bands? (Answer: Harvey and Allen Dodworth, Patrick
Gilmore, etc.)

8. How did Civil War bands influence today’s military bands? (Answer: similar use
in musical and military capabilities, public relations, recruiting, etc.)

9. Which of today’s Army bands served during the Civil War? (Answer: U.S.
Military Academy Band, 214™ Army Band)

10. What is the longest active military band? (Answer: U.S. Marine Band)

11. What type of music did the Civil War bands perform? (Answer: original
quicksteps, arrangements of popular tunes, arrangements of orchestral music,
patriotic selections, etc.)

12. How was the keyed bugle different from today’s trumpet or cornet? (Answer: the
instrument had a series of keys similar to the saxophone or clarinet)

13. Name a prominent black musician who performed as a soloist and bandleader
prior to the Civil War (Answer: Francis Johnson of Philadelphia)

14. Name two famous pieces of music that were written during the Civil War?

(Answer: Battle Hymn of the Republic, When Johnny Comes Marching Home)
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Chapter 3
The Modern Editions

This chapter provides specific historical information about each of the four
modern editions, provides an analysis of each work, and discusses the particular choices
made in scoring the music for full concert band. The discussion of each work includes
commentary on the full modern versions in Appendix B, the brass band versions in
Appendix C, and the supplemental brass scores contained in Appendix D.

The criteria for choosing the pieces included in this project were focused on two
key areas. First, the music had to be associated with either Union or Confederate bands.
Second, each piece had to be complete, not just a collection of incomplete parts. Many of
the Civil War band part books include partial selections of Civil War music but very few
provide complete sources of music.

The Dodworth book served as the primary source of Union band music for this
project. Other sources of music such as the Port Royal Band Books or part books from
the 1% Brigade Band were considered but were eliminated due to the collections not
having complete parts. The Dodworth book had complete scores to each music selection,
and therefore seemed a more complete choice. The use of this book was based somewhat
on the assumption that the Federal bands would have had access to this book. However,
the information collected during research for this project established that Allen Dodworth
and the Dodworth family were associated with the training of bandmasters and bandsmen

for the Union Army during the Civil War. For this reason, the choice of this document as
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a source for the music examples seemed logical.™ The two works by Allen Dodworth
included in this project were taken from this manual.

The two Confederate examples were taken from the Part Books of the 26" North
Carolina Regiment, Confederate Army, published by the Moravian Music Foundation.
The part books are the only complete set of music remaining from the Confederate bands.
One example comes from Set I and one from Set II.

The brass band scores for the two works from the Dodworth manual were updated
using the Finale Music Notation program in order to improve the clarity of the scores.
The brass band scores of the 26 North Carolina Regiment from Set I and II were copied
from the scores procured through the Moravian Music Foundation. The supplemental
parts and the full band versions were also done with Finale. Appendix B contains all four
full versions, Appendix C contains the brass band versions, and Appendix D contains the
supplemental brass versions.

This chapter provides historical information on the composer and on the music.
Discussion of scoring and analysis of the modern editions is somewhat general in nature,
and focuses on decisions made in scoring the music for full band. A primary concern
throughout this process was to remain true to the original version of the composition.
This was done in order to present the music in a way that would help expose the student
(or audience member) to the historical sound of the music in the most authentic way
possible.

Each of the full versions features at least one section of the music, mainly the
original primary thematic material, scored for only the brass section of the full concert

band. The decision where to place this section in the modern editions was based on an

7 Garofalo, pp.106
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attempt to vary the style of each work and not be locked into a formula. In some of the
selections, the brass only section occurs at the beginning, and in others, it occurs in the
middle or other sections. This alternation between the original and modern
instrumentation allows the listener to hear both the new and original versions of the
music, and permits or creates staging options for performances. The director has many
options for presenting this music in live performance. It is possible to include an off-
stage or on-stage brass band to perform the supplemental brass parts. This could add a
visual aspect to the presentation. However, the music is also scored to allow the
ensemble to present the music without the additional staging options.
Historical Information

The following information is intended to allow the band director to develop
program notes for performances or lesson plans for presentation during class periods.
This collection of historical information is not intended to be the only source used, but it
will serve as a solid guide. Band directors should continue to locate sources to expand
the available material to enhance their presentations.

