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INTRODUCTION

| have chosen to research the period of the brassl Imovement's
history that | consider to be its formative yedrkis is the period of 1860-
1930, which includes the peak in the 1890s, folidviey the decline in
numbers from the First World War. Despite thigtadecline in numbers,
the standard of musicianship was not affected asdhiappily continued to
make progress up to the present day. The movenasnalso now spread
world-wide, and | have made reference to this fa&hapter 1.

My research is designed to highlight the music Wwhi@as composed
and arranged during this chosen period of histbhys research could not
be completed without examining the social and @mritental conditions
of the time, which includes a more widespread labkthe ‘Romantic
Period’ as a whole. | have researched these améscentred on the
‘Romantic Period ‘to explore which influences aftst the brass bands
and their composers.

It was necessary that | studied the written worka aumber of brass
band historians to support this study, and | wanatknowledge their
influence upon this research. The names that fobog in order of the
year they were published: J.F.Russell and J.H.Eli886); A.R.Taylor
(1979); Violet and Geoffrey Brand (1979); Cyril Bhridge (1980);
Trevor Herbert (1991); Roy Newsome (1998). Thougiseful back-drop,
these books were, in the main, a more general ataafuthe birth and
development of the movement, which gave me a faiow#o build upon
when looking at the specific period 1860-1930. rAside my research, |
have also created a catalogue of selected musjedglay the secular and
Salvation Army bands.

Since this research is designed to highlight ahef many and varied
influences upon the brass band music of this tim&ave therefore
researched the numerous publishing houses that weesistence, and
those that were established to supply the demahdbkeofast-growing
brass band movement.






CHAPTERONE

SHORT HISTORY OF THEBIRTH AND GROWTH
OF THEBRASSBAND MOVEMENT

The information provided in the following pages vattempt to add
another insight to the history of the brass bandiean@ent, commencing
with a brief résumé of the early beginnings andaghoof the brass band
movement leading up to the present day. There atgrder of books and
academic theses which have provided an importackdvep to my
research. These have been listed in my Introductiomwill begin with a
look at the evidence that the brass band movenehith beginnings as
early as 1809.According to Cyril Bainbridge:

‘...another of the earliest bands and almost cert#i@yfirst example of a
colliery band was the Coxlodge band which datackito 1809, when
Mr. Turner and some 1717 employees of the BurradwhCoxlodge Coal
Company of Newcastle-upon-Tyne formed an amateassbband. “As far
as can be ascertained that was the beginning dirties band movement
in the country,” claimed a writer in the industriahgazine Coal in 1948’

Besides Coxlodge band, there are accounts writtdraieds formed a
little later in 1814 at Stalybridgewhile 1815 sees the formation of
Kirkbymoorside band, North Yorkshifélhe formation of the now famous
Black Dyke band took place in 181&nd the equally famous Besses o’th’
Barn band emerged in 1818as well as further formations at Stanhope in
1823.The Stanhope band was financed by the Londmad L.Company,
who encouraged the formation of other bands inWhardale villages
around the same peri6d.842 saw the formation of a famous band from
the North East at Harton Colliery. Harton Collidrgnd would have been a
small brass combination, while the earlier bandsildidhave employed
woodwind, trumpet, horn, keyed-bugles, ophicleided serpent§There
is written evidence of instrument purchases atinkbymoorside, band
where it is recorded in the Parish Archives thatit@hal instruments at
the cost of £22.18s.0d were purchased in 1815.0fther consisted of a
serpent, two bassoons and two horns. An interegqiimigt is that the



