





























THE PRINCIPLES OF HARMONY WITH PRACTICAL INSTRUCTION
IN ARRANGING MUSIC FOR ORCHESTRAS AND MILITARY BANDS

In WindWorks Issue 3 (pg. 6) there appeared a list of band journals produced by American
publishers who were included in the 1870 Board of Music Trade Catalog. One of the publications
listed was “Coon’s brass band music.” Immediately following the release of WindWorks Issue 3,
Mark Elrod, one of our most avid collectors of 19t century brass instruments and music, called
and repoited that he had some of Oscar Coon’s music plus a text published in 1883 by Carl
Fischer. This text, Harmony and Instrumentation, has become one of the comerstone literary
items in this study as it provides confirmation of many technical details that have been merely a
matter of conjecture on the part of the author: A primary topic under discussion is the makeup of
the small Reed Band versus the fitl Military Band. (WindWorks Issue 2 (pg. 4) contained a listing
for an English Reed Band journal publication by Lafleur and Sons: the Alliance Musicale Reed
Band Series. The instrumentation called for a fill brass band plus piccolo, E-flat clarionets, four
Bflat clarionets, and two bassoons.)

This instruction manual was published by Carl Fischer in 1883 and was most probably
designed for students to work on an individual basis without a personal mentor. Coon repeatedly
tells the reader to go back over the harmony section, and especially, to copy out scores to see how
orchestration creates each of the individual sounds on the score. It would have been advantageous
for the amateur student to possess a good knowledge of classical music to understand the book,
especially the orchestra scoring section. Coon uses the same classical excerpts for scoring
assignments throughout the book thus providing an opportunity for the student to compare the
final results of scoring for orchestra, brass band, reed band, or military band. He was experienced
in New York musical life and yet was most aware of the needs and limitations of the amateur
performer. He was also knowledgeable about wind band developmental changes underway
during the period, and provides information on how to make European instrumentation and
transpositions function for American performers.

In the Preface, Coon states “[there will be a}...shortcoming. . .in Part ITT...most of it being [the
lack of] original material. No credit is claimed for such originality, as there are no books of
authority on Brass and Reed Bands from which to make .. .extracts.”

He relied heavily upon the Betlioz’ Treatise on Orchestration (1843) and Prout’s
Instrumentation (1876). The latter text dealt with the use of instruments in small and large
orchestras but no mention of brass bands, reed bands, or military bands.

Coon provides his student-reader with these instructions:

“The great increase within the last few years in the number of amateur musical
organizations throughout the country is an encouraging sign of the general interest taken
in the beautiful art of music. Not only in the large cities do we find these organizations of
amateurs, but almost every neighborhood in the country has its village brass band.

“We propose to devote this part of our work to the treatment of The Military Band, which
we shall divide into three classes:

First,  The Brass Band

Second, The Small Reed Band (brass with clarionets and piccolo)

Third, The Full Military Band (which includes most of the
wind instruments in use at present)

There is no regular or uniform system observed in the organization of bands in either of
the above classes; their formation depending as much upon necessity or caprice as upon
scientific knowledge of the requirements of music. We shall adopt, however, for our
purpose, the formations which are in most common use, and notice any deviations there
from which may seem necessary.”
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In his section on the Reed Band, Coon states:

“The instruments used in most of the Reed Bands throughout the country are, in
addition to the usual Brass Band, a piccolo, an E-flat clarionet, and as many B-flat
clarionets as can be obtained. T have never yet heard of a case where there was a
surplus of good clarionets.”

If one examines the 1880 photo of the Allentown Band, the resemblance to the Coon Reed
Band instrumentation is striking with the small number of clarinets to the overwhelming conical
comets and saxhorns (plus a trombone).

In a scoring example, Coon produced a score for a small Reed Band which contains a flute,
Elat clarinet, and Ist, 2nd, and 3rd B-flat clarinets as the woodwind (reed) section to function
with a balanced brass band of E-flat comnets, 1st, 2nd and 3rd B-flat cornets, Lst, 2nd and 3rd altos,
Ist and 2nd tenors, Ist, 2nd and 3rd trombones, baritone, tubas, and drums.

