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Introduction	
	 The	wind	band	world	has	been	pre-occupied	for	the	last	century	on	

commissioning,	composing,	performing	and	recording	original	wind	band	pieces	of	

artistic	significance	(About	WASBE,	2012;	Battisti,	2002;	Goldman,	1961;	Hansen,	

2005;	Scott,	1995).		The	efforts	have	been	driven	by	a	desire	to	gain	recognition	as	

artistic	equals	to	the	orchestral,	operatic	and	choral	worlds,	but	despite	a	century’s	

worth	of	efforts,	they	have	largely	been	unsuccessful	with	the	exception	perhaps	of	

the	academic	world.		How	did	the	wind	band	world	arrive	at	this	point,	and	why	has	

it	been	obsessed	with	this	one	path	despite	its	limited	success?		I	will	argue	that	the	

band	world	is	trapped	in	a	modernistic	fetishization	of	“musical	works”,	basing	the	

meaning	of	their	musical	existence	on	a	particular	outlook	that	is	historically	

specific,	and	therefore	perhaps	outdated	and	counter	to	their	ultimate	goals.		

In	the	revealing	philosophical	and	musicological	book	The	Imaginary	Museum	

of	Musical	Works,	Goehr	makes	a	strong	case	that	the	concept	of	a	‘musical	work”	

only	cemented	around	the	1800s,	and	has	since	had	a	regulative	effect	on	the	world	

of	traditional	Western	art	music.		As	with	other	regulatory	concepts,	its	hold	is	so	

complete	that	one	is	unlikely	to	perceive	the	nature	of	its	bondage	until	we	step	

back	and	acknowledge	its	presence,	development,	and	subsequent	implications.	

This	paper	will	briefly	outline	the	historical	evolution	of	the	musical	work-

concept,	and	then	shine	the	work-concept	light	onto	the	chronology	of	the	wind	

band	history	(from	Harmoniemusik,	through	military	bands	and	American	

professional	bands	to	the	bands	of	university	music	programs).	



The	Work	Concept	and	the	Wind	Band	

Mark	Tse	 4	

A	History	of	the	Work-Concept	
	 Throughout	Western	history,	there	has	been	a	dichotomy	between	that	

which	is	serious	and	that	which	is	frivolous	or	between	that	which	is	élite	and	that	

which	is	popular.		Since	antiquity,	attempts	have	been	made	to	define	music	and	its	

concepts	as	serious	and	élite,	to	justify	its	study	(Goehr,	2007,	pp.	70,	120).			

Before	the	1800s,	music’s	meaning	was	found	through	its	text	and	contexts,	

as	it	was	composed	and	performed	for	specific	ceremonies,	festivities	and	occasions.		

Instrumental	music,	lacking	a	contextual	anchor,	was	thought	of	as	a	lesser	music.		

Composers	were	free	to	borrow	or	steal	musical	fragments,	and	revise	their	works	

upon	re-visitation.		“Music”,	was	seen	as	a	general	performance	concept,	but	would	

slowly	transform	to	an	absolute	object,	to	remain	unchanged	(Goehr,	2007,	pp.	29,	

222).			

With	the	rise	of	fine	arts	and	its	distinction	from	crafts	around	the	1800s,	a	

new	dichotomy	between	works	of	contemplation	and	works	of	utility	arose.		

Although	the	situated	text	of	vocal	music	made	it	utilitarian,	instrumental	music	was	

by	definition	ethereal	and	free	from	worldly	concerns.		In	this	new	aesthetic,	the	

absence	of	situated	text	that	was	once	instrumental	music’s	limitation,	was	now	

transformed	into	a	strength	that	allowed	for	the	elevation	of	the	medium	(and	its	

listeners)	to	transcend	the	tangible	world	toward	the	intangible,	noble	Truth.		For	

formal	qualities	of	instrumental	music	from	this	point	on,	instrumental	music	took	

on	a	higher	prestige	than	choral	music,	and	music	as	a	whole	was	elevated	(Goehr,	

