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PREFACE

This Treatise has been written with the object of providing for
students—both military and civil—of the Military Band musical world,
an up-to-date and comprehensive course.

The paucity of Military Band instructional literature on modern
lines has been a matter of some concern to me. My aim in the compilation
of this work has been, both to make up in some degree for this scarcity,
and to combine in one treatise a thorough guide to the three most
important aspects of this very intricate subject, viz. :—

1st.  The Individual Instruments of the Military Band.
2nd. Arranging for the Military Band from all Musical Media.

3rd. The Training and Conducting of a Military Band.

Particular attention has been paid to the historical side of the
evolution of the Military Band and its instruments.

A warning has been given to the embryo arranger, of some of the
numerous stumbling blocks he will encounter ; for example, the treat-
ment of various idioms found in works for the pianoforte.

An endeavour has been made to help the amateur conductor to
avoid crude errors in style.

I have tried to make this book essentially practical, useful alike for
study and for reference, and I hope that it will prove to be an asset to
both teacher and pupil.

I wish to thank my many friends for advice and help in the correction
of Froof sheets, which work has been found to be very exacting. Particu-
larly would I thank :—

Bandmaster F. Marks, A.R.C.M.,

Major J. L. Judd, M.B.E., Mus. Bac,, F.T.C.L., L.R.A.M., AR.C.M,,
Director of Music, Royal Signals Band.

Bandmaster A. J. Allen, AR.C.M.,,

who by their invaluable aid and suggestions have so ably contributed to
the success of this book.

My thanks are also due to the Professors and Students of the Royal Military
School of Music who have so willingly given me their assistance, and especially to
Mr. George Savage, L.R.A.M., A.R.C.M., for his great assistance in dealing with
the notes and charts on the modern Horn.

Lieut-Col. H. E. ADKINS (Ret.)
Kneller Hall, Twickenham. Late Director of Mustc,
May, 1931. The Royal Military School of Mustc.
Revised Edition,
Aldershot, 1941.
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THE EVOLUTION OF THE MILITARY BAND

Since the beginning of recorded history, music of some kind has
played a major part in the lives and affairs of mankind.

In all nations, from the earliest times, music has been the accompani-
ment to feats of arms, serving the twofold purpose of inspiring the troops
to fight, and as a method of conveying orders and commands. It was
used, in time of battle, as a means of exciting that passion which the most
eloquent oration would fail to inspire.

The term “ Music ”’ is, however, applied with reserve, implying only
that sounds were produced by the use of implements which are the natural
precursors of our musical instruments.

As the development of bands has followed the development of instru-
ments closely, it is necessary here to touch on the evolution of our modern
instruments.

The earliest instruments of which we have record are the Harp and
Flute (Genesis, Chapter iv, where Jubal, son of Lamech, is mentioned
as the Father of all such as handled the Harp and *Organ).

Reference to Drums also is found in the earliest records.

In various forms, simple and ornate, the Drum has been used through-
out the ages by all savage tribes and races for their religious and war-like
ceremonies. Not only have the savage races used it, but the civilised races
also, for it is well known that since wars were fought between nations, the
Drum has always played a part in the pomp and ceremonial that went
with war in those days. Even to-day, Drums are used in the British Army
for drill purposes, apart from their use in the Band. Also in many savage
countries the Drums used to-day are identical with those used many
hundred of years ago. In parts of Africa, Drums are used as a means of
sending messages from one village to another ; this is known as “ Grape-
vine Telegraphy .

Among cannibal tribes, human skins have been used as drum heads ;
specimens of such drums are to be seen in the museum at Kneller Hall.

The earliest reed instrument is the Flute. We first see it really
mentioned as such in tae Old Testamer* (1st Book of Samuel, Chapter x,
verse §), where there is mention of a “ company of Prophets coming down
from the high place with a psaltery, and a tabret, and a pipe, and a harp
before them . There is also a reference in the Book of Daniel, Chapter
ili, verse 5, where it is definitely mentioned as Flute.

It is interesting to observe in the Chapter from Daniel mentioned
above, the words “ Ye hear the sounds of the cornet, flute, harp, sackbut,
psaltry, dulcimer, and all kinds of musick .

This Flute is said to have been made from reed, bone, wood, or
horns of anumals.

*When originally translated, from the Hebrew, the word Organ should have read Flute, as the
interpretation given is obviously wrong.



This dates us back to the time of the Babylonians, but it is an un-
doubted fact that the Flute was used by the ancient Egyptians in the
time of the Pharaohs many centuries before. Illustrations of Flutes are
to be seen on the Pvramids of Gizeh and Memphis, and other tombs.

“ Pan’s Pipes ” were also derived from the original Flute pipe. They
consisted of several reeds strung together, and were extensively used by
the Hebrews, Greeks, and Romans.

An interesting legend gives an ingenious explanation of the way in
which it was discovered possible to produce a musical sound from a
hollow tube ; it reads as follows.

A young Egyptian maiden, of verv ancient times, while sitting idly
ruminating on the banks of the Nile beside a large mass of bullrushes,
suddenly heard curious sounds issuing from the reeds, which she, rather
fearfully, attributed to some form of witchcraft.