He also provides insight into procedures of the day through comments such as:

“Music for publication should be aranged with or without the clarionets. An
arrangement for the brass should be made first, and the reed parts added afterwards.
Cue all the important woodwind parts into the brass.”

“Have the Brass Band do its unique work and then add the Woodwinds for color
and confrast.”

“Clarionets are used in the Reed Band very much as violins are in the orchestra. They
are serviceable either as leading or accompanying instruments.”

“In marches, I think all the clarionets should play the melody, or in duets with it.”

“Tt may be noticed that the E-flat cornet has not been given a very prominent part. In
Reed Bands. . .specially in concert music. . if used sparingly, it will be. ..in tutti passages.”

“The tuba is..much superior to the ophicleide, which it has entirely superseded, both
in the orchestra and Military Band. In amateur Brass Bands, the E-flat tuba is used almost
exclusively. (F tuba in orchestra.)”

“About thirty years ago (1850) ophicleides and bugles were still to be found in mary
bands. While comets have taken the place of bugles, valved tenors and basses have
supplanted the ophlicleides.”

“The Serpent is a crooked piece of wood covered with leather with a mouthpiece like a
trombone and keys similar to the Ophlicleide. . .was called in by the inventor — Satan.”

“The flageolet ...was frequently used in ‘Quadrille’ bands instead of the
piccolo. . .shrill and piercing — resembles harmonics of a violin.”

“The principal characteristics of good instrumentation are a solid and well-balanced
structure, with strong contrasts and variety of coloring.”

“...attention must be paid to the comparative strength of tone of.. .instruments and in
their different octaves.”
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EDITED BY TIMOTHY TOPOLEWSKI

One of the goals stated in the initial issues of

the DHWL is the creation of new full scores and
parts for masterpiece works of the wind repertoire
previously available only with a condensed score.
Three Japanese Dances by Bernard Rogers is the
first such project, and it is with sincere thanks to
Tom Broido of Theodore Presser Co. that this
giant staple of wind literature is now available
with a complete conductor’s score.

—D. H.

Time and repetition are music’s best friends as
they offer an opportunity to gain deeper musical
understanding of the technical and expressive
devices at work within each composition.
Composers seek their own identities by re-
thinking and expanding ideas that have preceded
them. As they search for new modes of
expression, they develop, through the interplay of
their technical and expressive abilities, a personal
compositional language we call style.

Few composers reveal a more personal
approach to music making than Bernard Rogers.
Upon hearing his music, one cannot help but be
captivated by the subtlety of coloration, the
rhythmic energy, and the melodic delicacy and
transparency of his writing. Rogers’ style was
unique to his personal experiences and training;
one wishing to understand it must seek the
expressive elements of each piece with the same
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integrity and sincerity with which it was
composed.

These same elements of time and repetition,
however, have not been kind to Rogers’ Thiee
Japanese Dances. The lack of a full score for a
work with such orchestrational complexity plus a
set of error-plagued parts has been at the core of
the problem. Ever since the work gained
international exposure through the 1958 Mercury
LP Winds in Hi-Fi, [Meroury MG 50173/SR90173; CD
432 7542), recorded by the Eastman Wind
Ensemble and conducted by Frederick Fennell,
succeeding performers have attempted to
understand the internal complexities of the many
inter-weaving lines and scorings that are
unfortunately hidden in the 1955 published
condensed score.

I was invited by Donald Hunsberger to
participate in a renewal of the work and over a ten
month period, with the keen-eyed help of three
tenacious assistants at the State University of New
York at Potsdam — Robert Tuohy, Matthew Sisia
and Jennifer Kline — we undertook a measure by
measure and note by note study of all three
movements. Reference sources included the 1955
Theodore Presser Co. condensed score, the 1933
Presser orchestral score and a manuscript full
score assembled several years ago by Mark
Rogers (no relation).

Bernard Rogers was born on February 4, 1893
in Yorkville, NY, where as a young boy, he
attended New York City and New Rochelle public
schools. He began his formal music studies while
in his early twenties, his first tutors in music
theory and composition being Arthur van den
Berg and Arthur Farwell. In 1916, he was
accepted as a composition student by Ernest
Bloch. He briefly studied architecture at
Columbia University, but apparently could not
sustain interest in these studies. He enrolled at the
Institute of Musical Art (now The Julliard School)
in 1920 where he studied theory with Percy

Geotschius. He later moved to Cleveland to
continue work with Bloch, who had been
appointed Director of the Cleveland Institute of
Music.