4 Chapter One

instruments were the property of the inhabitants tbé town of
Kirkbymoorside®

During the period 1860-1930 brass bands occupietnaortant and
distinctive place in the British musical and socié, although only
latterly have historians begun to acknowledge fhat. Many hundreds
and thousands of bandsmen provided the opportdaitythe working
classes to hear serious music. (see Figure 1.l)@@afecordings and
broadcasts of bands were available, bands prowedégitainment in the
parks, agricultural shows, garden fetes, and palitind religious marches
on a regular basis. Although today, these eventsirage in some areas,
they are certainly not as widespread. Brass batitisake part in some
functions and it is still necessary if bands aredoeive funds for their
survival, but owing to the decline in the numberbahds, it is not what
one would call a regular feature. The brass bandement has suffered
times of decline when a large percentage of baref#t wut of existence.
This is highlighted inThe Heritage of the North East Brass Band
Movement’ where research was focused on the North East gfaRd.
Across the whole of England the number of bandsiogao function was
much greater. These declines were due to unrdbeinarious industries
created by the ‘Industrial Revolution’ where thesldee in the availability
of work led to strike action. This was particulaynphasized in the
mining and cotton mill industries throughout theaession years of 1876-
1896 The result was a great deal of unemployment whiclught about
wide migration to areas where employment was abvi@ilaDespite this
unrest the movement reached its peak in the 18®@fsre further decline
took place as a result of World War 1, (1914-18)d ahe depression
which followed in the late 1920s and into the 193Dsring this time
mines and steel foundries were closed, again cqusimest in the work
force. Strikes became a frequent event, and peayperienced a great
deal of hardship, about which, more will more Wik said in a later
chapter. Further decline was to be evidenced dukvgrld War 2,
although a number of bands did continue to functlout contests were
abandoned during the period of 1939-1946.
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Figure 1.1 North Skelton Band

In the earlier years, bands were male-dominatedgwainly to the
predominantly male-ordered society. However, theisipmg of women
through the suffragettes, and the creation of lallesving women to vote,
brought women into a more prominent social positibhere followed a
marked increase of women into the bands during tMafar 2, making up
for the fact that so many bandsmen had been cafiefdr war service. It
has to be said that some bands continued to pieefee male-dominated,
especially in the more famous bands, such as Gnonge Colliery, Black
Dyke, Brighouse and Rastrick to name but a fewhe Balvation Army,
included women in their bands, especially in theléer corps, for the
same reason as the secular bands, because theotkemad also been
called up for military service in the forces durikigorld War I. In the
more well-established bands women were excluded iigo the 1970s.
Even in 1974, the introduction of a lady into then8erland Millfield
Salvation Army band caused quite a stir though timevband has a high
percentage of women players. The brass band mawemoev has some
very good female musicians who now take an importafe in the
movement, one example being Sheona White, who pieeyEb tenor horn
in the Yorkshire Building Society band. She istsaccompetent player
that she is engaged as a soloist and has toureseageto Australia In this
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rest of this chapter other aspects of the moveméhbe discussed, such
as the technical improvement of brass instrumextte time, personalities
who had an influence on the movement, as well bsranfluences, such
as church, village, and volunteer bands, and theaspof the brass band
movement throughout the world.

Individualswho contributed to the birth and growth
of the brass band movement

Any history of the brass band movement is inconepletithout
recognizing the influence of certain individual$iefe follows a brief look
at musicians who each made a significant contdiputo brass bands
throughout the birth and growth of the movement.

Louis Jullien (1812-1860)

Dave Russell suggests ‘that nobody did more to @macpe the habit of
concert-going among the working and lower middiesseés and to make
other potential concert promoters appreciate thgbopular audience
existed, than the conductor/promoter Louis JullfieThe following
information is gleaned frorhife of Jullienby Adam Carse, andopular
Music in Englandby Dave Russelff Jullien was born in France, the son of
a French Military bandmaster in 1812. He came tgl&md in 1840 where,
during a ten year period, he promoted and dirediitelen series of
promenade concerts throughout the London area. Rewsome has
suggested in his booBrass Rootsthat it was at one of these venues that
Enderby Jackson (also chosen as one of the cotar)usaw and heard
Jullien with his orchestra in a theatre in Jacksdmme town of Hull,
giving Jackson the desire to follow suit in bringjimusic to the same class
of people as Julliel? Jullien engaged a variety of soloists for his cotsge
such as a star cornet player by the name of Hernikoenig. Dave
Russell says that the early generation of brassidraen travelled long
distances to hear Koenig pl&Y.

