
 
 

 

 

 

 

PERFORMANCE PORTFOLIO 

 

 

 

 

 

JONATHAN WILLIAM CORRY 

 

 

 

 

 

Ph.D. Thesis        2016  



Performance Portfolio 

 

 

 

JONATHAN WILLIAM CORRY 

 

 

 

 

SCHOOL OF ARTS AND MEDIA 

 

SALFORD MUSIC RESEARCH  

UNIVERSITY OF SALFORD 

SALFORD, UK 

 

 

 

 

Submitted in Partial Fulfilment of the Requirements of the Degree of Doctor of 

Philosophy, June 2016 



 i 

TABLE OF CONTENTS 

 

 

 

Author Declarations          viii 

Performance Portfolio Author Acknowledgements     ix 

Abstract           x 

Commercial Recording projects undertaken whilst researching the PhD  xii 

Composersô works premiered whilst researching for the PhD    xiii 

Historical Background of Salvation Army Music      1 

 

Project 1 : 

The Bandsmanôs Tale CD recording       7 

Introduction           8 

Repertoire           10 

Recording           18 

Critical Evaluation          21 

 

Project 2 : 

Novus Vox CD recording         24 

Background            25 

Repertoire           29 

Critical Commentary          37 

 

Project 3  and 4 : 

Premiere of significant works        42 

Choice of commissions for the Ph.D       43 

 



 ii  

 

Project 3 : 

Premiere of Faith ï Dr. Dorothy Gates       44 

Background           44 

Context           46 

Music            48 

 

Project 4 : 

Premiere of Another World ï Dr. Dorothy Gates     56 

Background           56 

Context            57 

Music             59 

Additional Email from Dr. Dorothy Gates       66 

 

Project 5 : 

Faith CD recording          67 

Background           68 

Development           70 

Repertoire           71 

Recording            80 

Movie ï The Salvation Army Lass        84 

Summary            90 

 

Reference List           95 

 

Bibliography           97 

 

 



 iii  

Project resources:  

 

Appendices:  

Appendix I:  Project 1: The Bandsmanôs Tale     99 

   Track list        100 

   CD Cover & Disc       101 

   CD Booklet & Template      102 

   Communication of recording schedule    108 

   Unsolicited review by Jenny Wornham for The Salvationist 109 

   Unsolicited review by Andrew Wainwright for SA Bandsman 110 

   Unsolicited review by Peter Bale for ówww.4barsrest.comô 111 

   Testimonial from Andrew Blyth     113 

   Full Score - The Bandsmanôs Tale     115 

   Front page of Score - Song of the Eternal   143 

Front page of Score - Victorian Snapshots óOn Ratcliff           144 

Highwayô  

 

Appendix II:  Project 2: Novus Vox      145 

   Track list        146 

   CD Cover & Disc       147 

   CD Booklet & Template      148 

Unsolicited review by Peter Bale for the online magazine       152           

ówww.4barsrest.comô 

Unsolicited review by Becky Rumens-Syratt for the   154

 Trombonist magazine 

Solicited review by Don Jenkins for the Glissando magazine 155 

Front page of Score ï The Light has Come   157 

Full Score ï Soul Origin       158 

 



 iv 

Appendix III:  Project 3: Dr. Dorothy Gates Premiere of Faith:     201 

   Track list        202 

   CD Disc        203 

   Programme from 11th October 2013 Premiere Concert  204 

   Unsolicited review by Kevin Whittingham for SA Bandsman 208 

   Unsolicited review by Paul Hindmarsh for the British   209

                      Bandsman 

   Unsolicited review by Roy Terry for Brass Band World  210 

   Unsolicited review by Peter Bale for ówww.4barsrest.comô 211 

   Full Score ï Faith        213 

       