Rogers became a member of the faculty of the
Hartt School of Music and then received a
Guggenheim Fellowship to study in Paris with
Nadia Boulanger and in London with composer
Frank Bridge. During the period 1913-1924,
while pursuing these studies, he worked as a free
lance writer for Musical America. It was during
this time that he first met Howard Hanson, who
would become Director of the Eastman School of
Music in 1924. In 1929, Hanson invited Rogers to
join the Eastman faculty, where he taught
composition and orchestration until his retirement
in 1967. He died in Rochester, NY in 1968.

By written and spoken accounts, Bernard
Rogers was a humble man who took great interest
in his students and their work. He had a warm,
friendly, and engaging personality and he loved to
discuss philosophy and to carry on erudite
discussions on many diverse topics. He was a
renown, skillful punster and engaged in light-
hearted witticisms with ease and pleasure.
(Following his retirement, legendary examples of
his wit in classes and lessons were gathered by
several of his students.) He was capable of
praising a work of merit or criticizing an inferior
work with clever and pointed commentary. On
February 20, 1993, a panel discussion was held in
Eastman’s Kilbourn Hall honoring Rogers and his
music. Francis McBeth, a former student of
Rogers, related a classic example of Rogers’ wit
and acumen during a composition class:

“The next person up was a man who had a
piece...it sounded more or less like Brahms
with wrong notes to sound ‘modern’...and
he played this work...and Mr. Rogers said
‘Bravo, I'm just so pleased you wrote this
down! Because, had you not written this
down and got it on paper, there would be no
way to get it out of your brain..and now
you have it in a form where you can toss it
away! It is very important because if you
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can’t do that, it just rolls around and clutters
up your mind. Now you can go on to higher
and nobler things.””

As both composer and teacher, Rogers
possessed a complete command of all forms of
music, and in particular, the craft of orchestration.
He felt that the scoring of one’s musical material
was part of the creative process and should be
approached with the same vitality and integrity as
when composing. (During the first two-thirds of
the 20th century, it was not uncommon for an
orchestral work to be first written out in keyboard
fashion and then orchestrated as a second,
independent process. Rogers’ famed orchestration
classes and seminars were designed to fulfill the
latter step. Today, most composers create large
scale compositions with instrumental timbres and
balances inherent from the beginning of the
creative process.) He taught that one worked off
the equivalent of a painter’s palette, with its
potential of many colors, and wrote in his book,
“The Art of Orchestration”: “To orchestrate is to
paint..lucidity is the highest prize of the
orchestrator. Here, let it be emphasized that the
ultimate stage...the scoring...is no mere
mechanical process: it is the final realization of
the music itself.”

Rogers’ compositional style does not readily fit
into any specific category. Discussing his
compositional approach in an article entitled
“Teaching to Compose: Inflamed Art” he wrote:

“..the art of painting, drama, sculpture and
architecture have constantly tinged my
musical thought, There is an affinity, a
correspondence among the arts; an aural
vision of some mysterious kind... .”

Prior to hearing a career-altering performance
of a Young People’s Symphony concert conducted
by Frank Damrosch, Rogers had displayed a keen
interest in painting and architecture and he, in fact,
continued to paint throughout his life. He studied
great masterpieces of art by reproducing them
with great care and effort; this interest in color,
line, shape, texture and form became an important
part of his compositional style. Three Japanese
Dances is but one of a number of his works whose
creation was stimulated by extra-musical sources.
An early work, Fuji in the Sunset Glow; Wintry
Spring (1925), is one example, while other titles
documenting his interest in the visual arts include
Tivo American Frescos, The Colors of War, The
Colors of Youth, and especially, Three Dance
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Scenes, in which the movements are entitled “The
Rising Moon,” “Fireflies,” and “Samurai.” Three
Japanese Dances, itself, bears bold visual
references in each of its movement titles: “Dance
with Pennons,” “Mourning Dance,” and “Dance
with Swords.”