In 1844 Jullien presented three successive yeatsrmaferts at Covent
Garden, one of which featured a newly composed \igriKoenig,Post
Horn Galop,* Jullien also later introduced the public to thestiDi family
who played the saxhorns. (this family will be dissed later). One could
speculate that this was the first time these sa¢harere heard and seen
on the concert stage. The Great Industrial Exlobitf 1851 saw another
of Jullien’s spectacular presentations in the fafmthe Great ‘Exhibition
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Quadrille’ performed by an orchestra and four miljt bands, making a
total of two hundred and seven participafitdullien’s contribution to the
working and lower middle classes was outstandirtgarn of his orchestra
came characters who were to have a major contibut the brass band
movement in years to come people such as John 8lafio be dealt with
later), and Enderby Jackson.

Ender by Jackson (1827-1903)

Jackson was born in 1827 and was the son of @amalandle maker.
Roy Newsome says in the bo8kass Roots!:Amongst the customers of
the family business was the Hull Theatre Royal, nhthe footlights
consisted of three long rows of candl¥Eslt was at this theatre that
Enderby went to hear Louis Jullien’s orchestra, aere he first began
thinking about taking on the role of a promoter &gtfi in later years. He
studied music with local teachers and took on themmoth task of
learning several instruments, including French hgsiano, flute and
trumpet. In addition to these practical areas oimuhe was also taught
harmony and composition. Enderby Jackson was preserhe first
organized contest in 1845 at Burton Constable ridali. This was
organized by Sir Clifford Constable after hearimgnfi his sister-in-law
that she had witnessed a similar event in Frarioga$ here that Jackson
was a member of Sir Clifford’s private dance bawtlich was in fact a
quadrille bandLater Jackson attended the Industrial ExhibitiorHiyde
Park in 1851, here an account of which is recorked.F.Russell and
J.H.Elliot’'s book,The Brass Band Movementhere it records a statement
by Enderby Jackson himself.

‘In the 1851 exhibition | first met Mr. James A.MeY of Stalybridge and

Mr. Tallis Trimmell of Chesterfield, both were ndt&lidland (sic) young

musicians, full of ardent zeal spreading the lof/enasic broadly among
the teeming population of operatives and minersrosuding their

centralized districts Both questioned me closelytton reported progress
of excellent amateur brass bands in Yorkshire,iqaarly of the system

of prize gifts at fetes, fairs etc., in the EastliRy. After an interview or

two, they suggested that as rail facilities wepgdly progressing, it would

be wise for deputations from the bands to visit thidbway managers
seeking their cooperation in bringing distant batwa suitable center. |
would arrange convenient times and farés.’

Out of this conversation arose the Bellevue BraasdBContests
which have proved to be an integral part of thedbamnscene ever since.
Jackson’s contribution by way of compositions ahedped establish the
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production of original works for the movement. Atantest held in the
Hull Zoological Gardens in 1857, it was recordedt thackson composed
the test pieceondesborough Galofy.

Again in 1858 he composed the test piece for aesbnheld at
Sheffield entitledvenetian WaltZ* In his early years Jackson’s influence
was mostly in the North, but later spread throughbe United Kingdom,
which was made obvious by a report in the Daily egedph which
commented on the first contest to be held in thetlswof England.
Apparently on the 0and 11" of July, 1860, a contest of Brass Bands
was held at the Crystal Pala@eThis contest was to be a major landmark
in the history of brass bands.

Roy Newsome points out:

‘It may also be seen as a turning point in the bgment of
instrumentation, with the start of significant mewewards the format of
the modern brass band. Keyed bugles, trumpetsFamach horns had
almost disappeared, and in their place were coraeid saxhorns.
ophicleides were still in use, as was the brasinetaand three trombones
were to be found in many of the larger barfds.’

These far-ranging influences make it clear that g Jackson had a
major impact on the brass band movement.