The “Rover Quickstep” and “Home Sweet Home” are both by Allen Dodworth

(1822-1896), and were found in the Dodworth Brass Band School. There is some

question as to whether the “Rover Quickstep” was written by Allen Dodworth or his

brother Harvey. William H. Rehrig, in his book The Heritage Encyclopedia of Band

Music, edited by Paul E. Bierley, lists Harvey as the composer of “Rover Quickstep,” but
probably refers to an arrangement of the music for band.”" However, The Library of

Congress, on its “Band Music from the Civil War Era” home page, lists Allen Dodworth

7! William H. Rehrig, The Heritage Encyclopedia of Band Music (Integrity Press, Westerville,
Ohio: 1991) pp.197.
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as the composer, and displays a cornet part from the Manchester Cornet Band Books

(Union Army) which shows A. Dodworth as the composer of “Rover Quickstep.””?

Allen Dodworth grew up as a member of a very prominent musical family in New
York City. The Dodworths were performers, composers and arrangers of music, as well
as being prominent musical entrepreneurs. The family managed the famous Dodworth
Band, which quickly gained a national reputation for excellence. The family owned a
music store, published brass band music, ran a dance academy, operated a school for
bandsmen, and was involved in the design and manufacture of brass instruments. Allen
managed the Dodworth Band with his father Thomas, while his brother Harvey, a
virtuoso cornet soloist and conductor, directed the band. Harvey Dodworth led the
famous Dodworth Band to serve during the Civil War with the 7 1* New York State
Militia in 1861. The band served in the Battle of Bull Run (First Manassas).”

Historians have argued that Thomas Dodworth, the father of Allen and Harvey,
along with his sons, was responsible for the development of the over-the-shoulder design
for period brass instruments, which has also been attributed to Adolphe Sax.” In his

book Dodworth’s Brass Band School, Allen discusses his family’s role in the

development of the over-the-shoulder design and how much better the design is for
marching troops. The design allowed for the rearward projection of the sound, making it

easier for the soldiers to march to.” Allen wrote his manual in 1853 and it is credited as

72 The Library of Congress: Band Music from the Civil War Era
<http://memory.loc. gov/ammem/cwmhtml/cwmhome. htmi>

7 Garofalo, p.106.
7 Garofalo, p.9.

75 Allen Dodworth, Dodworth’s Brass Band School (New York: H.B. Dodworth, 1853) 12.
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the first manual for music performance for brass bands in America. The manual contains
discussions about band tactics, training for bandsmen, fingering charts for brass
instruments of the time, including all the saxhorn family of instruments. The book also
provides arrangements of select music for brass band.

“Home Sweet Home” was originally listed in the Dodworth manual simply as
«Syeet Home.” “Home Sweet Home” was originally a poem written in 1822 by John
Howard Payne (1791-1852), an American playwright and actor who was born in New
York City. The poem was first set to music by Sir Henry Bishop. The tune he used was
a Sicilian air, and the work made its first appearance in the opera “The Maid of Milan” in
1832 for which Payne was the librettist.”® The words of the first stanza of the poem are as
follows:

Mid pleasures and palaces though we may roam,
Be it ever so humble, there’s no place like home;

A charm from the sky seems to hallow us there,
Which, seek through the world, is ne ‘er met with elsewhere.
Home, home, sweet home!

There s no place like home, oh, there’s no place like home!”’

The other two works used for this project were associated with the Confederate

bands and are found in the Music of the Band of the 26" North Carolina Regiment Part

Books, published by the Moravian Music Society. These band books comprise the only
known surviving music that was used by a Confederate band.”® “Colonel Hoke’s March”

is contained in Set II of the part books and was written by Edward Leinbach (1823-1901).

76 payne, John Howard, Clari; or, the Maid of Milan; an Opera, in Three Acts (New York: Printed
& published at the Circulating Library & Dramatic Repository, 1823).

7 Thid.

78 Bob Lukomski and Nola R. Knouse, ed., Music of the Band of the 26™ North Carolina Regiment
(Moravian Music Foundation: Winston Salem, NC and Bethlehem, PA, 2000)
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Leinbach was born in Salem, North Carolina, devoting his life to the Moravian
community there.