Being very alarmed, she ran away as fast as her legs would carry her
back to her home, where she related her story.

The resulting gossip reached the ears of one of the wise men of Egypt,
who investigated the truth of the tales which had come to his ears.

After a certain amount of watching and listening at the same
spot where the maiden had sat, it was discovered that these sounds only
occurred when a breeze was blowing, and that such sounds came from the
tops of broken rushes which of course left a hollow tube exposed to the
breeze, thereby producing a similar effect to that of blowing across the
hole in a hollow door key, or the aperture of a bicycle pump, or in fact any
other hollow tube.

Some of the sounds heard by the wise men were in many cases ethereal
and beautiful, as the canes being broken off, obviously in different lengths,
would naturally give sounds of varying pitch, so that both discordant and
beautiful harmonic effects were produced.

There seems to be no doubt, even if the above legend cannot be
substantiated, that the Pipes of Pan were evolved in some such manner.

Later we hear of pieces of wood of definite length, with holes pierced
in them. This was followed by the really useful invention of adding keys
to the instrument, thus facilitating the production of semi-tones.

These instruments were developed along several lines, and we have
the slightly different type of instrument evolved, which was known as
Hautbois, Schalmey, Chalmeau, and various other names—these now
correspond to our modern Oboe. The Hautbois or Oboe is recorded as
having been used in the following countries before its use in Europe—
Hindustan, China, Arabia, parts of Africa, and ancient America. Old
pictures prove that a crude form of Oboe was used by the Romans, and
this has also been seen in the paintings and sculpture of ancient Egypt.
The Oboe was definitely in use 1n England during the reign of Edward III
(1312~77). It was then known by the name of ““ Weaght ”, the king having
three weaghts in his private band. The origin of the name weaght lies in
the fact that the night watchman or “ castle weaght > had to carry a very
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crude form of Hautbois on his rounds. In the fifteenth century, the Haut-
bois formed the nucleus of the bands of the period, probably owing to
the intensity of tone, and its carrying power.

Even to this day, in some parts of Germany, the word Oboist means
a Military Bandsman, and Oboe-Meister a Military Bandmaster.

In China, at the present time, the native musicians use an instrument
exactly similar to the primitive Oboe or Hautbois. The tone is excru-
ciating.

From this family of instruments also, came the Clarinet and Bassoon.
The origin of the Bassoon is the Bass-Pommer, although under the name
of Bombos, it was used by the ancient Greeks. This instrument, as we
know it to-day, has been evolved more by gradual improvement than by
sudden invention. It is still the most imperfect of our instruments.

Brass instruments, in a similar way to the Reed, have been derived
from what might be called a common ancestor, namely, the Horn.

The history of the Horn is almost identical with that of the Trumpet
and Sackbut (Trombone) for the first part of their existence. There has
been gradual improvement similar to the Bassoon, rather than any influx
of inventiveness.

Paintings and plates which are to be seen at the British Museum go
to prove that these instruments in their very crude form were in use at
the time of Moses. It is possible to see illustrations of their use 2,000
years ago. At that time these instruments were all called Trumpets, but
that does not mean the Trumpet as used to-day.

They were made of tortoise shell, thigh bones of animals, bark of
trees, horns of animals, ivory tusks, etc. These instruments were highly
coloured, decorated and carved. Sometimes they were covered with
leather or painted and etched in the most flowery style.

In the German translation of the Bible by Luther, he interprets the
“ Keren ” as the “ Trompete > and the ‘ Khatsotsrat ” as the trombone
(the latter, in this case, being merely a tube, probably a little longer than
the trumpet).

The antiquity of these instruments can be gauged from the fact that
in the History of the Jews by Josephus, mention is made of David, who
commanded that 200,000 silver trumpets should be ordered for the use
of the Israelites ; these instruments to be made after the style invented by
Moses. The army of the Israelites used these trumpets for their military
ceremonies and displays ; in the Book of Joshua, Chapter vi, the Trumpet,
and the sound of Rams’ Horns, are freely mentioned throughout in dealing
with the capture of Jericho by the Children of Israel.

Later, the horn was used as a signal for war, each commander having
his “ Horn Master . In mediaeval times, the reward for valour was a
horn or bugle.

From the foregoing can be seen the number of uses to which these
ancient instruments have been put. As time went on, however, these
instruments from being all of the same family character, became separated
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into individual instruments, with their own peculiar characteristics,
developing into the Horn, Trumpets, and Trombone, etc.

References to a Military Band, or at least to instrumentalists perform-
ing at Military evolutions, can be found in records dating back to the
pre-Christian* era. A good example of this being at the siege of Jericho
by the Children of Israel, when, to quote the Bible, ¢ the armed men
went forth led by the priests who blew on trumpets >.

This example, and the example from the book of Daniel, Chapter ii,
both go to prove that even apart from a musical combination heading
a Military formation, it was customary to lead even religious processions
in this manner.