2007,	pp.	122-3,	133,	138-9,	152-3,	167,	168-9).			
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Formalists	would	further	this	argument,	stating	that	music’s	meanings	come	

from	the	sound	structures	themselves	(Goehr,	2007,	p.	155)	and	theorists	argued	

that	for	a	work	to	be	transcendent	beyond	a	mere	mortal’s	mundane	thoughts,	the	

composer	himself	must	be	reified	to	justify	relationships	between	this	concrete	

world	with	the	infinite	Truth,	or	the	demi-god	composer	with	his	tangible	score	

(Goehr,	2007,	p.	162).		A	new	venue	was	required	for	these	new	works.		In	the	art	

world,	museums	were	reconceived	from	places	of	private	learning	to	collections	of	

fine	art,	where	they	are	framed,	away	from	human	context,	to	be	contemplated	upon.		

The	musical	equivalent	of	this	was	the	concert	hall	(Goehr,	2007,	pp.	173,	236).	

	 Wind	band	music	today	is	primarily	performed	in	concert	halls,	and	usually	

in	university	concert	halls,	an	embodiment	of	the	detached,	mindful	contemplation	

of	music	that	is	divorced	from	everyday	contexts.		For	the	remainder	of	the	paper,	I	

will	retrace	the	history	of	wind	bands	through	the	lens	of	the	work-concept,	

showing	how	the	wind	band	world	has	been	bound	to	an	ideal	it	takes	for	granted	to	

be	truth.		This	servitude	determines	the	limits	of	what	is	considered	to	be	a	“work”	

as	well	as	how	the	band	community	treat	artifacts	of	works,	such	as	the	score,	and	

the	relation	of	each	actor	to	the	other	(composer,	score,	conductor	etc.)	(Goehr,	

2007,	pp.	64,	104-5).			

Harmoniemusik	(c.1750-1830)	
	 Citing	Whitwell’s	1969	article,	Battisti	states	that	when	reviewing	the	history	

of	wind	band,	one	can	either	consider	band	to	be	derivative	of	military	bands,	with	

“the	works	of	Mozart,	Berlioz,	Gounod,	Strauss,	etc.”	to	be	peripheral	or	vice	versa	
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(Battisti,	2002,	p.	3;	Whitwell,	1969).	This	perspective	frames	the	wind	band	world	

into	bands	(and	their	music)	that	are	either	functional,	or	serious.		This	is	a	

simplistic	view	that	even	Whitwell	distances	himself	from	in	his	later	books.		

Whitwell’s	newer	books	show	a	more	complex	history	of	civic,	court,	military,	and	

church	bands	(Whitwell,	2010).	

	 There	is	agreement	however	on	Harmoniemusik	being	a	significant	point	of	

origin	for	wind	bands.		Harmoniemusik	is	music	of	paired	oboes,	clarinets,	horns	

and	bassoons	that	began	around	1750	in	Germany.		Mozart,	Beethoven	and	other	

“great”	composers	composed	this	music	for	the	courts	(Hellyer,	2012).		Given	the	

ambition	of	being	taken	seriously,	choosing	Mozart	and	Beethoven	as	a	point	of	

heritage	could	give	a	music	an	instantaneous	nobility	and	greatness.			

As	we	associate	composers	with	abstract	music	for	music’s	sake,	we	can	

forget	that	Harmoniemusik	like	other	music	composed	at	the	time,	was	functional	

and	not	composed	for	contemplation.		This	was	a	time	when	patrons	dictated	the	

conditions,	lengths	and	instrumentation	of	pieces,	and	received	substantial	credit	

for	their	production.		As	such,	patrons	owned	the	music	and	its	distribution	rights,	

not	the	composers.		Unlike	today,	however,	these	pieces	were	not	to	be	considered	

for	their	aesthetic	beauty	centuries	later	as	“works”,	but	rather	composed	for	the	

moment,	with	the	possibility	of	never	being	heard	again	(Goehr,	2007,	pp.	179-81,	

186).	
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The	French	Revolution	(1789-1799)	
	 The	next	significant	milestone	in	wind	band	history	is	the	French	Revolution,	

in	particular,	the	formation	of	the	National	Guard	and	the	music	they	made.		