Certain major composers provided an influence
upon Rogers and his compositional style through
their Classical or Impressionist writings; one of
his favorite musical references for the study of
orchestration was Don Quixote by Richard
Strauss. Debussy and Mussorgsky provided
certain influences which Rogers expressed in the
opening of the Mouiming Dance through his use
of the low flute melody, gongs, harp, and piano,
all supported by a suspended feeling of time.

In Excerpt 1, taken from the opening measures
of Movement I, we see a striking use of the
pentatonic scale, the colorful use of instruments in
combination and the pointillistic fragmentation of
melodic and rhythmic material. Also note the use
of ostinati, the precise use of notation indicating
accents, and his note durations and dynamics.

Howard Hanson, who performed and recorded
many of Rogers’ works from 1929 to 1964, made
this statement about Rogers’ music:

“Every Rogers score is conceived with a
delicate sense of tonal balance. The effect of
the whole can be fully achieved only if the
graduation of dynamics throughout the
orchestra is accurately realized.
Furthermore, the mosiac-like patterns must
be fitted together with the utmost precision.
In a Rogers score, everything must be heard,
there are no ‘subordinate’ parts.”

Although Rogers described his Three Japanese
Dances as “works of fancy,” each movement
displays distinctive compositional techniques that
work independently as well as collectively within
the piece. Each element is important and can be
seen as significant characteristics of his
compositional style. They include:

*  fragmentation of melodic and
thythmic lines

* use of melodic and rhythmic ostinati

* layering of individual lines to create both
texture and growth

*  highly specific use of percussion
section timbres

+  colorful doublings of melodic material

Fragmentation occurs when one voice group
begins a melody and then passes it on to another
voice or voice group. The breaking down of
longer lines into smaller bits is typical of his
treatment of melody. Rogers rarely completes an
entire melodic statement in the same voice in
which it began. Notice in Excerpt 2 how the
melodic material is passed from the bassoon to
piccolo, to flutes, and to clarinet within the space
of only four measures with the underscoring
consisting of muted trumpets and piano.

Rogers’ use of ostinati is an important part of
texture, thythm and growth in the Dances.
Revisiting Excerpt 1 illustrates “rhythmic cells”
(ostinato figures surrounding the principal
melodic material) which are used to define form,
provide ever-changing hues of color and to
communicate a delicate and cohesive texture.

The addition or subtraction of instruments
doubling existing lines is a technique employed
by Rogers to create an increase in rhythmic
activity along with a feeling of movement toward,
or away, from climatic points. While there are
actually few individual, independent lines, the
doubling of melodic fragments at the unison or
octave frequently controls both texture and
thythm. A notable example is found in the
frenzied conclusion of Movement III, “Dance
with Swords.”

Excerpt 3 illustrates how Rogers combined
these techniques to generate tremendous energy
and dramatic growth. The layering of additional
lines at the unison or octave, the increase in
thythmic activity, and the increase in dynamic
level all combine to create a climax of gigantic
proportions.

When one contemplates the growth of the
percussion section in both the orchestra and wind
band since the middle of the 20th century, it is
amazing to realize that Bernard Rogers wrote for
such a large specified section in his original
orchestral score in 1933. Not only is there no
“clutter” of rhythm or timbres, but rather, both
pitched and non-pitched instruments appear in
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The following conversation between Mrs. Bernard Rogers (Elizabeth),
Timothy Topolewski, James Willey, and Donald Hunsberger took place in
June, 1999 at Mrs. Rogers’ home in Rochester; NY. James Willey is a highly
respected composer and teacher as well as a former composition and
orchestration student of Mr. Rogers. He is Professor of Music at the State
University of New York at Geneseo, NY.

Donald Hunsberger: When Bernard wrote Three Japanese Dances for wind
band in 1954, was this a project he conceived on his own?

Elizabeth Rogers: Oh, no. This was in a direct response to a request from
Fred Fennell who thought the Dances would make a great wind
ensemble work. At first, Bernard didn't think it would work; he couldn't

see it going from orchestra into winds. You know, he had the sound of the
strings, especially the violins, in his mind. But, when it was done and he
heard the results, he was pleased by the outcome.

Timothy Topolewski: Where did Mr. Rogers’ interest in Japanese
art originate?