It must be understood, however, that no fixed combination of instru-
ments was used in early times, but from various records it seems that
Flutes, Trumpets, and Drums, were the usual complement of the * band ”,
used either singly or in combination. It is fairly certain, however, that
the efforts of these musicians were directed solely to producing the greatest
possible noise, and it is extremely doubtful whether any musical effects
were produced or even desired.

In Greece, in the early days of the Christian Church, it is placed on
record that numbers of instruments played together. This was probably
the first attempt at forming a Band. These primitive instruments were
used principally to accompany singers, although from the records we
possess, it would appear that they merely played the same notes as sung.

Before the twelfth century, popular music was in the hands of roving
musicians, known as Troubadors, who were outside the pale of the law,
and could not take part in any Christian Sacrament. This was caused
through the attraction of their free and lawless existence, which brought
many followers, and caused severe edicts to be made against them.

_ These wandering musicians preserved for us many old melodies
which would otherwise have been lost. They rarely played together as
a band, except on special occasions such as fetes or festivals.

Trumpets and kettle drums were used exclusively by nobles and
Princes. It is on record that the band of King Henry VII consisted of
fourteen Trumpeters, ten Trombones, four Drums, two Viols, three
Rebecs (stringed instruments with three gut strings tuned A,D,G, and
played with a bow), one Bagpipe, and four Tambourines.

In 1587 Queen Elizabeth’s band included ten Trumpets and six
Trombones.

The term ““ Band >’ was not used until the nineteenth century.

The Military Band proper was first introduced into England from
Germany. But, prior to this, we have record of the Royal Artillery having
a numt_acr of men who were trained as musicians, and also in the Guards,
where in 1662, we are told that the Band of the Scots Guards consisted,
in common with other Regimental Bands of the period, of Drums, Fifes,
and Bagpipes. Bands in Regiments were not officially recognised at that

* By the pre-Christian ers, is meant before the birth of Christ.
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period. Any that then existed were maintained entirely by their own
officers. The members of these Bands were often coloured men, especially
the Drummers. Units competed with one another in.the splendour of the
uniform of their Bands, and in the number of men in them, but no effort
was made to co-ordinate the pitch of the instruments of the various Bands,
with the result that there was chaos, and British Army Bands compared
most unfavourably with the Bands on the Continent, which had reached
a fairly high state of efficiency.

In the latter half of the seventeenth century, progress was very
marked under the influence of Louis XIV of France (1643-1715), who
employed Lully to organise his Bands and to compose music for them.

Charles II, during his exile in France, was struck by the Band of
Hautbois there. When, in 1660, he returned to England, he introduced
these Hautbois into the Horse Grenadier Guards. This was popular, and
in 1685 a Warrant was issued by the King  Authorising the entertainment
of twelve Hautbois in the King’s Regiments of Foot Guards, and that a
fictitious name shall be borne on the strength of each of the other com-
panies quartered in the Country, with a view to granting these musicians
extra pay .

Of the development of this Band of Hautbois, W. T. Parke, in his
¢ Musical Memoirs *°, says “ The Bands of the three Regiments of Guards
consisted, in 1783, of only eight performers—two Oboes, two Clarinets,
two Horns, and two Bassoons. They were excellent performers on their
instruments, and were paid by the month, being well paid. They were
not attested, and only played from the parade at the Horse Guards to
St. James’ Palace while the King’s Guard was mounted, and back again
from there to the Horse Guards. Lord Cathcart, an officer of the Cold-
streams, desired the Band to play during an aquatic excursion to Greenwich.
This the musicians deemed to be incompatible with their respectable
musical engagements, and they declined to do it. The officers, who had
to subscribe, and were responsible for, the pay of the Band, became
desirous of having a Band which they could command on all occasions,
and a letter to that effect was written to the Duke of York, Colonel in Chief
of the Regiment. The Duke, who was at that time in Hanover, consented
to the wish of his officers, and with the approval of the King, a Band of a
much larger number than hitherto employed, and composed entirely of
Germans, was sent over. It consisted of twenty-four members and included
Clarinets, Horns, Oboes, Bassoons, Trumpets, Trombones, and Serpents,
ghile three Black men were employed to beat Tambourines and carry

rescents.”

This was the forerunner of our present Military Bands, and was in
fact, the same kind of Band as used in Germany at that time. It may be
of interest to trace the development of that type of combination in
Germany.

The idea originated from the Jannisaries, part of the Turkish Army.

Each corps of Jannisaries had a Band which consisted of three or more
 Zarnas ’, two or more instruments of the same kind but pitched an
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octave lower, and one or more Fifes. The “ Zarna” was an instrument
similar to the Hautbois, but blown by means of a peculiar cup mouth
piece, in which was enclosed a small but very hard reed. This, when blqwn,
produced a penetrating and far sounding note. These, with the Fifes,
were the melody instruments. They played in unison or octaves, and
produced a most piercing squeal. The accompaniment consisted of one
large Kettle Drum, two small ones, three or more Drums similar to our
Tenor Drums, and one big Bass Drum (one side of which was beaten with
a heavy felt-headed stick, and the other side with a kind of broom, sound-
ing the unaccented beats of the time), one pair of very large Cymbals, two
pairs of small ones, and several Triangles. The effect of this combination
is impossible to imagine. It must be heard to be understood, because the
sound must have been barbarous. This Band was stationed near the tent
of the Pasha in charge of the Jannisaries, and while they were in battle,
played continuously to stimulate the combatants.