Members	of	the	Guard	later	founded	the	National	Conservatory	of	Music	in	Paris,	

helping	institutionalize	and	begin	to	standardize	the	instrumentation	of	wind	bands.		

Bands	were	expanded	in	size	and	the	quality	of	compositions	was	raised.			This	is	a	

lateral	jump,	with	attention	shifted	from	court	ensembles	to	the	military.		While	it	is	

acknowledged	that	these	ensembles	played	for	functions	and	that	the	music	was	

predominantly	transcriptions	and	arrangements	of	popular	and	folk	music,	a	thread	

of	continuity	is	explained	by	the	continuation	of	pieces	written	by	famous	

composers	such	as	Cherubini	and	Gossec	(Battisti,	2002,	p.	4;	Goldman,	1961,	p.	21;	

Whitwell,	1979;	Whitwell,	2010,	p.	245;	Fennell,	2009,	pp.	24,	33).		The	implication	

is	that	the	French	military	bands	and	Harmoniemusik	are	of	the	same	lineage	

because	of	the	quality	of	“works”	being	created.	

American	Civic	Bands	(c.	1800	-	1950)	
	 Next,	wind	band	historians	jump	from	French	military	bands	to	across	the	

ocean	with	the	American	civic	bands	of	the	mid	1800s,	again,	as	if	they	are	of	direct	

lineage.		Perhaps	a	more	direct	lineage	would	be	through	the	English	military	bands	

that	played	in	North	America.		While	Battisti	notes	that	orchestras	and	bands	shared	

players	and	repertoire	(operas,	dance	music	and	marches)	(Hansen,	2005,	p.	164),	

three	bands	in	particular	are	noted:	the	Gilmore	Band,	the	Sousa	Band	and	the	

Goldman	Band.		In	addition	to	being	commercially	and	artistically	successful	bands,	
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these	three	are	likely	chosen	to	illustrate	a	perceived	development	of	artistry	over	

time.			

Gilmore	is	noted	for	being	unbelievably	entertaining	(culminating	with	his	

1872	World	Peace	Jubilee	including	an	orchestra	of	1000,	band	of	2000	and	chorus	

of	20,000)	(Battisti,	2002,	p.	8;	Goldman,	1961,	p.	55).		Sousa	is	known	as	the	“March	

King”,	but	he	still	performed	a	lot	of	“serious”	works,	although	they	were	mainly	

transcriptions	of	orchestral	works	(Goldman,	1961,	p.	71;	Battisti,	2002,	p.	9).		This	

situates	him	as	a	bridge	to	the	Goldman	Band	that	was	known	for	its	use	of	

professional	players	from	the	New	York	Philharmonic	Orchestra	and	its	mission	to	

raise	audience	standards	of	performance	excellence	and	musical	taste	through	the	

performance	of	original,	“serious”	works.	(Battisti,	2002,	p.	37;	Goldman,	1961,	p.	

84).		It	seems	implied	that	Goldman	was	responsible	for	bringing	the	band	indoors	

to	the	concert	hall,	performing	serious	works	on	January	3,	1948	(Battisti,	2002,	p.	

38).	

“Serious	works”	of	the	20th	Century	
	 In	the	first	edition	of	the	Grove	Dictionary	of	Music	and	Musicians,	Kappey	

delivers	both	a	stinging	indictment	of	the	state	of	wind	band	music	and	a	challenge	

that	would	be	met	within	a	few	decades.		Note	below	the	belief	that	functionality	

and	artistic	expression	are	parts	of	a	fixed	sum,	where	the	increase	of	one	comes	at	

the	expense	of	the	other:	

The	connection	of	the	bands	with	the	military	service,	by	

which	simple	utility	is	placed	in	‘the	front	rank,’	whilst	that	of	
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art	is	relegated	to	the	‘rear	column,’	lies	at	the	root	of	the	evil.		