John Gladney (1839-1911)

There are three band trainers who helped in estab{j the brass band
movement, who will be discussed in order of dafesih. John Gladney
was born in Belfast in 1839. He was a clarinetsstd at one time a
member of the Hallé Orchestra. After hearing blassds he began to take
an interest, in leading them, and in so doing becamvery successful
band trainer, especially with bands such as Melthdilts, Kingston
Mills, Besses o'th’ Barn and Black Dyke, to namdea. It has been
suggested that John Gladney was the most domiigame fparticipating in
the Belle Vue Contest a letter toBrass Band New¥.Gladney made a
statement concerning the number of instrumentsshatld be used in a
contest the outcome of which was that the comtinatiow used for
today’s bands.

The music that was played in the early days ohtbeement depended
upon the conductors to supply their own arrangespeas publishers had
not yet commenced publishing sufficient music. Tibject of music and
publication will be dealt with in more detail latekt the contests, ‘own
choice’ pieces were the order of the day, and Gadnras involved in
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this, and many of Gladney’s arrangements were setecfrom operd>

Gladney was also involved with an important eventhie life of Black
Dyke when he accompanied the band on a six monthdb Canada in
1906. He has been described as the father of s trand® His success
was never equalled, and as an arranger he helpabligis the format of
the modern brass baAd.

Edwin Swift (1843-1904)

Swift was born in the town of Linthwaite in 1843isHather was a
hand loom weaver, and at the age of nine young Edaimmenced work
as a shuttler in his local miitHe was already finding music a worthwhile
activity as Russell and Elliot suggests:

‘Many hours were spent on the roof of a coal-homkere he practiced the
flute. Soon his attention was transferred to theneband he became a
member of the local brass band when he was onliften

By the time he was fourteen he not only was thellsasolo cornetist,
he also took on the responsibility of Bandmasteis lkhterest in
composing and arranging brass band music meanthéhatpent every
available moment writing. Unfortunately this happénat his place of
employment, so while he should have been weavingehéected his work
to concentrate on music ideas. Of course this sebaunded on him and
after producing faulty work he had to be disciptifer his misdemeanour.
Eventually, after driving himself too hard he suéfg a break-down which
led to him giving up playing the cornet, instead ¢tencentrated on
conducting and became a full-time professional basicer at the age of
thirty-two. He was very fond of saying “I am a weawy trade and
professional musician by accident.” In 1874 thethwaite band won ten
first prizes at contests, which included the Bellee Championships.
Among the other bands he was involved with weredsdeorge band and
Wyke Temperance. As a composer, Swift had a nundfemworks
published by T.A. Haig, and his arrangements wéra bigh quality, in
particularBayreuth Berloz's Faust,Meyerbeer'd.'Etoile du Nordand the
overtureWilliam Tell**Though his background was of humble origins and
he was self-taught as far as his music career wasecned, he
nevertheless became a key figure in the brassWwarld.
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Alexander Owen (1857-1920)

Owen was born in 1857, but information about hithband parents is
not recorded, though we do know that he was broughtin an
orphanagé’ He joined Stalybridge Old band at the age of elemad
became a fine cornet soloist. It is also recortiedl &t the age of sixteen he
became the conductor of the baAtater he conducted a number of bands
as their professional teacher including BessesRxtim, and Black Dyke.
In 1905 he took Besses o'th'Barn band on tour tanEe, and after the
first concert in Paris, he received a decorat@fficer de I'instruction
publiquefrom the French Authorities. During 1906-7 he cacteéd Besses
in a world tour® Besides being a fine conductor and band traineditie
many arrangements for the varied bands to plapwas choice’ pieces at
contests. Since bands were constantly in needvaf ‘choice’ pieces for
contests, Owen was able to meet this demand, abidge points out:

‘His arrangement oReminiscences from Rossimas played at no fewer
than 27 contests and another of his selections Bertioz's Damnation of
Faustwas performed at 21 contest$.’

It was during the period of the 1880s and 1890t @heen arranged most
of his contest selectiorf3,as a conductor and band trainer he was very
successful in the contest field, and his experiamite Besses o'th’ Barn
band demonstrates. Besses o'th’Barn gave 27 copéefirmances under
his baton, winning no fewer than 20 first priZ&sle died in 1920, but his
name has not been forgotten, with an award givenualy as a
scholarship for brass players aged under eighteen.