The Western Princes observed this custom, and admired the pictur-
esque appearance of the turbanned orientals. To gain the favour of
Frederick II of Prussia and the Elector of Hanover, the Sultan presented
them with a complete Band of this description. These Bands, however,
were soon depleted by death and other casualties, and the oriental instru-
ments were gradually replaced by home made ones. Hautbois took the
place of Zarnas, Bassoons the place of the big Zarnas, while Horns and
Trumpets were added, and the Kettle Drum discarded ; but those instru-
ments of percussion which had previously been unknown in European
Bands—Bass Drum, Cymbals, Triangles, and Crescent, kept their place.
For a long time it was the custom to have these instruments played by
negroes, dressed in resplendent uniforms. The Crescent lost a lot of its
simplicity and dignity when it was decked out in all sorts of little bells,
stars and the like, to give it a smart appearance. It was in this state that
it was introduced to the British Army, where it was immediately and
irreverently christened “ Jingling Johnny .

¢ Jingling Johnny ” was the precursor of the more up-to-date upright
Glockenspiel, which was shaped like the ancient lyre, from the curved
ends of which hung tufts of bright hair. The metal bars, which were
struck by a small hammer, were between the arms of the lyre. The whole
was carried by means of a short pole and a sling around the waist of the
performer.

It would seem as though persons responsible for the formation of
some‘of our Bands, were keen admirers of the Janissarie music of the
Turkish Army, where predominance of shrill tones, and the clangorous

reifeflbzrations of gongs, cymbals, and other percussion effects were keenly
relished.

The pernicious custom of attaching one cymbal to the Bass Drum, to
be struck by its fellow in the left hand of the Bass Drummer, is obviously
an inheritance from this type of music, and has nothing to commend it.

On the contrary it is retrogressive, and links us with the savage
rhythmic impulse of a progressive but primitive era.
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To revert now to the Duke of York, and his introduction of the German
Band into England.

The innovation met with almost universal approval, and Regiments
of the line were allowed by War Office to raise similar Bands at their own
expense. They allowed a certain number of men from the ranks to be
trained as musicians, but ordered that all expense for the purchase of
music, instruments, etc., and for the pay of the Bandmaster or professional
instructor, should be borne by the officers. Many notable* Bands were
formed in this manner, through the rivalry between the officers of different
Regiments. Highly skilled foreign musicians were engaged as Band-
masters, and instrumentalists, and the best instruments procurable at
that time were bought.

_ The Napoleonic wars with France show numerous records of the
important part played by the Regimental Bands in action. One reference
to the Battle of Salamanca says that the 32nd Regiment of Foot were able
to recapture their Bass Drum, which had been lost to the enemy at the
Battle of Corunna.

Thus it is proved that Bands of that period were taken actually into
the line of action, but as musicians and not as fighting men.

The period of peace which followed the Napoleonic wars gave the
British Army ample leisure to develop its taste for Military music. No
sooner had the war fever subsided, than attention was immediately directed
to Regimental Bands.

Our crack Regiments, now at the zenith of their extravagence in
musical matters, spent enormous sums on their Bands, for the rivalry
between Regiments was exceptionally keen.

It must be understood, however, that the entire welfare of the Bands
depended on the enthusiasm and pocket of the officers of the Regiments.
It has been said that this system, where the Bands were maintained by the
officers, was more beneficial to Military music than that in vogue now.

This may be, but it is certain that it took the official recognition of
Bands tp create the highly efficient organization that is seen and heard
to-day,;¢because, despite the keen rivalry between Bands, there was
still the’same confusion of pitch and organization until the War Office in
1857 realised the necessity for co-ordinating the Bands of the Army, and
for that reason established Kneller Hall.

The necessary stimulus for this came about through an incident that
would make the modern Military Bandmaster shudder.

At Scutari, in 1854, the British troops comprising the Army of the
east destined for the Crimea, held a grand review on the birthday of Queen
Victoria. There were some sixteen thousand men on parade, and whilst their
appearance and marching were perfect, what a tragedy occurred when the
massed Bands struck up God Save the Queen ! Not only was the National
Anthem scored in different ways, but it was pitched in different keys in
addition ; and all this before the military attaches and staffs of the allied
armies. No wonder that a staff officer wrote afterwards that * it rather
spoilt the effect of the review ”.



The British officers must have realised for the first time what an
amount of money they had been paying for very indifferent music.

This debacle was a blessing in disguise, it exposed the necessity for
the standardization of Bands, and stirred into action men who had the
welfare of the Military Band at heart, and whose qualifications gave them
the right to demand reforms.

Greatly impressed by the disastrous state of affairs was James Smyth,
Bandmaster of the Royal Artillery, who, in the company of Henry Schal-
lehn, a former Bandmaster of the Seventeenth Lancers, approached the
Secretary of State for War on the subject, but with rather doubtful success ;
officialdom still regarded Military Bands as a luxury.