ER: Idon't know where it originally arose. He was always going to become
a painter throughout his life and he had interest in all types of art. He had
always been fond of Japanese wood prints from his early days in art when
he used to study at the Metropolitan Museum of Art in New York. I think
they had a collection of prints that were not too far removed from the
three scenes in the Dances.

James Willey: Did Bernard ever actually go to Japan?

ER: No, he never went to Japan, but one of his early students — I believe it
was Adelaide Hooker — had gone to Japan and she came back with all
these beautiful prints and things, and with wondrous tales of Japan. I think
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he became interested and stated to look things up and to read about
Japanese prints and other types of Japanese art. He also wrote some other
works on Asian themes and images beside the Dances.

TT: Did he ever study Japanese music?

ER: No, but he listened to some recordings. I don't think he studied any
particular works. He used more the images he could conjure in his mind.
(Langhs) I have this great mental picture just now of how he imagined a
battle and must have mentally fought the whole thing!

DH: It's just amazing how Bernard starts and restarts the last movement
(“Dance with Swords”) as though it was an actual battle in which people
group, charge, fall back, and recharge once again!

TT: You said that the first performance was danced. I’ ve never thought of the
work as a ballet. Have there been performances of it with dancers since
those first performances?

ER: It was done for the Festival of American Music and Howard Hanson was
encouraging new and different works with dancers. You know, there was
a ballet corps connected with the Eastman Theatre during the silent film
days in the 20s and there were several dance companies in Rochester in
the 30s.

TT: Did Mr. Rogers play piano or any instruments?

ER: No, he never really played anything — he wasn’t good at any instrument.
He had lessons on piano when he was very young, but he really didn’t
study much after that.

TT: Did he compose at the piano?

ER: Always. He would then take the score and work away from the piano at
his desk. I think his lack of early piano had something to do with it all
because he never really got the technique. Oh, he could play and could
read well, but he was never desperate to go play in a concert or anything
like that!

JW: When he analyzed scores for students in composition class, he really
demonstrated that he had the ability to internalize what was on the page
and hear it without having to actually play it on the piano.
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ARRANGED FOR WIND BAND WITH SOPRANO
AND BARITONE VOCAL SOLOISTS
BY DONALD HUNSBERGER

[Editors Note: During the George Gershwin
100th Anniversary year celebration, Warner
Bros. Publications produced two separate wind
band performance editions of the Rhapsody in
Blue set by Donald Hunsberger and Thomas
Verrier. It was then decided that a Gershwin
Centennial Project should be undertaken to
provide the wind band world with contemporary
settings of several of Gershwin's other works.
Catfish Row is the second of these, and, next year,
the Second Rhapsody for Piano (with wind
accompaniment by James Ripley) and the Cuban
Overture (arranged by Mark Rogers) will become
part of the available repertoire.]

George Gershwin (b. September 26, 1898) is
one of America’s most beloved composers. His
lifelong involvement with the Broadway theater,
plus the classical works he composed, have made
him a long time concert hall favorite. Although he
never finished high school, Gershwin studied
theory and composition and was deeply
concerned about being recognized as a serious
composer, not just a pop or show tunesmith. He
and his brother Ira, a lyricist, collaborated during
the 20s and 30s on many theatrical shows and
produced a plethora of musical masterpieces.

Gershwin’s most popular instrumental work,
Rhapsody in Blue, was first performed on
February 12, 1924 in New Yorks Aeolian Hall as
part of an “experiment in modern music” by Paul
Whiteman and his Palais Royale Orchestra with
Gershwin as piano soloist. He then composed his
Concerto in F for Piano and Orchestra (1925), An
American in Paris (1928), Cuban Overture
(1932), Second Rhapsody for Piano and
Orchestra (1932), plus Variations on 1 Got
Rhythm (1934), also for piano and orchestra.
During the composition of the earlier works, he
frequently expressed a desire to compose an opera
as he felt that vocal writing was one of his
strongest compositional attributes.
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In 1927, the New York Theatre Guild produced
the play Porgy, which was based upon a novel of
the same name by DuBose Heyward. Gershwin
had been given the novel by friends the preceding
year and had became excited over the story of a
crippled, black beggar in Charleston, SC and his
life in the poor, rundown section of the city.
Gershwin contacted Heyward and the two, along
with Heywards wife, Dorothy (a writer as well),
had conversations regarding the project over the
next seven years.