From the cover information contained in the part books, there is specific
information on the Moravian Church and its music. The church traced its origins back to
followers of Jan Hus (1369-1415), who was a Czech priest and reformer. His followers
organized a society called the Unity of the Brethren (Unitas Fratrum) in 1457. The
society was devoted to piety and congregational participation in worship. The first
permanent Moravian settlement in North America was in Bethlehem, Pennsylvania, in
1741. Soon, other settlements were founded in Nazareth and Lititz, Pennsylvania, along
with settlements in North Carolina, including Salem.

Edward Leinbach studied in Boston and then retuned to Salem, where he worked
and served as an organist and choir director of the Home Church, organized the Classical
Music Society, developed and organized the Salem Band, and became a professor of
music at Salem Female Academy, which is now called Salem Academy and College.”
Leinbach is also credited with changing the instrumentation of the original Salem Band
of Salem North Carolina, which initially had both brass and woodwinds. In 1850
Leinbach shifted the instrumentation to all brass as the development and availability of
brass instruments with valves improved.*

“Colonel Hoke’s March” was written in honor of one of the Confederacy’s
brigade commanders, who eventually became a general in the Army. Major General

Robert F. Hoke led a very distinguished and storied career in the service of the

79 Bob Lukomski and Nola R, Knouse, ed., Music of the Band of the 26™ North Carolina Regiment
(Moravian Music Foundation: Winston Salem, NC and Bethlehem, PA, 2000)

% Benny Ferguson, The Bands of the Confederacy (Ph.D. North Texas University, 1987) pp.269.
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Confederacy and was even credited with facing and turning away the Union Army’s
General Meade ®! Although the references to this march only mention the last name of
the individual, historical references to Major General Hoke’s storied career as a Colonel
lead to the belief the march was written in his honor.

The composer of “Come Dearest, the Daylight is Gone” is Brinley H. Richards
(1817-1885). Richards, a British composer, was also an accomplished pianist and
teacher.®> He was born in Carmarthen, Wales, on November 13. 1817. He studied music
at the Royal Academy of Music, and then later served on its faculty. He was the
composer of many songs and piano works, as well as being a painter. Richards is also
credited with an arrangement for full band, “Forget Me Not, Intermezzo,” which is in the

Boosey Journal, 146 No.3, 1919. He died on May 1, 1885 in London.® Richards wrote

the original version of this ballad for piano in 1853.
Discussion of Scoring/Analysis
“Rover Quickstep”

The original version of this quickstep appeared in Dodworth’s training manual in
1853. A quickstep was used both as marching music and in concert performance. The
original brass band version contained 133 measures and was scored for 1st and 2nd
soprano cornet in E flat, 1st and 2nd alto horn in B flat, 1* and 2nd tenor horn in E flat, E
flat trumpet, baritone, trombone I and I, tuba I and 1L, bass drum and cymbals. The full

band version retains the original form of the march, the 133 measure length, and the key

8 North Carolina Civil War Home Page <http://members.aol.com/jweaver303/nc/hoke.htm>

82 Bob Lukomski and Nola R. Knouse, ed., Music of the Band of the 26™ North Carolina Regiment
(Moravian Music Foundation: Winston Salem, NC and Bethlehem, PA, 2000)

83 Rehrig, pp.626.
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of A flat major. The revision offers an alternation between full band and brass band by
scoring sections of the full version for the original brass instruments.

As with each of the modern editions, the choice where to alternate between full
band and brass only was decided and marked before the entire piece was scored. This
provided a solid guide for the overall plan of each arrangement. The original brass band
score for “Rover Quickstep” contained only a percussion battery of bass drum, snare
drum and cymbal. The full band version includes a glockenspiel to add brightness to the
overall sound and to make the quickstep sound somewhat more modern.

The overall form of this quickstep does not follow what has become the
traditional march form. Generally, marches follow a somewhat set form of introduction,
first strain (repeated), second strain (possibly repeated), trio section (change of key),
break strain (sometimes called “Dog Fight™), and a final grandioso strain of 32 measures.
This quickstep has a sectional approach that is somewhat similar, but has no key change.