Schallehn, however, had the good fortune to have the patronage of
the new Commander in Chief, the Duke of Cambridge, under whom he
had served in the Seventeenth Lancers.

H.R.H. needed very little prompting concerning the state of our
Military Bands, as he had campaigned in the Crimea and was present at
the Scutari fiasco.

He at once took the matter in hand personally and, aided by the
practical advice on training and education of Smyth and Schallehn,
suggested the formation of a Military School of Music, to be provided by
the Government but kept up at the expense of the Regiments of the Army.
The scheme was agreed upon and took practical form in the establishment
of a “ Military Music Class * at Kneller Hall on March 3rd, 1857.

This was the inception of the Royal Military School of Music, estab-
lished to train Bandmasters for appointment to Regiments of the British
Army. It was also meant to stimulate the acquisition of musical knowledge
amongst our own countrymen, by training young men and boys as com-
petent instrumentalists for the various Regimental Bands, and by holding
out to them, if they improved and developed sufficient talent, a prospect
of obtaining remunerative employment as Bandmasters.

The immediate effect of these improvements was to raise the status
of Military Bands considerably. Composers for the first time got a con-
ception of the capabilities of this hitherto despised branch of musical art,
and open air music was lifted into a superior position.

_As its name implies, the Military Band was originally a group of
musicians, employed by Military people for Military functions. But with
its newly created importance the name referred to a set combination of
wind instruments both reed and brass, together with percussion.

Military Bands sprang up all over the country ; towns and villages,
large manufacturing firms, and other organizations such as the Police Force
and the Fire Brigade, all had their Military Bands though none of the
performers were Military men. The combination however retained its
original name, obviously because of its Military origin.

The Military Bands of our towns and villages were nondescript

organizations, being, more often than not, the manifestation of goodwill
towards music on the part of certain members of the community, but just
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as frequently they were exhibitions of the inefficacy of goodwill without
proper direction.

However, a marked improvement was shown in the musical outlook
of the general public, and the Military Band became an established and
recognised art factor.

But time waits for no man, and evolution proceeds at a remarkable
pace.

This was equally applicable to the Military Band as to any other
subject, so that despite the numerous improvements made, more were
constantly sought.

Early in the twentieth century, great discrepancies existed in the
number and variety of instruments used by the different Bands, thus
handicapping the arrangers and, in consequence, limiting the scope of
the Bands themselves.

In the year 1921, the Commandant of Kneller Hall called a conference
of the Directors of Music to the Army, Navy, and Air Force, so that the
question of the instrumentation of the Military Band could be discussed
and standardized by competent authorities.

The outcome of that conference is effective to the present day;
established order is now to be found in all Government Military Bands,
and, in a lesser degree, in the civilian Military Bands also. If we take a
survey of the usage in different countries, we will find wide divergencies.
This is dealt with by the Author in the Chapter “ Foreign Military Bands

Rapid strides were made from then onwards; a few composers
realised its possibilities and wrote music especially for its use, so that to-
day, the Military Band is a highly trained and efficient organization,
whose capabilities, as the author has so frequently demonstrated, are
practically inexhaustible.

The proof of this lies to a great extent in the hands of contemporary
composers.

If only they can be brought to consider seriously the Military Band,
and, recognizing its potentialities as an art factor, be induced to write
works suited to its genus ; taking into account its remarkable variety of
voicing, and its infidite shades of tone colour, then only will the efforts of
the numerous pioneers of the Military Band have been honoured.

The Royal Military School of Music, Kneller Hall, Twickenham, celebrates
its Centenary (1857-1957) and in addition to training Bandmasters of the
British Army, it now has several students under training throughout the world.
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CARE AND MAINTENANCE OF BAND INSTRUMENTS

This chapter is written with the object of assisting Bandmasters and
Bandsmen to take proper care of their instruments, which not only saves
the Band Funds undue expense, but improves the intonation of the Band
itself, and safeguards the health of the individual Bandsman.

GENERAL

Immediately after use Reed instruments should be thoroughly dried,
mouthpieces rinsed in a solution of Condy’s Fluid and wiped dry, the
reed should be wiped clean, or, in the case of the Oboe and Bassoon, cleaned
with a small feather while damp. Keywork should be wiped over to
remove perspiration, which in time will corrode any metal.

With Brass, valves and valve casing should be dried, slides emptied
of excess moisture, and mouthpieces rinsed in Condy’s Fluid.

Drum skins and snares should be loosened, and springs on the
damper action of Bells, Vibraphones, etc., released.

String instruments should be wiped to remove surplus resin, and
bows should be unscrewed.

REED

The mechanism on any instruments should be dismantled as little as
possible, and seldom (if ever) for the purpose of cleaning. To clean the
bore of Flutes, Oboes, Clarinets and Bassoons, a cotton mop, or pull-
through of silk or soft flannel, pulled through from the small end of the
bore to prevent it from becoming wedged, will suffice. A slight dressing
of linseed oil should be applied after cleaning, care being taken to avoid
oiling the pads of keys.