To	the	same	cause	may	also	be	ascribed	the	state	of	the	

literature	of	wind-instruments,	consisting	mainly	of	dance	

music	of	the	trashiest	kind,	or	operatic	arrangements	of	more	

or	less	merit….	We	may	however	indulge	the	hope	that	wind-

bands…	will	at	no	distant	period	rise	outside	the	military	

atmosphere…	then	perhaps	the	composer	will	also	arise	who	

with	broad	brush	will	lay	on	the	colours	of	tone-pictures	of	a	

new	order,	which	at	present	are	still	hidden	in	the	future.	

(Kappey,	1889,	pp.	472-3)	

	 Holst’s	First	Suite	in	Eb	(1909)	and	Second	Suite	in	F	(1911)	are	credited	as	

being	the	first	two	original,	“serious”	pieces	for	wind	band.		His	good	friend	at	

London’s	Royal	College	of	Music,	Vaughan	Williams,	would	follow	with	his	classic	

band	masterpieces	English	Folk	Song	Suite	(1923)	and	Toccata	Marziale	(1924).		

Though	composed	for	military	bands,	these	pieces	were	written	as	“art”	pieces,	not	

to	be	marched	to	(Battisti,	2002,	pp.	14-25).	

Many	other	composers	followed	suit,	including	Jacobs,	Grainger,	and	

Hindemith.		Hindemith	encountered	resistance	from	German	and	Australian	band	

directors	who	rejected	changing	the	band’s	purpose	from	functionality	towards	

artistic	contemplation.		This	frustrated	Hindemith	and	Schoenberg,	who	had	the	

philosophy	that	serious	works	have	an	inherent	aesthetic	value,	that	students	would	

be	able	to	absorb	though	exposure	to	them	(Battisti,	2002,	pp.	26-8).		
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Band	Organizations	and	Standardizing	Instrumentation	
While	other	famous	composers	dabbled	in	writing	serious	works	for	winds	

like	Stravinksy,	Varèse,	Berg	and	Walton,	a	movement	was	beginning	to	help	more	

composers	write	more	works	for	the	band.		In	1928,	Goldman	founded	the	American	

Bandmasters	Association	(ABA)(Scott,	1995)	and	the	College	Band	Directors	

National	Association	(CBDNA)	was	founded	in	1941	to	advance	“the	college	band	as	

a	serious	and	distinctive	medium	of	musical	expression”	(Battisti,	2002,	p.	47).	

In	Europe	between	1948-9,	two	committee	meetings	of	the	International	

Committee	for	the	Standardization	of	Instrumental	Music	(CIMI)	strove	to	

accomplish	what	the	title	says.		As	each	country	had	its	own	unique	development	of	

bands,	there	were	as	many	variations	for	instrumentation	as	there	were	bands.		

CIMI	sought	to	bring	the	uniformity	of	the	orchestral	world	to	the	band,	to	help	

composers	write	pieces	that	could	then	be	played	many	times	by	many	different	

bands	(Battisti,	2002,	p.	73).	

The	standardization	of	band	instrumentation	was	supported	by	both	the	

CBDNA	as	well	as	the	ABA	(Battisti,	2002,	p.	54).		Not	everyone	would	agree	

however,	and	in	the	September	of	1952,	Fennell	would	found	the	Eastman	Wind	

Ensemble,	and	re-envision	the	way	bandleaders	thought	about	their	medium.		