John Henry lles (1871-1951)

Violet Brand said, ‘In 1898 a man burst on the sceith enthusiasm,
and for almost half a century it was he who prodidiee national unity
which bandsmen were unable to provide for themsefVdles was born
in Bristol, and he became a successful businessimraia local vicinity. It
was whilst he was in Manchester on the first Monote$eptember 1898,
which happened to be the Belle Vue Contest day,hitbavas encouraged
to attend and listen to the brass bands. He lataievef this experience:

‘| regarded the suggestion of attending the Maneheontest as anything
but attractive. | was, however, persuaded to gad, then | heard these
bands which had been described to me as ‘wonderfuls not too much
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to say that | was positively astounded....| came afay that contest a
completely converted enthusiast for their cad®e’.

Later he wrote a letter fbhe Times:

‘When | first heard our champion bands at BelleWu&898 | made a vow
that | would do my best to make the country sinthwaippreciation of the
remarkable talent among our workers. Like most feeopthose days, to
me the very name of brass could only mean noised&ubrd, and | had
the musical surprise of my life when | heard theaying as if for their

lives in the Belle Vue Championships. It took mensaime to realize that
| was listening to amateurs and working mé&h.’

All of this led to lles becoming a major figure time brass band world in
the 1900s. To help in his venture he became prigpraand editor-in-chief
of the British Bandsmanand the owner of the music publisher R. Smith &
Co. Ltd., which had been founded in 1857. He wasrd@ned to bring the
North’'s bands to London and to renew the Crystdhd®acontest which
Enderby Jackson had organized previously. Thiswenvas successfully
achieved by the support of Sir Arthur Sullivan, ahé National Brass
Band Championships was established, which continieeay. The
National Brass Band Championships continued to dédd ht the Crystal
Palace until 1936, when the palace was destroyefirdayWorld War 2,
(1939-1945) was the only time the contest was rad,hbut it was
reinstated in 1946 and continues today. Besidexbksiting the National
Championship Contest, he was engaged in otheritésiwhich have
affected the brass band movement. In 1913 he cosionid the first
original test-piece for use at the Crystal Paladsich was composed by
Percy Fletcher and entitldchbour of LoveThe practice of commissioning
an original work was extended to Belle Vue in Septer 1925 when
Henry lles became managing director of the Belle \Bardens. He also
organized the tour of France by Besses o’th’'Barndbaccompanying
Alexander Owen, and received the decoratio®fffcer de I'instruction
publiquealong with Owen.

In 1925 took over the role of Patron of the NatloBeass Band Club
in 1925 adopting their Contest Rules, and impleenbhem at the Belle
Vue and Crystal Palace contests in 1933. lles hachbnour of being a
Past-Master of the Worshipful Company of Musiciaasd regularly
conducted the massed bands in the concerts hdlieadnd of Crystal
Palace, Belle Vue and later at the Royal AlbertlHgee Figure 1.2)
Henry lles was awarded the O.B.E. for his servioanusic and especially
the brass band movement. One description of thisareable man who
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gave so much to the movement seems apt he hasdeseribed as’ the
ageless fairy godfather of brass band mu$ic.’

Barclays Bank
National Brass Band Championships

of Great Britain

under the gracious patronage of Her Majesty The Queen

Royal Albert Hall — London

— D Cameron Mc

Figure 1.2 Programme Brass Band Contest
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Samuel Cope (1856-1948)

Cope was the son of a West Country bandmaster,wawa teacher,
composer and conductor. Cope was encouraged taigunsisic by his
father and as a young man played the cornet, micaod the organ.
Unfortunately he had an accident later in whicHds¢ one of his fingers,
and was unable to continue with his organ plajfigwas clear that Cope
was very interested in administration, and this ldoe the avenue that he
would take. He had obviously become concerned aheutots and unrest
that occurred at some of the contests and he wiatéd address this
problem when, in September 1887, he founded andispeld the first
edition of theBritish BandsmanTrevor Herbert says of Sam Cope:

‘Founder ofThe British Bandsmara ubiquitous self-made musician who
advocated forward looking benevolent and educatistwemes for
bandsmen and who saw “No reason why Tom, who piagscornet
should be in a lower social or musical grade thackDwho plays the
violin.”*? Sam Cope had conceived the idea of starting thgariiae in
1887 to try and improve the position of brass barmas in the musical
world.*®

Wright and Round had already produced and publishgmhper which
dealt solely with the interests of brass bands, amd published in
Liverpool in 1881. Sorhe British Bandsmanyhich appeared in 1887,
was to further the progress of all areas of bramsding. Cope was
particularly concerned about the lack of contrad amles at contests, with
the bands in general not able to come to agreemast how the rules
should be implemented. The first area of concers i@ behaviour at
contests, where unruliness seemed to be rife Thedeen reports of this
bad behaviour for some time and even occasions lineradjudicators
were manhandletf.Cope was a composer and adjudicator, although this
was not his main area of influence, as was notasveabln 1890 he
succeeded Richard Smith as the editor of the Clamp@rass Band
Journal, and it was in this capacity that he coregopieces for this
Journal. Among his other duties, he was to be tiesiéent of the London
and Home Counties Amateur Brass Band Association.

Brass band instruments, their invention and developments

There are a number of books which outline the itises and
improvements made to brass instruments through yéwers, so this
research will give only a brief résumé of this af@wing to the fact that
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records of the instrumentation are rather spar$senbt possible to give an
exact description of the instrumentation in useolefthe 1830s.
Kirkbymoorside Town band, in North Yorkshire is oeeample where it
is possible to identify some of the instrumentsuge, for in 1815 they
purchased a serpent, bassoons and French fidrhe. horns used at this
time were natural horns, where a series of crooks mequired to change
the pitch where necessary. The rotary valve systégnch is in use today,
was not available at this time because it was patgnted in 182¢. Other
bands like Cleggs Reed Band 1818 (later becomingsée o'th’Barn
band), and Peter Wharton’s band, 1816 (forerunfigh® Black Dyke
band) would have consisted of woodwind and bfa&oy Newsome
points out:

‘Most bands of this early period had between 10 dAglayers. Clegg’s
Reed band 1818 comprised three clarinets, a pic@lkeyed-bugle, a
trumpet, two French horns, a trombone and two Ibasss plus a bass
drum.”®

The writer surmises that the melody instruments ld/ichave been
keyed-bugles and clarinets, since there is evidéimaeclarinets were in
use in the late nineteenth centdfylrumpets were used before the 1820s,
and they like the horn would have required croakfehgthen the tubing
as needed. Development of brass instruments wasatif progress was
to besgnade. J.F.Russell and J.H.Elliot suggestthis progress began in
1778:

England became involved with this process througimeks Halliday
who made a chromatic bugle horn in 1810 by plakigs along its length
- the beginning of real progre¥sJ.F. Russell and J.H. Elliott suggests:

‘There was a constant urge towards improvementshé@ instruments
themselves, so that the interaction of instrumeuns performer and
performance on instruments may readily be perceived

Two characters who were to have an important placéhe technical
improvements to the brass instrument were Blimmmel &t6lzel, who
developed the valve system which later opened apwy forward for
brass bands. There are conflicting accounts of dhtes when this
happened, though it seems to have been between &B8661810.
Blummel had his model made by Gruesling & Sctand by 1814 they
manufactured a cornopean, known in France as timeéa-deux-piston.
Stolzel in the meantime, had developed a rotglinaer-valve action
and had it patented in 1820. It is generally acehat Stolzel gave us
the valve system. By 1830 the instrument firm ofldack in Amsterdam
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had brought the cornopean on to the market, whizh adopted by British
brass bands up to the 1840#nother instrument which featured in the
early bands was the ophicleide, which was inveritedl817 by the
inventor Halary (see Figure 1.3) who had seen thed&-bugle invented
by James Halliday in 1810.