Appendix IV:  Project 4: Dr. Dorothy Gates Premiere of Another World: 273 

CD Disc        274 

Pre-Concert press coverage in the British Bandsman   275 

Programme from 9th October 2015 Premiere Concert  276 

Personal facebook communication with Dr. Dorothy Gates 283 

Unsolicited review by Peter Bale for ówww.4barsrest.comô 285 

Unsolicited review by Roy Terry for the British Bandsman 287 

Unsolicited review by Mile Poyser for Brass Band World 288 

Unsolicited review by Iain Parkhouse for SA Bandsman 289 

Testimonial from Senior Aircraftsman Jonathan Gawn  290 

Testimonial from Wing Commander Duncan Stubbs  292 

Testimonial from Tuba Soloist Les Neish    293 

Front page of Score ï Another World     294 

Full Score ï Another World ï Movement 3 Original Brass    295 

Quintet scoring  

Full Score ï Another World ï Movement 3    301 

    

Appendix V:  Project 5: Faith       320 



 v 

   CD Cover & Disc       321 

   CD Booklet & Template      322 

   DVD Sleeve notes       328 

   Front page of Score  - My Hope      329 

   Front page of Score ï Canadian Folk-Song Suite  330 

   Score excerpt ï Canadian Folk-Song Suite (clapping)  331 

   Full Score ï Wondrous Cross      332 

   Full Score ï The Salvation Army Lass    345 

   Unsolicited review by Richard Woodrow for The Salvationist 426 

   Unsolicited review by Captain Mark Hall for The Officer 427 

   Testimonial from Dr. Ronald Holz     428 

   Testimonial from Ronald Waiksnoris    430 

 

Appendix VI:  Curriculum Vitae ï Jonathan William Corry    431 

 

Appendix VII:  Conducting Discography      435 

 

Appendix VIII:  Music Commissions for Brass Band    438 

 

Appendix IX:  Summary of Professional Activity from November 2011 to  439 

November 2015  

 

Appendix X:  Other CD Projects between 2011 and 2015    444 

 CD Cover ï Hearts on Fire      444 

 Track List        445 

 Unsolicited review by Iwan Fox for ówww.4barsrest.comô 446 

 Solicited review by Nathan Power     448 

    

 



 vi 

List of Figures and Tables:  

 

Figure 1   Soprano Cornet and Eb Clarinet part (1900)    4 

Figure 2  The Bandmanôs Tale CD Cover       7 

Figure 3  Musical example of a Major 13th Chord         12 

Figure 4  Picture of Ratcliff Highway scene from The War Cry, 1886  14 

Figure 5  The Bandmanôs Tale Full Score last page    19 

Figure 6  The Bandmanôs Tale Full Score excerpt (electric piano)  22 

Figure 7  The Bandmanôs Tale Full Score excerpt (electric piano)  22 

Figure 8  Novus vox CD Cover        24 

Figure 9  Picture of Dr. Brett Baker        26 

Figure 10  Fuoco Brass CD Cover       27 

Figure 11  Musical example from Soul Origin      32 

Figure 12  Musical example from Soul Origin      32 

Figure 13 Soul Origin Full Score excerpt (whispering)    33 

Figure 14 Picture of Richard Scott, Dr. Brett Baker and Jonathan Corry  36 

Figure 15 Musical excerpt from The Light has Come     39 

Figure 16 Musical excerpt from The Light has Come     39 

Figure 17 Musical excerpt from The Light has Come     39 

Figure 18 Musical excerpt from the Full Score of The Light has Come  40 

Figure 19 Picture of Dr. Dorothy Gates      42 

Figure 20 Picture of the Amaryllis Fleming Concert Hall, The Royal College     46     

of Music, London.         

Figure 21 Picture of Dr. Dorothy Gates, Dr. Brett Baker, Jonathan Corry,         47 

Martin Cordner and Roger Trigg. 