For exterior cleaning, a soft brush should be used to remove dust
under keywork, the burnt end of a match will remove coagulated grease
and dirt from springs, ctc., and finger holes should be cleaned with a soft
pipe cleaner and methylated spirit.

A heavy dressing or bath of linseed oil annually or half-yearly is
recommended for the preservation of wooden instruments. When this is
done all keys must be stripped to ensure that no oil touches the pads.
Care must be taken to dry the instruments thoroughly before reassembling.
Springs and rods should be sparingly oiled with light mineral lubricating
o1, z.e., cycle oil or motor engine lubricating oil. Screws should be slightly
loosened and a drop of oil placed on the screw head to ensure that screws
work freely. Olive oil should never be used as it contains a high per-
centage of moisture, is sticky, and attracts dust, which tends to clog
light mechanism, and will eventually encourage rust.

The small vents in Bassoon crook and Oboe keywork should be
cleaned with a sharpened match. A pin or similar article “ waggled ”
round the hole will enlarge it and cause bad intonation.
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THE TREATMENT OF A BASSOON REED

1. In the case of a reed being too hard, the player can close the blades
of the reed by slightly flattening the wire nearest the blade. Another
method is to shave from the middle of the reed towards the blade
of the reed with a razor-blade or a sharp pen-knife. But this must ke the
last resort. On no account should the wire farthest away from the blade be
tampered with, as this affects the bore of the reed, and causes leakage
when it is put on the crook of the instrument.

2. If the reed is too soft, two methods can be used. Firstly, by opening
the blades. This could be done by pressing the sides of the wire nearest
the blade. Secondly by cutting a minute fraction off the blade of the reed,
ensuring that the reed is placed on a piece of glass or any other smooth
but hard surface. This again must be the last resort.

3. Special atrention should be brought to bear on the cleanliness of
the reed, by using pipe-cleaners which are inserted at the bore and passed
through the blade. Very small feathers are also useful for this, but special
care must be exercised, as they may cause the reed to split down the
centre. The fitting of the reed on to the Crook is very important—the
player should ensure that the reed fits tightly to avoid leakage.

Bassoon and Cor Anglais crooks should be soaked frequently in
warm soda water and afterwards pulled through with a piece of silk
attached by thread to a piece of old ’Cello string, remembering to insert
the string in the smallest end of the crook. Chromium should be rubbed
with vaseline, particularly round crevices and parts where the surface may
be broken.

Care should be taken to always replace hard or damaged corks,
pads and lapping as soon as possible. In addition to keeping key actions
noiseless, cork has an important function in the balance of keys, controlling
the height a pad rises above its vent. As a general rule, the smaller the
hole the less the pad should rise, just sufficient vent to give a true note.
Thus it will be found that keys near to the mouthpiece rise less than those
near the bell. Keys which work together should be equally balanced.
Care should be taken to keep the pads soft and free from oil or excess
moisture, or the skin will shrivel and become hard and uneven, and of
course will leak. To test for leaks, stop one end of pipe and close all holes,
blow cigarette smoke through, and even if no smoke can be seen escaping,
a small brown nicotine stain on a pad will show where the trouble lies.

Ebonite is a rubber composition and liable to perish, it should be
kept free from oil and is best cleaned with chamois leather. Lapping
should be kept firm but not tight, and greased with vaseline, the socket
into which the lapped joints are fitted should be frequently cleaned and
greased. As far as possible sheet cork should be used for lapping. It
should be fixed with Shellac which resists the action of moisture. Failing
this prepared linen lapping may be used, but care should be taken to
wind evenly and avoid any rocking when the joint is finished.

Shellac, either solid or liquid should be used for all corks and pads,
ordinary glues are sensitive to moisture and after a spell of dry hot weather
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pads and corks will drop off. Reed covers should be kept clean and dis-
infected. Finally, cases should be brushed out frequently and the outside
rubbed with oil or polish to preserve the leather or cloth.

BRASS

The outside of silver instruments can be easily cleaned with warm
soapy water. For Brass instruments use polish which does not contain
Vitriol or other strong acid. Not only does a strong polish wear the
brass, but more important still, the residue, if left round the numerous
joints and stays, rots the solder, and pieces of tubing, and slides, etc.,
commence to leak and fall away.

The utmost care must be taken in the cleaning of valves. The walls
of the passages through a valve are extremely thin and should not be
scraped or prodded with any hard substance. Valves should not be
polished bright, a few hours soaking in a cup of common lemon juice and
then warm soda water, will remove the most stubborn deposit of verdigris.
A piece of soft cloth and small sponge are all that should be used on a
valve. The inside of the valve casing should be carefully cleaned, par-
ticularly the 1” or so at the bottom, where metallic particles are pushed
down by the valve. If this is left to form a deposit and corrode, it will soon
produce a sticky valve action. The screw caps at each end should be kept
bright and clean, the threads cleaned and greased, and the spiral springs
oiled. Valves and slides that have become loose through cleaning or unfair
wear will leak and cause a “ fuzzy ” tone, they should be plated and refitted.
Slides should be firm but greased and easy to remove, before new grease
is applied, the old dirty grease should be removed, and the slide wiped
clean. Valve corks have a most important function, not only do they
obviate noise, but are fitted to make the openings of the valve passages
coincide exactly with the openings of the adjacent slides and compensating
tubing. Too large or too small a cork results inn a small eliptical aperture
instead of the correct circle, causing a “ wheezy ” tone, and sharp notes,
particularly when two or more valves are used in combination. To test
for leaks remove all slides and test each length of tubing in turn with
smoke. In the case of Trombones, remove the bell and mouthpiece, close
both ends of the slide and try to throw off the outer slide. If it leaks it
will drop off, but a good slide will spring back to the closed position.