Heyward (1885-1940) was a native of
Charleston who became orphaned at the age of
nine and practically lived off the streets, taking
one job after another while attempting to gain
some schooling and education. He was afflicted
with polio and, following a long recuperation,
found employment on the Charleston wharves
where he worked alongside black fishermen and
dock workers. He began writing short stories
based upon the tales and folklore of his fellow
workers and developed an interest in poetry. His
writing was recognized through a fellowship at
the famed MacDowell Colony in New Hampshire
where he met his future wife, Dorothy.

Following their marriage, the two writers lived
in an area of Charleston then known as Cabbage
Row. The houses of this area were once elegant
antebellum structures, but had become more
tenement than well-kept. In his novel, Heyward
set the site of Porgy at a nearby wharf and
renamed it Catfish Row. One of the most unique
adaptations Heyward made from the area was the
use of the African Gullah dialect which was
spoken by the local black inhabitants. This dialect
would provide Gershwin with an additional
vehicle to utilize in his writing of arias, dances,
incidental music and set pieces.

Gershwin began composing Porgy and Bess in
1932 in collaboration with Heyward plus Ira, who
actually cast the lyrics into a form his brother
could set to music. George and Ira traveled to

Charleston in 1934, and for several weeks, stayed
on Folly Island, a barrier beach island about ten
miles from Charleston. It was here that George
was able to visit with local people, attend church
and watch dancing and singing sessions. The
composition of the opera was completed in
August, 1935, the orchestration the following

. month, and preliminary out-of-town rehearsals

and performances were set in Boston beginning
on September 30, 1935. The Boston preview was
enthuastically received with Serge Koussevitsky
calling it “a great advance in American opera.”
Music critic Francis D, Perkins, of the New York
Tribune, labeled Porgy and Bess “a notable
achievement in a new field.” Following some
scene-cutting changes throughout the score, Porgy
and Bess was presented at the Alvin Theatre in
New York on October 10, 1935.

Overall, however, the New York run did not
fare well and a decision was made to create a tour
of Porgy and Bess to be able to control production
costs such as cast, chorus, and orchestra expenses.
This five-city run was to begin in Philadelphia.
Gershwin offered to act as an advanceman
through a concert that he and conductor Alexander
Smallens would present in Philadelphia featuring
Gershwin playing his Concerto in E For this
concert he also assembled a suite of sections from
Porgy and Bess to further introduce the opera to
the local audience.

Jablonski describes this suite from Porgy and
Bess as “‘a carefully thought-out musical precis of
the score. He extracted five sections and bridged
them skillfully in an impressive compendium
including many instrumental passages that had
been jettisoned in Boston....” He continues: “The
result is a finely proportioned work, not a
collection of the most popular songs. While the
music is programmed almost identically to its
place in the opera (except for the Fugue, which
follows the “Hurricane” in Porgy and Bess), the
musical interest and development does not depend
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ARRANGED FOR WIND BAND

BY JAMES C. RIPLEY

The piano became the most popular instrument
in America around the beginning of the 20th
century. Publishers produced works of all styles
and levels of difficulty for use in the home on the
family parlor piano. The age of jazz began with
the keyboard rags of Scott Joplin and many other
writer-performers, and keyboard instruments
and their performers became popular attractions
in restaurants, bars and entertainment centers.

By the second decade of the century, the
syncopated rhythmic style of Joplin gave way to a
more rhythmically straight, and technically
demanding, style termed “Novelty Piano.” In
1915, Felix Arndt wrote “Nola” in this new style
and this piece became a stylistic leader for the next
two decades.

The musician who symbolized the writer-
performer of popular “Novelty Piano” during and
following the First World War was Edward
Elezear (Zez) Confrey. Born on April 3, 1895 in
Peru, Tllinois, Confrey developed an early interest
in the sounds and music of the player-piano, and,
while still in his teens, helped support himself
through the production and editing of piano rolls
in the ragtime style. His own personal keyboard
style featured the dense textures, idiosyncratic
rhythmic quirks, and repetitive melodic motives
which were easily cut into piano rolls.