Figure 22  Faith Full Score Movement 1 ï opening excerpt   50 

Figure 23 Faith Full Score Movement 1 ï bar 23 excerpt    51 

Figure 24 Faith Full Score Movement 1 ï bar 161 excerpt    52 



 vii  

Figure 25 Faith Full Score Movement 3 ï opening excerpt (bar 290)   54 

Figure 26 Faith Score stomping indication      55 

Figure 27 The Royal Air Force Music Services logo    57 

Figure 28 Picture of The Brass Quintet from the Central Band of the Royal      58   

Air Force. 

Figure 29 Musical example óA Song of Praiseô, Leslie Condon   59 

Figure 30 Another World ï Original Quintet opening of Movement 3  62 

Figure 31 Another World ï Full Score of Movement 3 opening   63 

Figure 32 Another World ï Full Score excerpt of Movement 3   64 

Figure 33 Another World ï Full Score excerpt of Movement 3   65 

Figure 34 Faith CD Cover        67 

Figure 35 Mountain Camp ï Full Score excerpt (cowbell)    72 

Figure 36 Mountain Camp ï Full Score excerpt (yodelling Cornet)  73 

Figure 37 My Hope ï Full Score excerpt ï opening     74 

Figure 38 My Hope ï Full Score excerpt ï central section    75 

Figure 39 Hymn Tune Michael (Herbert Howells) example   75 

Figure 40 Picture of the professional singing quartet Ffourtissimo  76 

Figure 41 Canadian Folk-Song Suite Full Score excerpt (clapping)  78 

Figure 42 Faith Full Score Movement 3 ï opening excerpt (bar 290)  83 

Figure 43 Faith Full Score excerpts with pictures     88 

Figure 44 Faith Full Score excerpts with pictures     89 

Figure 45 Boundless International Congress Film festival programme excerpt  94 

 

 

 

 

 

 



 viii  

AUTHOR DECLARATIONS 

 

During the period of registered study in which this portfolio was prepared, the author 

has not been registered for any other academic award or qualification. 

The material included in this portfolio has not been submitted, wholly, or in part for 

any academic award or qualification other than that of which it is now submitted. 

 

Jonathan William Corry 

 

 

                School of Arts and Media 

June 2016 

 

 

 

 

 

 

 

 

 

 



 ix 

PERFORMANCE PORTFOLIO AUTHOR 

ACKNOWLEDGEMENTS: 

I would like to thank the following people for their help during this course. 

Professor Peter Graham, Professor Steve Davismoon and Dr. Ronald Holz for their 

help and encouragement on this Ph.D, they have been a great source of inspiration. 

Andrew Justice; for his input and advice on many aspects of the recordings. 

Richard Scott; for his efficient recording and editing skills, producing the CD 

recording Novus Vox (project 2). 

Adam Goldsmith; for his major input in recording, editing and producing two CD 

recordings (projects 1 & 5) and one live recording (project 3). 

Daniel Locke for his thorough and detailed editing of the audio for the DVD recording 

óThe Salvation Army Lassô (project 5) 

Richard Phillips; for his piano playing for the DVD recording óThe Salvation Army 

Lassô (project 5) 

Dr. Brett Baker for his informative and explorative solo performances with Enfield 

Citadel Band for the Novus Vox (project 2) recording. 

My recording projects would not have been possible without the composers; Andrew 

Mackereth, Andrew Wainwright, Dr. Dorothy Gates, Roger Trigg, Martin Cordner, 

Philip Wilby and Kenneth Downie; for their compositions for project 2 the Novus Vox 

recording. 

Dr. Dorothy Gates; for providing innovative, exciting and precedent setting 

compositions for project 3, 4 and 5 of this portfolio. 

Roger Trigg and Professor Philip Wilby for their excellent compositions in project 5. 

SP&S Ltd., Rosehill Music Publishing Ltd., Dr. Dorothy Gates, Professor Philip Wilby, 

Roger Trigg and Dr. Kenneth Downie for the use of musical scores included within 

the appendices. 