Figure 1.3 Ophicleide in the collection of instrurtseat Durham University

In England, inventions were still proceeding witbhd Shaw, a
Derbyshire farmer who invented a ‘traverse springthod for trumpets,
French horns and bugles in 189% Stalybridge Old Band throws some
light on how these inventions came into use inftrenation of the early
bands. Formed in 1814 in a Lancashire mill towr,ldand was engaged to
take part in an event leading up to Easter Sunaag,the instruments in
use were: trumpet, two French horns, bugle honpes#, two bassoons,
bass horn, four flutes, four clarinets, cymbalsindrand triangle, (the use
of the bass horn would have been the keyed-buglention). It is
recorded that some twenty years later, between 188P 1839, one
cornopean was added to the instrumentatioA. further example of
instrumentation used by the early bands is asvislldBBramley Old Band
was established in 1828 as a brass and reed bamgrisong: four
clarinets, bugle, two trumpets, two French horespent, two trombones
and drum; it is assumed that the bugle was a kbyetk>® (see Figure
1.4)
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Figure 1.4 Keyed-Bugle in the collection of Instemhat Durham University

It was mentioned earlier that cornopeans had beeseé for some time
in France, and in 1832 they came into use in Emyldames Walker, who
lived in York, acquired one of these instrumentd &armed a brass band
of twenty-four players in the early 1830s. lan Jarsays that it would not
have borne any resemblance to the modern brass Hand

Reference to the serpent was made in the previeason, and its
function would have been to provide the bass toh#menony (see Figure
1.5). The instrument had been around for a lomg tifor it was known
first in France before 1600, and later in the eighth century it was
introduced into the British Military bands.

There is mention of the serpent iinder the Greenwood Tredy
Thomas Hardy, referring to the village band. Durihg 1790s there were
designs of varied sizes, one of which was the hass-which was
mentioned in the instrumentation of the Stalybridiged earlier. It was
bassoon-like in shape, with the bell facing upwafds
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Figure 1.5 Copy of a Baudoin Serpent by Christophark Instruments

Finally we arrive at the time in history where thetruments produced
were to become the modern brass band instrumemtafidolphe Sax,
born in 1814, was the son of Charles Sax, who wamstrument maker
himself in the Belgian town of Brussels. Adolphéngd his father and
commenced working between the late 1830s and 1&4®se instruments
known as saxhorns, and saxophones. In 1842 he ntovearis and set up
his business in the city and it was here, in 1848t he patented these
instruments. Sax was instrumental in providing itiegruments that were
to establish the brass band we know of today. Hehedped by the visit in
1844 of the British musical family, the Distin fdgmiwho were on tour at
the time and visiting Paris. They met Sax and wergressed with his
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saxhorn family of instruments and eventually addgteem for their own
music. John Distin was a band-boy in the South DeMditia and at the
age of fourteen became principal trumpeter. Latethe age of sixteen, he
joined the Grenadier Guards band and commencedy udalliday’s
keyed-bugle. In 1837 he commenced touring withfémsily, which now
included his four sons .They undertook touring caigps throughout
Britain, but their first performance was as a brastet in Edinburgfi
When they embarked on their tour of Europe, thiest Engagement was
in Paris, where their instrumentation is recordedaaslide-trumpet, a
cornet, a keyed bugle, a French horn and tromBoréter meeting Sax
and having the saxhorns demonstrated, they wereegspd and decided
to use them in their quintet and, what is moreptomote them in the
United Kingdom. By the time of the Burton Constalllentest in 1845,
bands were now using the Adolphe Sax instrumestshe following list
will reveal:

1. Lord Yarborough's Brocklesby Yeomanary Band (leadeB.
Aceyl): four cornopeans, two sax tenors, three bones, one sax
bass, two ophicliedes. Test piecegelection of Sir Henry Bishop's
Works.

2. Holmes Hull Tannery Brass Band (leader Tom Marti@milar
instrumentation, but the leader played a sax cearmstons. Selection
from Mozart’'s Twelfth Mass.