The work opens with a 16-measure introduction, which ends on the note “C”
scored for full ensemble. In the original brass band version, the brass group maintains a
melody with syncopated accompaniment through measure 16. The full version shifts to
full ensemble playing the melodic line in unison and at the octave to give it more drive to
the end of the introduction. The brass band version has the notes C and E natural in
measure 16, which some may feel gives more pull to the following measure. However,
the choice was made to end this section on a unison note C to create more of a
completion to the introduction without negatively impacting the move to the next section.
Measures 17 to 24 comprise a very short section which is similar to a first strain that is

not repeated.
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Measures 25 through 49 almost have the character of a break strain. This section
is a series of three 8-measure phrases all based on the same idea of dotted quarter tied to
an eighth note followed by two eighth notes, or a dotted quarter tied to a quarter followed
by two sixteenth notes. The section is built on the key of the dominant resolving to the
tonic of A flat in measure 49. This begins a shift to what sounds like a trio section
without a key change. This is the location of the shift to brass only. This section is
relatively short, only 17 measures long, but it does provide the sound and “glimpse” of
the original brass version. In this section the 1™ comet has the melody, accompanied in a
duet-like manner by euphonium. The original version was scored for 1st soprano cornet
accompanied in duet by 1* tenor horn. This brief section is technically challenging for
the melody instruments especially in measures 59 to 63, and is highlighted by sixteenth
note runs in both parts.

In the interview with Dan Woolpert, current leader of the 1* Brigade Band, Mr.
Woolpert offered a suggestion for why there were so many E flat instruments in the early
brass bands. His theory is that the E flat instruments, which are somewhat higher in
tessitura, probably more closely represented the higher pitched voices of the period. The
voices of people of the Civil War period were perhaps generally higher due to the
physical size of the individual being somewhat smaller than present day. It seems to
reason that as the modern voice register moved lower as individuals and body make up
got larger, that the focus of the higher pitched E flat instruments would have been needed
less today than during the Civil War.

The scoring for full ensemble returns in measure 67. This section repeats what

was just played by brass only. In the brass original, the accompaniment gets more
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involved behind the same two solo/duet instruments. The revised version scores this
solo/duet line for piccolo, 1% flute, oboe, 1* clarinet, and 1% alto sax instruments.
Because the difficult solo line can cause some technical troubles with full band, it is
possible to simplify the sixteenth note lines to eighth note lines by playing every other
note in the measure that feature this difficult line, measure 78. The 1* and 2™ cornet
parts are scored in the simplified form. Measures 81 through 96 provide an interesting
surprise for the listener. This section, which is two 8 measure phrases, with an arch-like
crescendo/decrescendo in the first, and an 8 measure crescendo in the second, enters in
measure 81 as a “subito” pianissimo. In the original, the scoring for the two 8-measure
phrases is identical, a melodic line in the soprano cornet with accompaniment performed
by the rest of the ensemble. In the full band version the first 8-measure phrase is scored
with the melodic line in the woodwinds only, with the accompaniment in both woodwind
and select brass instruments. The second 8-measure phrase adds the remainder of the
ensemble, with the melodic line doubled in the brass. This adds further variety to this
interesting section and increases the drama of the growing crescendo to the end of the
second section.

The final section occurs in measures 97 to 133. These 37 measures feature an
interesting grouping of phrases. The section starts with full ensemble for four measures,
a very short percussion break or extension for two measures, then the ensemble returns to
complete the phrase with two more measures. This grouping posed difficulties because
the pattern of pitches almost sounds like there is a measure missing or added. However,

this portion is retained as it appeared in the original brass version, without additions of
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deletions. This section is followed by an 8 measures phrase, another 8 measures phrase
and is followed by a 6 then 7 measure phrase to conclude the work.

The choices made for adapting the brass version to the full version presented
some difficulties. Initially, the choice was made to score the parts by a transfer of the
typical melody parts of the brass band to the concert band melody instruments, piccolo
and 1% flute, oboe, 1% clarinet, 1% alto sax, and 1 cornet. The harmony parts were
distributed amongst the second parts, with the thythmic accompaniment assigned to the
low woodwinds, low brass, horns and percussion.

With the availability of more textures in today’s modern instrumentation, it
became evident that more thought was needed to properly use the instruments. It also
became difficult to maintain the close relationship to the original sounds with the addition
of greater numbers of woodwinds and brass. Dr. Nicholas Contorno of Marquette
University in Milwaukee, Wisconsin, who has done several modern versions of Civil War
era music, often scores the woodwinds in a more “subdued” role to keep the
instrumentation sounding more like the brass band. For the editions included here, it
became more important to find a way to maintain the close relationship to the original
sounds, while not compromising the greater possible sounds of the modern band.