Enfield Citadel Band for their commitment, passion and encouragement to me 

throughout these projects. 



 x 

ABSTRACT 

 

The music performance-based research delivered within this portfolio has been 

realised within my current role as Bandmaster of Enfield Citadel Band of The 

Salvation Army. The overall thrust of this research has been focused on, and driven 

by my desire for the revitalisation within the functionality and relevance of Salvation 

Army band music. Revitalisation is achieved through studying historic works written 

by composers such as Elgar Howarth, Leslie Condon and Ray Steadman-Allen. All 

three composers in their time showed innovation in utilising contemporary 

composition techniques within their music. The presentation of significant historic 

works with innovative premieres incorporating the unique and precedent-setting use 

of media, collaborations and mainstream twentieth century compositional techniques 

allow me to place this research in a context of revitalising the functionality and 

relevance of Salvation Army band music. Embodied within this portfolio will be found 

materials, resources and written critical commentary of over 20000 words relating to 

the work I have completed towards a Doctor of Philosophy in Performance, at the 

University of Salford.  

Five significant projects are presented here and, in each, my practice has sought to 

address a particular, over-arching research question: can a conductor and Salvation 

Army Bandmaster manage the balance of artistic excellence and innovation whilst 

adhering to religious form in performance? This work will have a wider impact and 

will be of relevance to a conductor of a musical group, which has a fundamental 

reason over and above musical artistry for its existence for instance Church 

musicians and Military musicians. Can they achieve artistic excellence and 

innovation as well as conforming to their vernacular, ecclesiastical or ceremonial 

expectations? This calls into discussion the functionality of Salvation Army brass 

band music and its current relevance within the Salvation Army services and to wider 

audiences. 

Through various conducting and recording opportunities undertaken during this 

course of study, I have examined the way in which my leadership has impacted on 

collaborating composers, audiences, performers, soloists and the ministry and 

relevance of Enfield Citadel Bandôs work within both Worship and concert settings. 



 xi 

Research arising from my visits to personal libraries and archives have allowed me to 

chart the historical development of the established Salvation Army band. 

I have consistently stressed the conflict, which I have to overcome within this 

research, which centres around balancing the dichotomy of artistic merit whilst 

conforming to a required religious form and the practises and functionality of 

Salvation Army music. 

This work examines historical repertoire that has been represented either in live 

performance or recording by the Enfield Citadel Salvation Army band along with 

newly commissioned and previously unrecorded compositions by leading 

contemporary composers for both Salvation Army and contesting bands such as 

Dorothy Gates, Roger Trigg and Elgar Howarth. 
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HISTORICAL BACKGROUND OF SALVATION ARMY MUSIC 

 

In order to present my research ambition clearly, it is important to fully understand 

and appreciate the historical journey of Salvation Army music. It is also important to 

look at and assess the socio-economic historical background which led to its 

creation. Throughout this chapter I will share key historical moments which assist in 

charting the journey of the formation of an established tradition/standardisation 

against innovation. Up to the establishment of the current standardised Salvation 

Army band format in 1904, the preceding years from 1878 are of historical interest; 

showing innovation and progressive developments within the confines of a strict 

quasi-militaristic organisation. The journey to total solidification in 1904 of this one 

hundred and eleven years old standardisation allows us to see how innovation and 

structured tradition can complement each other. This brief historical background is 

not intended to be an exhaustive study of the history of Salvation Army brass band 

music but more to contextualise the solidification and standardisation of Salvation 

Army band music. Holz, R. (2006, p. 170-174) provides a detailed chronology of 

important and significant events in Salvation Army brass band music and publishing.  

 

The 19th Century was a period of huge social contrasts within Britain, a result of the 

Victorian eraôs expansion of the British Empire and colonies, huge industrialisation, 

military strength, exploitation of the poor and deprived, all of which were counter-

balanced by liberal thought and ñthe notion of the individual as a free ómoral agentôò 

(Cox, G. 2011 p.12).   