3. Hull Flax and Cotton Band (leader James Bean).nBéso played
cornet-a-piston Hail Smiling Morn.

4. Malton & Driffield Band entered as Wold Brass ba(idader
James Walker). Walker played Db soprano cornethe Bther
instruments were one sax cornet-a-pistons, twoap@ans, two valved
French horns, three trombones, one ophicleide, soh® valved bass
and one valved tuba. Music frdRossini's Barber of Seville.

5. Partington Band (leader James Dalton). Three Caaagp one
trumpet, two trombones, one ophicleide and thrapesds. A pot-
pourri of Country Airs?®

The following section will give further informatioabout the birth and
growth of the Brass Band Movement and the modestnimentation.
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Theinfluence of church and village bands
upon the brass band movement

Another area that helped create the brass bandmenmteas we know
it today are the church and village bands. Theahbecame the centre of
the public’'s music with the rise of the village c¢tiu band, which had
come into being after the Puritan edict of 1644icwtabolished organs in
places of worship? J.F. Russell and J.H. Elliot write:

‘The Lord and Commons in Parliament, the betteratsomplish the
blessed Reformation so happily began and to reroffeaces and things
illegal in the worship of God, do ordain that adipresentation of the
Trinity, or in any open place within this Kingdorhal be taken away
defaced and utterly demolished... And that all orgamd frames or cases
wherein they stand in the church and chapels aateshall be taken away
and utterly defaced, and none other hereafter gén their places. And
that all copes, surplices, superstitious vestmeatgjs and fonts aforesaid
be likewise utterly defaced When-unto all persorithiv the Kingdom
whom it may concern are here required at their | periyield due
obedience®

During the Commonwealth 1649-1653, professionaygia of violins,
lutes and flutes, who had been performing in treatites and at Court,
came into the villages, teaching the rural popatathow to play these
instruments. This took place in the taverns anehalgeses, and ultimately
the professionals bequeathed these instrumentseio tural friend$?
These instruments were varied, and MacDermott & bdok The Old
Church Gallery Minstrelscites them as follows: violin, flute clarinet,
violincello (often called bass-viol), bassoon, thmme, oboe, cornet,
serpent, double-bass, ophicleide, cornopean, fifgitone, cross-blown
flageolet, flutine, concertina, banjo, bass-horrengh horn, and kent-
bugle (known as the keyed- bugfé).

It would appear that there was a connection betvieervillage band
and these church bands. In 1820, a church bandraeilyorne St.Martin
had a member who played the oboe, who at the samevtas a member
of the village band playing the bassd8Regarding the music played,
there were a number of composers who specificaligtevmusic to be
played by these church bands. By all accounts reanarolific writer for
his local band. Evidence suggests that these khand village bands
continued right up to 1896, when the last banchaarea of Winterborne
Abbas ceased to function. The suggestion that bhand village bands
existed together is confirmed by a book writterl 809 by a Miss Wood
Homer concerning the Dorset village of Piddletoentitied Memories of
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old Dorset. She writes: ‘The old church, with its seventeen#ntury
musicians gallery, had in 1820 a band of flute, tharinets, bassoon and
two bass-viols, and had previously had a serp8iisee Figure 1.6) she
then goes on to say that the village also possesbadd. It may also be of
interest to mention the gallery and its effect ugba church. Between
1660 and 1860, the community would gather for nmmgnservice and
would take their seats in the comfortless pews with hard benches. As
band begins to play, the congregation stands amd twund to the west
with their faces to the gallery, and their backstte altar, and literally
‘face the music™*

Figure 1.6 Musicians Church Gallery

These church and village bands seemed to be faiitiespread,
including, as MacDermott shows, York and Cumbrigha far North. In
the North East of England records are rather spganseerning evidence of
church bands’ activities. However, it was possitdefind a handful of
references to these bands, one, at the Parish iChnr¢doughton-le-
Spring, County Durham. In a brief history of theuath, Mr. I.R. Pratt
writes:

‘A door through the choir vestry brings you dirgatito the Chancel, and
here you are in the oldest part of the church. Gipgoon the north wall,
stands the organ — the modern successor of theciamsi “village