Classically trained at the Chicago Musical
College, Confrey also pursued further keyboard
instruction from Jessie Dunn and Frank Denhart.
In 1915, he and his brother Frank formed a
vaudeville-style touring ensemble that eventually
took the two of them to New York City. It was
during the next years in New York that Confrey
developed into a celebrity who would be called
“America’s finest pianist” by noted band leader
Paul Whiteman. In addition to his numerous
compositions for piano, Confrey also became a
potent force in American popular music as a
songwriter, accompanist, band leader and radio
artist. He published several instructional manuals
including “Modern Course in Novelty Piano
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Playing” in 1923, a work that helped codify
certain performance aspects of the style.

The “Novelty Piano” style of Confrey was
actually an extension of the ragtime style of Scott
Joplin and has been called a “refined, white
suburban extension of ragtime” by historian
Ronald Riddle.

Excerpt 1. Scott Joplin. The Strenuous Life
(1902), mm. 1-8. Note the strong metric feeling
established on the first beat and maintained
throughout. The first strain contains the two
most common types of syncopation: ties across
a pulse and the sixteenth/eighth/sixteenth
note combination.

Excerpt 2. Zez Confrey. Kitten on the Keys
1921), mm. 1-10. An unsettled metric feel is
created in the introduction by beginning on the
anacrusis to beat 4.

Ideal for the player-piano, almost all of the
“novelty” solos included a series of repeated
pianistic gestures (meticulously worked out and
fingered) that looked ominously difficult on the
printed page. In actuality, they were quite
accessible once the individual gesture had been
mastered. By extending this pianistic gesture past
the regular rhythmic feel, a clever effect (similar
to a recording with a “skip” in the rhythmic flow)
was created. “Novelty Piano” was also
characterized by a specific type of syncopation

that grouped regular quadruple subdivisions into a
series of three-note sets, a syncopation known as a
“secondary rag”. In almost all cases, the
compositions were so cleverly conceived that
aspects of technical difficulty were idiomatically
facilitated by the positioning of the hands on the
keyboard.

Excerpt 3. Kitten on the Keys (1921).

~ “Secondary rag,” mm. 68-70. The three note

melodic figure is played five times to create a
metric “stumbling” effect across two measures.
Another “secondary rag” may be found in mm. 8-
10 in Exceipt 2.

Other composers to write in this “Novelty
Piano” style included Henry Cohen (Canadian
Capers, 1915), Felix Amdt (Nola, 1915) and
George Gershwin (Rialto Ripples, 1917). As a
measure of Confrey’s popularity during the
middle of the 1920s, the program for Paul
Whiteman’s Aeolian Hall Concert of February 12,
1924, in which the Rhapsody in Blue was first
performed, read: “Paul Whiteman and his Palais
Royale Orchestra will offer an experiment in
modern music, assisted by Zez Confrey and
George Gershwin.” At this particular time,
Confrey had already released over one hundred
piano rolls and was featured on over three dozen
recordings.

Although Gershwin’s career would bypass that
of Confrey, it was the latter pianist who brought
down the house that day in Aeolian Hall with a
virtuoso performance of “Kitten on the Keys!”
Gershwin and Confrey were good associates and
friends and Gershwin adapted the use of the
“secondary rag” concept for some of his later
writing. An example of Gershwin’s useage may be
seen in Excerpt 4.

Excerpt 4. George Gershwin. Rhapsody in
Blue (1924), “Secondary rag,” mm 30-32. A
derivation that metrically fits within one measure.

The impact of this concert, with its emphasis
upon the symphonic jazz idiom, would influence
many composers in America as well as Europeans
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As stated in the introduction to INSIGHTS, one
of the areas of publication development included
in the DHWL is the creation of full scores for
works that previously have been available only in
a condensed form. The current publication, with
its new full score, provides yet another link into
the wondrous writing and scoring skills of Percy
Grainger.

Percy Grainger was one of the most fascinating
composers in the wind world due to his unbridled
imagination and use of wind-percussion timbre
possibilities. He was primarily a miniaturist in his
use of form with a large percentage of his works
lasting no longer than five to six minutes. One of
the most unique of these short compositions is The
Duke of Marlborough Fanfare that he scored for
brass band, brass choir of the wind band (military
band), or the brass choir of the symphony
orchestra. He also stated on the original score, “In
each case the minimum orchestration is 3
trumpets, 4 horns, 3 trombones, bass tuba, and
cymbal.”