 

Personal conversion and personal salvation were one of the outcomes of 

deregulated religion, which rapidly witnessed the Protestant churches competing 

ferociously for religious affiliation from people.  Cox states that new social problems 

such as prostitution, broken relationships, children working long hours and 

drunkenness had been created, particularly within areas of depravity. Christian 

evangelicals led the way and provided a moral code for the ólower ordersô forming the 

basic context in 1865 through which evangelicalism and The Salvation Army was 

born (Cox. G, 2011 p.12). 
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In the 19th Century, The Salvation Army appealed to those on the fringes of society 

and deprived areas were the places from which The Salvation Army recruited most of 

its members. New converts were encouraged to sing, play or compose a song, the 

expectation that you brought some sort of talent along to the service of God was a 

strong factor in recruitment of members (Ball, E. 1979, cited in Brand, G. & Brand, V. 

1979 p.184-185). 

 

From 1878 and throughout itôs embryonic beginnings, Salvation Army bands used 

simple hymn tunes and melodies written or arranged by the musicians themselves.  

The music of The Salvation Army has had a considerable journey and development 

over the years. Through the successful enterprise of successive managing directors 

they have acquired other publishing companies such as R. Smith & Co. within their 

group portfolio. Through these successful business takeovers and the huge mass of 

composers writing for the movement without recompense, The Salvation Army music 

publishing within the United Kingdom is now one of the largest publishers of brass 

band sheet music. The sheer variety of music now published by SATCOL1 across all 

their various publishing companies expands into thousands of compositions. This is a 

far cry from the musical literature used in the early days of The Salvation Armyôs first 

band in 1878.  

ñThey were unsophisticated days. Blow and believe! was often the watchwordò 

(SteadmanïAllen, R. cited in Holz, R. 2006).  

In these early days, with so many mutations of bands around and a growing 

popularity of secular brass bands, the so-called ñWorking Classò could find a 

relatively easy way of sharing in corporate music making. Brass bands took many 

years to become officially standardised and their evolution to brass only was fuelled 

in part by what occurred in The Great Exhibition2 in 1851 when Belgian instrument 

maker Adolphe Sax displayed his revolutionary new saxhorns, which were later 

                                                             
1 SATCOL is the name given to the umbrella company, which owns R.Smith and company, 
SP&S Ltd. and World of Sound.  
2 The Great Exhibition in 1851 was the first international exhibition of manufactured products. 
It was organised by Henry Cole and Prince Albert, and held in a purpose-built Crystal Palace 
in Hyde Park. 
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adopted by Besses Oôth Barn Brass Band in 1853 and Black Dyke Mills Band in 

1855. 

Brand, G. & Brand, V. (1979, p.12) suggests that in 1895 there was an estimated 

forty thousand brass bands established in Great Britain. With this social trend and 

new recreational activity being rapidly developed within the working class people, it is 

clear to see why preacher William Booth3 quickly found merit in the benefit of brass 

bands to his new movement, The Salvation Army. Although somewhat behind 

secular brass bands in development, Boothôs movement rapidly thrived and the infant 

Salvation Army bands were being aided greatly by professional people and talented 

musicians, some of who were friends of The Salvation Army and others who had 

musical backgrounds subsequently converting to the Salvation Army.  

Holz, R. (2006, p. 71-73) shares a comprehensive list of professional musicians who 

interacted and assisted Salvation Army British bands either in teaching or via new 

recruits. 

Boon, B. (1978, p.13) suggests that General Booth was not easily convinced about 

the use of brass bands and wouldnôt be hurried into making a decision. The benefit of 

brass bands and their evangelical potential from their conception in 1878 within The 

Salvation Army was perhaps slowly convincing William Booth. William Booth (1880) 

writes in a The War Cry4 publication on 27th March requesting that if people have 

instruments that they are not using, please send them to headquarters. He went on 

to list Violins, Bass Viols, Concertinas and brass instruments, at this time he was not 

specific about a formalised musical ensemble. Booth must have felt settled with the 

concept of brass bands; in less than eleven months a further article was published 

with the heading óGeneral Orderô, subtitled óbrass bandsô. He has by this stage 

accepted the concept of integrating Brass Bands within his evangelical movement. 