For this reason, it was decided to go through the work and adapt the melodic,
harmonic, and rhythmic lines with combinations of all the available instruments. The
textures will sound somewhat fuller of course than the brass only version, but the
harmonic structure is virtually the same as in the original version. As a result, there are
times when the 1% cornet, 1¥ clarinet, 1% alto sax lines shift from melodic notes to

harmony, and some of the more traditional harmony instruments, such as the 2™ parts, or
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tenor sax, euphonium, horns, will pick up some of the melodic notes down an octave.
There are, however, shifts in the melody parts played by the 1% parts at the octave to keep
the parts more practical for the player while remaining in the 1% parts.

The work ends on an implied A flat major chord, with only the root and third (A,
C) scored for the ensemble. The overall mood of the “Rover Quickstep” is upbeat or
happy. The long middle section which sounds like a break strain has the most tension,
but overall it too is relatively upbeat.

“Home Sweet Home”

The original brass band version of this work is located in the Dodworth manual
for brass band, and is in the style of a quickstep, arranged in 2/4 meter. The
accompaniment, at times, is a series of sixteenth notes, with rests on the primary beats (1
and 2) of the measure. The full band setting is a blend of this quickstep or “march-like”
character with a slower, more ballad-like approach.

The original version is relatively short; only 32 measures in length, with no
repeated sections marked, and is written in the key of E flat major. The form is
somewhat binary, with the primary theme stated in two 8 measure phrases, followed by a
secondary theme or B section consisting of 8 measures. This is followed by a four-
measure additional section that restates the end of the second theme, concluding with four
measures of this theme slightly varied.

The modern full edition is set in more of a ballad style, slower with longer note
values. The original version was used here as an introduction to a more ballad-like
revision. For this reason, the arrangement begins with the brass-only scoring. The choice

of a ballad style came as an attempt to create a contrast to the original version, allowing
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for a more dramatic difference between the two versions. This also allowed for
expanding the harmonic structure of the full version while retaining a complete setting of
the original. The shift from the original quickstep style to the ballad occurs in measure
16. The meter changes from 2/4 to 4/4 and the harmonic use of ninth chords (E flat, F, G
B flat, etc.) begins.

The new full version is 111 measures long and features two sections of brass only,
one in the opening in the original 2/4 meter and one beginning at measure 93 continuing
to measure 100 in the new 4/4 ballad setting. The full version remains in the original key
of E flat major. The opening 15 measures of the full version are a direct quote from the
original brass version. The cornet has the melody, with horn I in harmony. The original
brass band version had soprano cornet I and second alto scored for this part. This
opening permits showcasing the brass scoring early, and it is also a method to shift into a
more ballad-like approach in 4/4 meter. The opening is divided into two 8-measure
phrases, with the final note of the second phrase being the point of the shift to 4/4 meter.
This is done with a four-measure transition which begins at the change on meter. The
scoring shifts to woodwinds only, mainly for contrast, and with a syncopated stacking of
intervals to outline the simple chord structure. For variety, a ninth is added in the
harmonic accompaniment, even though this was not done in the original. The ninth, is of
course, a concert F in the key of E flat.

Little is changed or added to the harmonic structure of this or any of the original
versions to keep the basic sound as close as possible to the original version. However,
the new arrangement does add colors with the moderate addition of extended chords.

The reason for this restricted use of additional color was chosen in a similar manner to
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Dr. Nicholas Contorno’s method of masking the woodwind sounds. The ultimate goal
was to recreate the original version scored for full band to allow more musicians to
experience the sounds of the Civil War period.

After the four measure transition, the melody is taken over by the piccolo, flute I,
and alto sax I, with the accompaniment scored in the remainder of the woodwinds. The
accompaniment uses material from the original version, now set in the new meter. This
continues throughout the section up to measure 36 which shifts back into a two feel, this
time using a 2/2 meter. This permitted a half equals quarter note tempo relationship for
smoothness of transition, while also allowing a brief return to the original version’s two
feel. This section, which begins at rehearsal marking A, is scored for woodwinds only, to
contrast with the brass beginning.