Care should be taken to depress the corresponding valve before
removing a slide, otherwise in pulling out the slide a partial vacuum is
produced and air escaping down between the valve and the outer casing
will eventually cause a strain and leak. The whole tubing should frequently
be flushed through with a solution of Condy’s Fluid, and periodically a
little rabbit shot should be used to break the lining of residue which forms
inside the smaller tubing, once loosened in this way it may be easily washed
out. This should be used in conjunction with hot soda water.

Care should be taken to see the mouthpieces, shanks of Cornets,
French Horn Crooks, and the mouthpiece pipe of Basses, etc., are kept
free of this noxious lining, a piece of frayed Bass String or small wire



13

brush will answer the purpose. The bow of the outer Trombone slide
quickly collects filth, pushed down by the stockings on the inner slide,
which should be removed frequently with shot, and the bore of the inner
slides cleaned with a rod.

Water key corks are a constant source of trouble and should be
removed as soon as any suspicion of leakage occurs. Coiled water-key
springs should not be oiled, but the flat type of spring on Cornets, strould
be oiled occasionally. When mouthpieces, shanks and slides become
stuck, the ferrule should be lightly tapped with a small wooden mallet, a
little patience will often work where force is of no avail. Slides when stuck
can often be released by a little judicious twisting and rocking.

Heavier instruments should not be laid on gravel or other rough
surfaces, a scratch is more difficult to remove than a dent. Rasses and
Euphoniums should not be stood on the Bell unless supported by a rack
of some kind.

DRUM KIT

Woodwork of Xylophones, etc., should be slightly oiled occasionally.
Xylophone beaters, bell hammers, etc., should be soaked in water to keep
heads firm.

All chromium should be frequently greased to prevent peeling,
particularly round joins of stays or struts.

Skin of Tambourines should be damped and dried slowly to keep
them taut.

Snare heads should be examined to see that wire bound snares are
not cutting the vellum, a small piece of vellum should be inserted between
snares and hoop on each side. Drums with screw bracing should be
greased round each stay. Working parts of Vibraphones need oiling and
the rubber bands on pulleys lightly dusted with resin to secure a grip.
Tympani screws shoullzl be kept greased and heads well lapped. Tubu-
phones should be examined to see that felt supporting the tubes is soft
and in place. Xylophones should be examined to see that the rubber-
covered stops between notes are in place, a spare piece of rubber tubing
should be kept to replace perished rubbers, but care should be taken not
to overdo the oiling (linseed oil) of Xylophone notes as this tends to
make the notes soft and spongy.



4 PART I
INSTRUMENTATION OF MILITARY BANDS

TABLE OF THE RELATIVE PITCH OF INSTRUMENTS

Before proceeding to deal with the individual technicalities of each
instrument, it is considered advisable to tabulate all the instruments
in order, so that the student will be able to ascertain the pitch of any

instrument at a glance.
In the majority of cases the note “middle C” will
be taken as the pivot for the instrumental trans- =

position.

There are, however, cases where this note is not in the compass of
an instrument (Piccolo and Bp Bass, for example), in which case the
octave above or below will be taken as an alternative.

The table will consist of :—

A—NON-TRANSPOSING INSTRUMENTS.
(i.e., Instruments of Concert Pitch.)

B—TRANSPOSING INSTRUMENTS.
(i.e., Instruments not of Concert Pitch.)

The given list includes instruments that are used only occasionally,
and also instruments which are gradually being replaced.

A. B.
F}ute (Concert). " Flute Dp. Bp Cornet.
*Piccolo (Concerr). 4 1 Piccolo D. 9. Bp Trumpet.
Oboe. Ep Clarinet. ro. Bp Baritone.
Bassoon. 5. Cor Anglais.
1. Tenor Trombone. Bp Clarinet.
2. Bass Trombone. ¢ gy Soprano Saxophone.
1. Euphonium. Eb Alto Saxophone.
3. Eb Bass. Bb Tenor Saxophone.
L. *Bb Bass. 7. Eb Baritone Saxophone.
String Bass. 8. Horns Ep or F.

*The Piccolo and String Bass though they sound an octave above and below the written
note respectively, have been classed as non-transposing instruments, because they play in
the same key as an Instrument of Concert Pitch.