 

óñThe words ñSalvation Army Brass Bandò followed by the number of the 
Corps, must be marked on every instrumentò.  

(Booth, W. 1881, 24 February). 

 

                                                             
3 William Booth was a charismatic Preacher becoming Founder and the first General of The 
Salvation Army. 
4 The War Cry is an evangelical publication printed by The Salvation Army.  
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It was not until October 1883 that the first music department for The Salvation Army 

commenced work. Richard Slater, Fred Fry and Harry Hill comprised the first staff, 

under the general supervision of Herbert Booth. By the time Band Music No. 1 (1900) 

(Figure 1) was published, The Salvation Army were still scoring music for Clarinets. 

They did not standardise their bands until January 1903 when Clarinets were 

dropped from scoring, looking more closely like that of English brass band scores. 

 

 

Figure 1 

 

Published in The War Cry in 1885, under a title óGeneral Order respecting Brass 

Bandsô, Chief of Staff William Bramwell Booth issued an order regarding music 

allowed for bands of The Salvation Army, this order was to remain in place for over 

one hundred years.  

 

From this date no band will be allowed to play from any music excepting ñThe 
Salvation Army General Band Bookò ï the Journals published by us from time 
to time and other music issued from Headquarters. Quicksteps and 
Introductions are strictly prohibited.  

(Booth, W. 1885, 23 May).  

 



 5 

This directive was fundamental in developing Salvation Army Brass Band 

composers, quickly pushing the early day members of The Salvation Armyôs Music 

Department, Richard Slater, Harry Hill and Fred Fry into writing and arranging 

functional music for bands instead of using external publishers Wright and Roundôs 

Sacred Marches. Not having access to a varied selection of music had a negative 

effect on the musical development of SA bands at this time. 1904 saw the addition of 

the Flugelhorn in large Salvation Army band scores, this scoring has been 

maintained to present. 

 

Part    Minimum number of Instrumentalists per part 

 Soprano Cornet E flat       1 

 Solo Cornet B flat        3 (varies)  

 First Cornet B flat        1 

           Second Cornet B flat       1 

 Flugelhorn B flat        1 

 Solo Horn E flat        1 

 First Horn E flat        1 

 Second Horn E flat        1 

 First Baritone B flat        1 

 Second Baritone B flat       1  

 First Trombone B flat       1 

 Second Trombone B flat       1 

 Bass Trombone (Bass Clef)       1 

 Solo Euphonium B flat       1 or 2 

 Bass E flat         1 or 2 

 Bass B flat         1 

 Side and Bass Drums/Cymbals      2 

 

 Total number of parts        16 

 Minimum number of instrumentalists     23 
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More change in administration, regulations and music took place in the early 1900ôs, 

mostly in response to the needs of Corps and bands. Salvation Army bands became 

desperate for quality music, with the Salvation Army now actively encouraging 

musical art and the associated disciplines. 

 

Slater and his staff faced pressure that exerted a strong pull toward a musical 
evolution in the SA band journal. Music leaders desired music with a challenge 
to keep their enthusiasm fresh. More accomplished players demanded music 
of a quality high enough to offset the constant attraction of óoutsideô and 
contesting bands (Holz, R. 2006, p.94). 