The anacrusis to measure 36 is a restatement of the original theme, but this time
with the alto sax. This continues up to measure 44, with the return of the brass-only
section. Measure 53 again shifts back into 4/4 with the same metric relationship of half
equal’s quarter. At this point, the music begins to work back towards the same
transitional material that was used earlier, but now, scored in the brass, in measure 60. A
new accompaniment line appears over the original rhythmic chords, using the piccolo,
flute 2, and bells. The melody re-enters, scored in flute 1, oboe, clarinet 1, alto sax 1, and
cornet 1. This section continues until the work starts to wind down with a shift back into
brass only beginning with some solo and duet combinations in measures 85 to 92.
Measures 92 to 100 are the final brass-only section, leading into the concluding section
from 101 to 111. The final four measures use the same transition material introduced at

the beginning of the work, now as the closing. As with the “Rover Quickstep,” “Home
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Sweet Home,” and the other two selections still to be discussed, the supplemental brass
parts (Appendix C) are written so that the off-stage ensemble can follow along, referring
to measure number prior to playing the sections marked for brass only.

“Come Dearest, the Daylight is Gone”

The original version of this work is in the Moravian Music Foundation Book Sets
for the 26™ North Carolina Regiment Band. As stated earlier, the instrumentation for the
Confederate bands, at least for these sets of music, was somewhat smaller than the Union
bands. Here, the original instrumentation was for E flat Cornet, B flat Comnet 1 and 2, E
flat Alto, B flat Tenor 1 and 2, and E flat Bass. Although there was is no percussion in
the original version, this example adds some percussion parts. The original version is
very short, only 31 measures. The full version is 116 measures long and, like the
original, is in the key of A flat.

The full version begins very quietly, with either English horn or alto sax stating
the opening main melody. The choice of these two instruments will depend upon what
ecach ensemble has available. For the purpose of this project, the English horn is the more
desired texture. Gentle wind chimes sound in the background, creating a distant feeling.
This continues up to measure 16 where the ensemble enters in a transition section leading
to the first full section of music for fuller ensemble. This first section is “fuller” because
of the choice of instruments. The main theme appears in the flutes and piccolo, along
with piano and marimba. The accompaniment, which is based on the rather simple style
of the original version, is scored for the clarinets. This allowed the music to build
gradually from the simple opening section. Measures 34 to 37 are a fuller scoring of the

transition material prior to the first section. This leads to the second part of the original
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theme, somewhat of a “B” section. Now, the instrumentation is alto sax 1 and 2, and
cornet 1 and 2, with the melody accompanied by the horns and low brass. Measures 54
to 61 are a fuller version of the earlier transition material, now growing in dynamics and
leading to a simple modulation up one full step. Measure 62 begins the brass-only
section for this work, which continues to measure 77. This leads to the “B” section
theme, now scored for full ensemble. The first theme returns in measure 94, beginning a
gradual return to the wind chimes and reduced scoring similar to the opening of the
arrangement.

The choices in this arrangement are intended to create opportunities for more solo
and small instrumental combinations. The focus is still on the simple textures and
harmony of the original version and the additional percussion serves to enhance the mood
of the music.

“Colonel Hoke’s March”

This march has a different style from the “Rover Quickstep,” but it is just as
energetic. The original version has multiple repeated sections, which takes the 34
measures of music and builds it to 68 measures, adding a return to the beginning by using
a “da capo” marking which adds an additional 18 measures. The original keys in this
work are D flat major going to G flat major, with the return to D flat on the da capo. The
original form and key structure for the full band version are retained with alternation
from full ensemble to a brass-only section beginning at measure 27. This allows the full
ensemble to return on the da capo. Throughout this work, the dotted eight-sixteenth
rhythm is the primary idea. Each repeated section is unique, and gives the impression of

the first strain-second strain structure of modern marches. The key change to G flat
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major is similar to a trio section. The return to the top of the work is slightly different
from traditional march form.

The opening two measures of the work serve as kind of a short introduction. The
next 8 measures, scored for full ensemble are similar to the first strain of a traditional
march. The thematic focus is based on the dotted rhythm idea, which remains a constant
throughout the entire composition. The next section begins to shift in the manner of
alternating between brass and woodwind sections. The second section (second strain)
begins with brass and alto saxophone, then adds the remainder of the ensemble up to
measure 18, the end of the second section, and also the point of the work labeled “Fine”
after the da capo. The key change to G flat occurs at the beginning of the next section,
which is repeated, and features only the woodwind instruments. This shifts to the final
section, which is also repeated, but with brass only. This brass-only section leads back to
the da capo and a return to the full ensemble. On the da capo, the conductor can omit the
repeats or play each as written to extend the work.