NOTE.—Students are earnestly advised to commit the following list of
instruments to memory, as it is this particular aspect of the
Military Band which causes the most confusion.  Military
Band nstrumentation, scoring and general knowledge, depends
upon the instant recogmtion of Transposing and Non-Trans-
posing instruments.
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The Bp Tenor Trombone, the By Bass and the By Euphonium are
termed Bp instruments because their natural series of Harmonics
is on Bp, the generator. They are termed Concert pitch instru-
ments because when the performer plays C the actual note
C is produced.

This_ instrument .is _called G Trombone because its natural
series of Harmonics is on G, the generator. It is called Concert
pitch (l:)ecause the note C is produced when the performer
plays C.

The Ep Bass is so called because it is built in Ep, the natural series
of Harmonics being on Eb, the generator. As in the case of the
Bp Bass, the instrumentalist produces C when the note C is played.

Nearly all Military Bands have adopted the Concert pitch Flute and
Piccolo, but as the Db Flutes and Piccolos are still in use, they will
be dealt with in their respective chapters.

The Cor Anglais is not a wholly recognised Military Band instru-
ment, but it is sometimes used to produce the intended effect desired
by any composer.

The Soprano Saxophone is occasionally used in the Military Band,
but, as yet, it is not considered as essential. When used, it generally
plays from the Oboe part.

The Baritone Saxophone, like the Soprano Saxophone, is also
seldom used, not yet being considered essential to the absolute
requirements of the Military Band. When used, it reads from the
Bassoon or Bass parts.

Though Horns are sometimes written for in both Eb. and F in
Military Band music, the F crook is invariably used, the
instrumentalist making the necessary transposition.

Some Military Bands, especially Cavalry Bands, use the By Trumpet,
the instrumentalist reading from the Cornet parts.

The Baritone is gradually being replaced by the Tenor Saxophone,
as it is not now considered essential to the Military Band.



INSTRUMENTATION

Piano Sounds.
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compass.

TABLE A
NON-TRANSPOSING INSTRUMENTS

To be in tune the Concert Flute will play

To be in tune the Concert Piccolo ® will
play

To be in tune the Oboe will play

To be in tune the Bassoon will play

To be in tune the Tenor Trombone will
play

To be in tune the Bass (G) Trombone will
play

To be in tune the Euphonium will play

To be in tune the Eb Bass will play

To be in tune the Bp Bass will ® play

To be in tune the String Bass ® will
play

Note.

sounds an octave higher than written. Middle C is out of the

The middle C is not in the compass of the B Bass.
The String Bass sounds an octave lower than written.
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Piano Sounds.
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TABLE B
TRANSPOSING INSTRUMENTS

To be in tune the Dp Piccolo will play
To be in tune the Dp Flute will play
To be in tune the Cor Anglais will play
To be in tune the E Clarinet will play

To be in tune the Bp Clarinet will play
To be in tune the B Soprano Saxophone
will play

To belin tune the Ep Alto Saxophone will
play

To be in tune the By Tenor Saxophone
will play

To be in tune the Ep Baritone Saxophone
will play

To be in tune the F Horn will play

To be in tune the Ep Horn will play

To be in tune the Bh Cornet will play

To be in tune the By Trumpet will play

To be in tune the By Baritone will play
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COMPASS AND TUNING NOTES OF INSTRUMENTS

As in the case of the pitch of instruments, it is considered advis-
able that the student should see as a whole a Tabulated Diagram,
which will show at a glance the compass and tuning notes of all the
instruments which are being studied. As a tuning note, Bp has been
taken, but it must be borne in mind that this does not give a good note
for every instrument to tune on.

This Tabulated Diagram appears on the following page.

It is impressed upon the student that the notes seen in the diagram
are those which are played (or fingered) and not the actual notes
produced.

Note.-—thre two compasses are given, the one in brackets will
be the practical ; the other the théoretical.

THE GROUPING OF INSTRUMENTS

The instrumentation of the Military Band is divided into three
groups :—

I.—WOOD WIND. III.—PERCUSSION.
Flutes. Bass Drum.
Piccolos. Timpani.
Oboes. Side Drum.

® Cor Anglais. Tubular Bells.
Clarinets. Glockenspiel.
@ Saxophones. Tubuphone.
Bassoons. Xylophone.
Triangle.

II.—BRASS. Castanets.
Horns. Cymbals.
Cornets. @ Celesta.
Trumpets. Tambourine.

@ Baritone. Vibraphone.
Trombones. Chinese Drum.
Euphonium. Anvil.

Basses.

) Not regularly employed.

@ Though the Saxophone is made of metal it is classed as a wood wind instrument because
the sound is produced by a single reed.

@ Rarely used.
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The complete Set generally consists of :
1 Conductor 1 Solo and 1st Bp Cornet
1 Concert Flute and Piccolo 1 2nd Bp Cornet
1 D} Flute and Piccolo 1 Bp Trumpet
1 Ep Clarinet 1 1st and 2nd Horns in F
2 Solo B Clarinets 1 3rd and 4th Horns in F
1 1st Bp Clarinet 1 1st Trombone
1 2nd Bp Clarinet 1 2nd Trombone
1 3rd Bp Clarinet 1 Bass Trombone
1 1st Bassoon 1 Euphonium, Treble Clef
1 2nd B