 

In his footnote no. 27. Holz writes some really important and interesting detail. He 

suggests Salvation Army music was not to be sold or used by non-Salvation Army 

customers or ensembles. This was not a religious decision whatsoever, some secular 

publishers such as Wright & Round asked Booth not to sell to non-Salvation Army 

bands, therefore protecting their own market share. Holz also suggests Salvation 

Army publications were beginning to be of interest to secular brass bands. SA 

markets were closed to them by Boothôs edict, which puts quite a different 

perspective on our attitude towards SA music for both those within and outside the 

organisation. This ruling remained in place until 1991; the journey to this stage of 

evolution can be viewed through a definitive timeline of important events in Salvation 

Army Brass Band Music and Publishing 1878-2004 (Holz, 2006, pp. 170-174). 
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PROJECT ONE ï The Bandsmanôs Tale ï SPS 311 CD 

 

 

 

 

Figure 2 

 

 



 8 

BACKGROUND 

 

In my role as Bandmaster of Enfield Citadel Band, I have visited the recording studio 

several times, maintaining what has been established as a vital album recording 

ministry and tradition dating back to 1961. The bandôs former name prior to its 

relocation in 1973 to the Enfield area was Tottenham Citadel Band. In 1961, 

Tottenham Citadel Band became the first Corps5 band to record a Long Playing 

record and has since built on this innovation to the point where in 2015 a new 

recording is made at least every two years. Other key innovations have occurred for 

example, in October 1992, Enfield Citadel Band became the first Salvation Army 

band to share a concert with a contest band. Enfield Citadel Band (James Williams) 

and Black Dyke Band (James Watson) gave a joint concert at Regent Hall Corps as 

part of Enfield Citadel Bandôs Annual Pre-Contest Festival 6 breaking new ground in 

Salvation Army banding. In recent years, the audience and potential outreach of the 

bandôs Gospel message has increased considerably, being aided through internet 

sales, social media, downloads, YouTube and other technological advances. The 

true success of what is a well-known band throughout The Salvation Army world is 

the tradition it is built upon and has continued to develop over the years. Recording 

has played a major role within this tradition.  

This project I am to outline, involved the creation of a programme of music, which 

identifies various key works by brass band composers such as Ray Steadman-Allen, 

Leslie Condon and Elgar Howarth. All of these composers have displayed innovation 

in their writing. Within Salvation Army music, Condon and Steadman-Allen followed 

Eric Ballôs lead during the 1960ôs, pushing the boundaries of tonality, brightening up 

the sound of Salvation Army band music with strong colours in a similar vein to what 

Gilbert Vinter was achieving within the contest world.  

A previous leading brass band conductor with strong associations to the University of 

Salford is Professor David King. Through his insightful recordings of the ñEssays for 

Brassò series in the 1990s and the more recent ñThe Music of Ray Steadman-Allenò 

in 2005, he has championed Salvation Army writing to the wider brass band world.  

                                                             
5 Corps is the term given within the Salvation Army to the various individual church centres. 
6 From 1947 Enfield Citadel Band has been capitalising on the crowds of brass band 
enthusiasts coming to London for the National Brass Band Championships and offering a 
pre-Contest festival. 



 9 

Featured works within this project included Victorian Snapshots óOn Ratcliff Highwayô 

(1978), Leslie Condonôs Tone Poem Song of the Eternal (1976) and a premiere 

recording for a Salvation Army band of Elgar Howarthôs The Bandsmanôs Tale 

(1983)7. Itôs worth noting that Howarth himself was never a Salvationist, only his 

parents were, which provided another interesting concept to this recording in that it 

featured a work about The Salvation Army, composed by a non-Salvationist.  

These three substantial featured works all tell a story and form superb examples of 

programme music8, written by three composers who were all contemporaries of each 

other. It was important to me and to the realisation of the finished project that the 

listener was afforded an opportunity to understand each work and how it linked with 

the ministry and mission of The Salvation Army. Using spoken introductions giving a 

background to the various elements of each work heightened the listenerôs 

appreciation of the music and to what the composer was trying to convey. From an 

evangelical perspective this would integrate band music as part of the listenerôs 

personal devotion and further the evangelical mission of this Salvation Army music 

group. It has been of paramount importance that my entire work as a conductor with 

Enfield Citadel Band has adhered to the Mission statement for all musicians of The 

Salvation Army: 

 

ñTo bring glory to God and to make him knownò (The Salvation Army, 2000).  