In scoring the brass band pieces for full band, every effort was made to keep the
music playable for a variety of ensembles. In some instances, such as in “Come
Dearest,” the arrangements may seem very simple. The original version of this work was
also relatively simple which led to adapting the new arrangement in a similar manner.
However, the intent of this project is to provide music and a method to teach or share the
history of the Civil War with students and audiences through performance of the music.
These arrangements will serve that purpose by allowing various levels of ensembles to

experience the music.
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Summary and Conclusions

The music and bands of the American Civil War are part of the rich history of the
wind band in this country. Music written for the bands came from a variety of sources,
but most were arrangements made of music adapted for the instrumentation of the bands.
Through the music, especially music examples that are accessible to today’s modern
ensembles, conductors can share not only the history of the bands and music but also the
history of the period in general. Conductors can use the examples in this document or
adapt their own to provide students and audiences with a unique historical look back to
the Civil War through the music. If the examples here are used, the suggestions for
programming or classroom presentation will assist the presenter in developing a
meaningful experience for the audience or the student.

There were similarities between the Union and Confederate bands and music, but
also many differences, especially in size and instrumentation. Although some music may
have been played exclusively by one side, the bands shared many pieces. Further study
of this nature can come from taking more music examples and making them available to
today’s ensembles, perhaps by taking a particular look at music that was exclusively
played by one side or the other. This could develop into a series of music of Union bands
or Confederate bands. Also, other music from the period, song sheets, or popular music
that was not arranged for band can be set in the manner of the music already arranged for
bands. Some songs based on stories associated with the war would make excellent
arrangements.

This project will assist conductors as teachers and programmers for performances.

The use of this historical information and musical arrangements provides a tool to
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develop programs or lesson plans to make a meaningful presentation of the history of the

Civil War through its music.
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Appendix A
Figures

Figure 1. Coffin Case, 1* Brigade Band photographs.
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Figure 2. Coffin Case with music lyre, 1* Brigade Band photographs
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Figure 8. Bell-front, Circular, Bell-up, Over The Shoulder, four styles of Civil War
era instruments, 1* Brigade Band photographs.
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Figure 9. Clarinets, 1™ Brigade Band photographs.
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Figure 10. Piccolos and Flutes, 1% Brigade Band photographs.
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Key Bp )

1 15.6 g7 X X X %X X X X

2 213 187 x  x X X x X

3 27.2 20.9 X X X X X X X

4 3L 244 X X X X X X X

5 400 %00 X X X X X ¥

6 466 354 x x x x x x X

7 o 388 x x x x x x x

8 42.6 x

g 623 469 x x x x X
10 70,1 49.9 X X
oms e xoxx x Pipos 3. K, phomont .3 md of il Cok
12 566 x x each tone hole from the bell on representative B4 and

. ot bugles. Checks in columns four through ten show

Number of keys: 12 11 1w g9 8 7 6 which keys are included on bugleswith less than twelve.

Figure 11. Kent Bugle, Keyed Bugle with fingering chart, Robert E. Eliason, Keyed
Bugles in the United States (Washington: Smithsonian Institution Press, 1972) 30.

85



Figure 12. Set of Over The Shoulder Saxhorns, 1* Brigade Band photographs.

86



Appendix B
Full Band Scores Allen Dodworth
Arr. French
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Home Sweet Home
Allen Dodworth/Arr. French
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Come Dearest, the Daylight is Gone
Brinley Richards (1817-1885)
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Colonel Hoke's March  gqy0d W, Leinbach (1823-1901)
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Second Soprano

First Alto

Second Alto

First Tenor

Second Tenor

Trumpet

Baritone

Trombone 1

Trombone 2

Tuba 1

Tuba 2

Drums and
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Come Dearest the Daylight is Gone
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Sop 1

Sop I

Alto T

Alto IT

Ten1

Ten I

Trpt

Thn 1

Thn 2

Tha. 1

Perc

Appendix D

Supplemental Brass Scores
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Soprano Comet

Second Soprano

First Alto

Second Alto

First Tenor

Second Tenor

Trumpet

Baritone

Tenor Trombone 1

Tenor Trombone 2

Tuba 1

Tuba 2
L]

Home Sweet Home

Allen Dodworth/Arr. French
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