The	Eastman	Wind	Ensemble	(1952)	and	Commissions	
	 While	other	band	directors	were	trying	to	unify	their	instrumentation	for	the	

composers’	ease,	Fennell	went	the	opposite	direction	and	created	a	basic	skeleton	of	

instruments	(basically	one	per	part	from	the	standard	concert	band)	but	

encouraged	composers	to	orchestrate	as	they	saw	fit,	adding	or	subtracting	
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instruments	and	players	to	create	the	tone	colours	they	so	desired	(as	the	orchestral	

world	was	doing	at	the	time	as	well).		This	drew	the	attention	away	from	

transcribers	and	arrangers	who	were	important	in	the	first	half	of	the	century,	back	

towards	composers.		To	advertise	his	new	mission,	Fennell	sent	out	letters	to	about	

four	hundred	composers	telling	them	of	his	new	ensemble	that	they	could	now	write	

for	(Battisti,	2002,	pp.	53-9;	Hunsberger,	1994,	pp.	6-36).			

	 This	shift	was	a	final	separation	from	the	concept	of	band	as	a	functional	

ensemble.		Goldman	wrote	“the	band	never	existed	purely	for	the	purpose	of	making	

music;	it	invariably	was	formed	and	made	music	for	some	specific	need	or	

occasion…	the	orchestra,	on	the	other	hand,	has	been	shaped	by	composers,	and	

composers	are	the	most	important	musicians”	(Battisti,	2002,	p.	185).			

A	great	number	of	commissions	have	since	been	made	for	composers	of	all	

backgrounds	to	write	for	the	wind	band	medium	(Battisti,	2002,	pp.	207-9).		From	

1975	to	1989,	the	goals	of	commissions	shifted	from	increasing	the	body	of	

literature	to	the	“creation	of	works	that	would	join	the	body	of	great	musical	

literature”	(Battisti,	2002,	p.	105).		In	particular,	an	effort	has	been	made	to	court	

past	winners	of	the	Pulitzer	Prize	in	hopes	of	an	original	band	piece	winning	a	

Pulitzer	Prize,	thereby	signifying	that	band	works,	and	by	extension,	the	field	of	

band	music	as	a	whole,	are	“serious”	and	thus	to	be	regarded	with	respect	(Battisti,	

2002,	pp.	261-8).		

The	work-concept	has	become	so	entrenched	that	it	is	taken	for	granted	that	

bands	play	serious	music	in	concert	halls	now.		The	regulatory	effect	of	the	work-
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concept	needs	to	be	acknowledged	and	critiqued	so	that	we	can	come	to	understand	

its	effects	and	meaning	(Goehr,	2007,	p.	109).	

The	Quest	for	Respect	
	 The	band	world’s	obsession	with	developing	a	body	of	literature	of	“serious”	

works	is	an	effect	of	the	work-concept.		When	trying	to	decide	whether	music	is	a	

pursuit	worthy	of	honour	and	recognition,	we	have	to	answer	questions	about	the	

fundamental	nature	of	music	itself.		As	Goehr	argued	so	well	in	her	book,	musicians	

concluded	in	the	1800s	that	music	(instrumental	music	in	particular)	was	of	value	

because	its	sound	structures	could	be	free	of	text,	and	thus	free	of	the	binds	of	this	

world,	thereby	becoming	a	transcendental	medium	for	its	listeners.		This	serious	

music	was	in	stark	contrast	to	the	functional	and	frivolous	music	of	commoners	and	

common	life	(Goehr,	2007).	

	 While	it	is	understandable	how	band	history	gains	from	drawing	a	lineage	to	

composers	considered	to	be	God-like	such	as	Mozart,	the	reality	is	that	early	wind	

music	(like	other	early	music)	was	not	free	of	functionality.		The	band	world	has	

retroactively	imposed	meaning	onto	its	history,	and	severed	itself	from	the	

functionality	of	parades,	marches	and	dances,	in	an	effort	to	tie	it	to	serious	music	of	

the	concert	hall,	thereby	justifying	the	value	of	bands	and	the	value	of	its	musicians.		