Grainger wrote The Duke of Marlborough
Fanfare on March 5-6, 1939 in Coral Gables, FL,
and dedicated the manuscript to Lucy
Broadwood, who had collected it from the singing
of Mr. Henry Burstow of Horsham, Sussex,
England, and to the memory of Edvard Grieg,
who taught and fostered the young Grainger early
in his piano soloist career.

John Byrd, leading authority on Grainger and
his life (Percy Grainger. 1976, London. Elek
Books Limited), relates: “Early in 1939 he
[Grainger] received a letter from Fllas’ [his wife]
niece, to whom the ownership of the Pevensky
Bay cottage had been transferred some time
earlier. She had received a letter from the British
authorities asking what disposition they could
make of the cottage in the event of war. Percy saw
immediately that with preparations for war in
hand he needed to collect all his belongings from
England and bid farewell to his European friends.
This mood directly prompted one of his most
remarkable compositions, The Duke of
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Marlborough Fanfare. The stark beauty of the
theme, stated initially in the horns [sic. actually by
an off-stage solo horn], is gradually augmented
with sharp harmonies and varied rhythmic
treatments during its first and only restatement.
This vivid and disturbing work carries the subtitle
British War Mood Grows.”

This underlying tension is further highlighted
by Grainger in a score program note:

“In my setting the tune is heard twice. The
first time (behind the platform) it typifies
memories of long-past wars vague, far-off,
poetic. The second time (on the platform) it
typifies war in the present fast-moving, close
at hand, debonair, drastic.”

The initial horn solo contains sixteen measures
in a simple A-A-B-A form. The first two A-A
statements of four measures each are identical
except for a slight rhythmic change in measure
seven, The B section (mm. 9-12) is a release from
the slow, dreamy opening statement and the last
four measures are an exact restatement of the
opening phrase. The second half of the fanfare
exploits the individual trumpet and trombone
choirs in close fugal statements. The horns,
euphonium and tuba are doubled exclusively with
the trombones. The pinnacle of Graingers musical
tension occurs in the B section (mm. 26-30) where
the trumpets begin a four-voice statement
answered a measure later in the horns, trombones
and euphonium. The tension of the gnarly
harmonic progressions is increased through the
use of alternating crescendi and decrescendi. (See
Excerpt 1).

The closing statement is an excellent example
of Grainger’s knowledge of variation and
harmonic movement. He states the brief eight note
phrase three times with complex chordal changes
on each note of the phrase. Grainger was
obviously contemplating the differing vagaries of
war in his setting and an examination of the
original text, which deals with personal dedication
and pride in battle, will further illuminate
Graingers feelings and intentions.

In the fascinating collection Folk Songs of the
Upper Thames (1923; London, Duckworth and
Co.), collector and editor Alfred Williams states
that a real Duke of Marlborough died in 1722 and
that the following lyrics were obtained from
David Sawyer of Ogboume, a sheepshearer, and
John Pillinger of Lechlade. Williams collected
verses for The Duke of Marlborough state:

You generals all and champions bold

That take dehight in fields,

That knock down palaces and castle walls,
And soon to death must yield;

I am an Englishman by birth,
Marlborough is my name,

In Devonshire I first drew my breath,
That place of noble fame.

I was well beloved of all my men,

By kings and princes likewise,

And in every town that we rode through
We did the world surprise.

King Charles the Second then did I serve,
For to face our foes in France,

All in the battle of Ramilles

Most bravely did I advance.

Twas that very day my horse was shot,
And by a musket ball,

And as [ was rising up again

My aide-de-camp did fall.

The sun went down, the earth did shake,
So loudly I did cry,

Fight on, fight on, for old England’s sake,
Well conquer or well die.

Now on this bed, infirm and old,

I am resigned to die,

You generals all and champions bold,
Stand true, as well as I.

Let every man be true to his guns,

and fight with courage so bold,

For [ led my men through fire and smoke
and never was bribed with gold.
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