The	understandable	desire	to	be	treated	with	respect	is	thus	obfuscated	by	the	

noble	quest	for	higher	artistic	“works”	(Goehr,	2007,	pp.	115,	247).	This	is	

understandable,	given	that	the	band	community	has	always	faulted	the	functional	
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history	of	band	for	its	lack	of	respect	from	the	larger	musical	community	peers	

(Battisti,	2002,	pp.	66,	178,	186).	

An	obsession	with	image	and	reputation	has	ruled	the	band	world’s	collective	

psyche.			Past-president	of	the	CBDNA	Fitzgerald	stated,	“We	cannot	afford	to	

perpetuate	the	concert	band	in	the	musical	tradition	of	the	town	band…	unless	we	

are	willing	to	accept	the	musical	reputation	that	was	associated	with	it”	(Battisti,	

2002,	p.	47).		When	Battisti	wrote	about	the	accomplishments	of	a	generation	of	

conductor-teachers,	he	noted	how	they	“advanced	the	artistic	image	of	wind	

bands/ensembles”	(Battisti,	2002,	p.	xiv).		McBeth	noted	that	Fennell’s	decision	to	

call	his	new	ensemble	a	“wind	ensemble”	was	very	wise,	acknowledging,	“that	the	

word	‘band’	was	a	four-letter	word	to	many	serious	musicians”	(Battisti,	2002,	p.	

56).			

Hunsberger	felt	that	this	new	ensemble	placed	a	responsibility	upon	the	

audience	“to	discard	past	prejudices	regarding	wind	music	and	wind	performers	as	

second	class	musical	citizens”	(Hunsberger,	1994).	Duker	disagreed	with	the	

resultant	trend	of	directors	to	name	their	ensembles	“wind	ensembles”,	explaining,	

“Changing	our	name	will	not	in	and	of	itself	improve	our	organization	nor	gain	the	

respect	of	musicians”	(Battisti,	2002,	p.	67).		The	belief	is	so	entrenched	that	the	

American	Bandmasters	Association	(ABA)	has	as	one	of	its	objectives,	the	

establishment	of	“a	higher	standard	of	artistic	recognition”	for	the	band	(Battisti,	

2002,	p.	248)	and	the	World	Association	of	Symphonic	Bands	and	Ensembles	

(WASBE)	has	as	its	first	priority	“to	promote	symphonic	bands	and	ensembles	as	
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serious	and	distinctive	mediums	of	musical	expression	and	culture”	(About	WASBE,	

2012).	

	 It	should	be	noted	though,	that	band	musicians	are	not	imagining	

their	inferior	status.		Debussy	cuttingly	opined:	

American	(band)	music	may	be	the	only	kind	which	can	find	a	

rhythm	for	unspeakable	cake-walks.		If	so,	I	confess	that	at	

present	this	appears	to	be	its	sole	claim	to	superiority	over	

other	music…	and	Mr.	Sousa	is	indisputably	its	king	(Fennell,	

2009,	p.	35).	

Schuller	felt	that	by	commissioning	top	composers,	bandleaders	would	

“eliminate	the	misbegotten	notion	by	some	that	wind	band	music	is	music	of	a	lesser	

stripe,	composed	by	lesser	composers,	and	thus	performed	by	lesser	musicians”	

(Battisti,	2002,	pp.	134,	176).		There	is	hope	that	some	progress	has	been	made	

though.	McBeth	acknowledged	that	from	the	1980s	to	1990s,	the	number	of	

composers	writing	for	the	wind	band	increased	significantly,	and	attributes	this	to	

an	acceptance	at	the	university	level	of	band	as	a	“viable	artistic	medium”,	and	

encouraging	students	to	study	the	repertoire”	(Battisti,	2002,	p.	155).	

Moving	Onwards	
	 To	move	forward	in	a	productive	manner,	it	is	necessary	to	recognize	how	

the	wind	band	world	reached	its	current	status.		Though	it	has	developed	criteria	for	

defining	what	constitutes	a	piece	of	“serious	artistic	merit”	(Battisti,	2002,	p.	120),	it	

needs	to	recognize	that	despite	this	modernist	approach,	wind	band	has	a	history	
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that	was	once	very	functional,	and	not	composed	for	its	own	sake.		As	Mozart	

composed	on	behalf	of	his	patrons	for	specific	festivals	or	occasions,	some	

composers	write	for	education.			

There	is	a	concerted	effort	to	disparage	composers	of	publishing	companies	

that	write	for	high	school	students,	and	they	are	correct	in	their	assessments	that	

the	music	is	repetitive,	formulaic	and	often	banal	(Budiansky,	2005;	Budiansky	&	

Foley,	2005).		However,	their	works	are	not	written	to	be	held	aloft	as	classics	

centuries	from	now,	but	to	address	a	particular	musical	issue	that	students	need	to	

learn.		It	is	easy	to	criticize	educational	music,	but	it	makes	as	much	sense	as	

critiquing	an	etude	for	it’s	repetitive	use	of	a	scale	and	it’s	lack	of	artistry	(Battisti,	

2002,	pp.	208,	239;	Budiansky,	2005;	Budiansky	&	Foley,	2005).	

	 From	the	perspective	of	academia	where	students	come	in	with	technical	and	

musical	skills	already	at	an	advanced	level,	it	is	easy	to	forget	how	these	skills	were	

developed	and	nurtured,	and	though	Kirchoff	implores	that	there	be	a	greater	

connection	between	university	and	K-12	teachers	(Battisti,	2002,	p.	278),	university	

professors	would	be	wise	not	to	attempt	to	impose	the	standards	of	universities	

onto	elementary	schools.		

	 Kirchoff	acknowledges	what	Battisti	calls	a	band	“ghetto”	(Battisti,	2002,	p.	

276),	but	where	they	would	both	find	answers	(and	recognition)	outside	in	the	

orchestral,	operatic	and	choral	world,	I	would	suggest	that	the	solution	lies	

elsewhere.			

The	quest	for	a	Pulitzer	Prize	is	dubious	and	should	be	abandoned,	given	that	

with	the	gift	of	hindsight	of	decades	later,	even	the	great	works	of	Duke	Ellington	
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were	not	recognized	by	the	foundation	(only	his	life).		Husa’s	Music	for	Prague,	1968,	

(considered	a	milestone	in	band	repertoire)	was	looked	over	for	his	String	Quartet	

No.	3	instead.		In	fact,	to	date,	no	composition	for	wind	bands	has	ever	been	awarded	

the	Pulitzer	(Battisti,	2002,	p.	175).		Despite	the	prestige	and	esteem	given	to	the	

adjudicators	(Copland,	Dello	Joio	and	Lowens	that	year),	one	must	consider	that	all	

musicians	have	a	bias	towards	certain	music	and	against	others	(Battisti,	2002,	pp.	

266-7).		The	Pulitzer	may	not	be	a	good	measurement	of	musical	quality,	but	it	could	

be	used	as	a	measurement	of	how	the	image	of	band	works	fare	in	comparison	to	

stringed	works.		It	is	also	notable	that	Pulitzer	Prize	winning	pieces	are	not	

considered	to	be	part	of	core	repertoire	(Hansen,	2005,	p.	172)!	

Battisti	pleads	that	the	award	criteria	should	focus	on	the	musical	quality	of	

the	piece,	regardless	if	the	piece	was	written	for	large	or	small	ensembles,	or	serious	

or	popular	music	etc.	(Battisti,	2002,	p.	267).		This	brief	glimpse	of	a	post-modernist	

view	is	rare	in	the	band	world,	but	leads	me	to	my	conclusion	that	bringing	the	

importance	of	the	audience	back	is	the	solution.	

In	his	book	Musicing	(1988),	Small	explores	the	concept	of	music	as	a	verb	

and	questions	the	meaning	of	relationships	between	all	participants,	and	the	

relationships	to	those	relationships	(audience,	score,	composer,	performer,	

conductor	etc.).		How	do	people	relate	or	find	meaning	in	wind	band	repertoire?		In	

2005,	attendance	at	“classical”	music	concerts	in	Canada	was	at	10%,	half	that	of	

popular	music	or	the	theatre	(Hill	Strategy	Research,	2009).		As	the	band	world	

continues	to	appeal	to	“sophisticated	musical	audiences	and	professional	music	

critics”	they	will	lose	out	on	the	larger	audience,	the	other	90%	(Battisti,	2002,	p.	
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247),	and	it	must	be	noted	that	the	10%	is	inclusive	of	all	classical	concerts.		One	can	

only	imagine	what	small	fraction	of	these	concerts	are	actually	band	concerts	

performed	in	university	auditoriums!	

To	preserve	band	literature,	Battisti	argues	for	repeated	performances	of	the	

same	works	to	the	same	audience	at	the	same	venue	to	combat	the	perception	that	

there	is	no	canon,	or	body	of	core	repertoire	(Battisti,	2002,	p.	215).			Works,	after	all,	

need	to	be	exposed	to	the	public	every	so	often	–	forever-	to	be	preserved	past	the	

initial	performance	(Goehr,	2007,	p.	206).	Perhaps	more	professional	wind	bands	

need	to	be	formed,	but	who	would	attend	their	concerts?			As	Fennell	looked	back	to	

Harmoniemusik	for	a	new	conception	of	a	wind	ensemble,	perhaps	the	solution	lies	

in	looking	back	to	a	time	when	music	was	functional	and	had	a	direct	meaning	for	

the	audience	members	(Goehr,	2007,	p.	200)?		After	all,	marching	bands	are	very	

popular	in	America	where	football	is	viewed	religiously	(a	circular	return	to	music-

making,	pre-“work-concept”).	

Even	in	orchestral	concerts	and	classical	radio	stations,	there	is	a	very	

limited	range	of	compositions	performed,	as	is	implied	by	the	expression	that	they	

only	play	“Mozart	to	Mahler”	(League	of	American	Orchestras;	Battisti,	2002,	p.	251)	

and	they	do	not	have	a	concerted	effort	to	commission	new	pieces	like	the	band	

world.		Established	repertoire	has	meaning	to	the	audience	and	they	can	relate	to	it	

in	ways	that	they	cannot	to	the	flurry	of	brand	new	wind	band	compositions.		The	

band	medium,	however,	does	offer	composers	a	unique	opportunity	to	reach	out	to	

audiences	as	Schuman	theorized,	if	only	audiences	were	listening	(Battisti,	2002,	pp.	

48,	249-251).	
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Finally,	by	abandoning	a	modernist	paradigm	(and	its	goal	of	acceptance	by	

musical	and	academic	peers),	there	is	a	chance	that	the	band	world	can	catch	up	to	

the	rest	of	the	world	in	a	post-modern	society	and	accept	that	sometimes	people	do	

not	prefer	the	more	expensive	wines	or	Shakespeare	or	Persichetti	(even	when	they	

truly	appreciate	them)	(Battisti,	2002,	p.	242).		There	is	certainly	room	for	Hamlet	

with	The	Simpsons,	and	room	for	Varèse	with	Led	Zepplin.	Even	if	music	critics	or	

orchestral	musicians	are	not	ready	to	wake	up	into	the	Twenty-first	century	and	

abandon	an	ideal	that	is	“antiquated,	fetishistic,	fallacious,	and	bourgeois”	as	

Brendel	argues	(Goehr,	2007,	p.	272),	it	should	not	mean	that	the	band	world	needs	

to	stay	behind	as	well,	trying	to	“catch	up”	to	the	1800s.		It	is	time	to	acknowledge	

these	chains,	sever	them,	and	move	on.		
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