 

This important mission aspect together with my own musical and artistic desires for 

Enfield Citadel Band, have conflicted throughout my seven-year tenure as 

Bandmaster 9 . This has created a perceived dichotomy, one that through this 

recording I have aimed to address by insightful repertoire selection and utilising a 

narrator. By supplementing three substantial works with spoken introduction and 

placing them alongside easy listening concerts works, I have satisfied the mission 

statement for Salvation Army musicians. As well as satisfying artistic thirst from the 

band and myself, I have managed the balance of artistic excellence and innovation 

alongside adhering to religious form and expectations. 
                                                             
7 Appendix I pg 112. The Bandsmanôs Tale Full Score 
8 Programme music is a term given to music, which reproduces or suggests literary ideas or 
evokes mental imagery. 
9 Bandmaster is the title given to a Conductor of a Salvation Army Band; the role also 
involves acting as a church elder. 
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REPERTOIRE 

 

As the Bandmaster and Conductor of Enfield Citadel Band, my aim was to deliver a 

recording, which celebrates three original major brass band works that each tell a 

specific story. Within the 1970ôs both the brass band world and The Salvation Army 

band world were rapidly progressing and experimenting with innovation and new 

ideas. I decided to focus this project around this era of rapid development within 

Salvation Army music and to feature major works, which have either not been 

recorded by the band or are now unavailable. Within contest banding, names such as 

Robert Simpson, Gilbert Vinter, Elgar Howarth and mainstream composers such as 

Hans Werner Henze, Harrison Birtwistle, Toru Takemitsu all contributed to the 

revitalisation of brass band music. This was evidenced in a pioneering recording in 

1977 from Grimethorpe Colliery Band entitled Grimethorpe Special10.  

Elgar Howarth became a prominent figure within the brass band world after his test 

piece Fireworks (1975) was used at the National Brass Band Championships in the 

Royal Albert Hall. Howarth was from a Salvation Army family in Lancashire, although 

not a member of The Salvation Army, he still had many relatives who were involved 

in the work of the movement. His cousin Bill Weaver has a lifelong association with 

The Salvation Army, he was a playing member for more than 50 years with the 

Cardiff based Canton Salvation Army Band. The Bandsmanôs Tale (1993) is a 

pastiche on Igor Stravinskyôs A Soldierôs Tale (1918), written in 1983 as a gift to 

Howarthôs cousin Bill on his retirement and first performed in that year at St. Davidôs 

Hall, Cardiff.  

 

As a student musician, I performed at The Royal Northern College of Music Festival 

of Brass on many occasions. Black Dyke Band performed this clean and incisive 

work, at the festival in 2003. It immediately captivated me, the associated score 

notes below which accompanied the work aided in allowing the story to come to life. 

                                                             
10  Solti, V., Howarth, E., Takemitsu, T., Birtwistle, H., & Henze, H. Werner (1977). 

Grimethorpe Special. London: Decca.  
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A Salvation Army bandsman becomes confused with the nature of Salvation 

Army music. Though familiar phrases and rhythms present themselves, he is 

unable to understand their meaning, or appreciate their significance. He is 

tempted by more worldly music, at once easy and slick. Always, however, he 

remembers the first few notes of the Founderôs Hymn ï at the height of his 

confusion, almost in terror, he hears it yet again, distorted by distance and 

memory; it saves him. He hears again, oddly at first, the sound of the 

Salvation Army band and remembers the words of Lindsayôs poem: 

 

   Booth came marching with his big bass drum. 

   óAre you washed in the blood of the Lamb?ô 

The Founderôs Hymn combines with sounds of the bandôs march. There is 
rejoicing as he rejoins his friends (Howarth, E. 1983). 

 

After much research and asking several people within the brass band recording 

industry, I found out that this work has only been recorded once in 1996 by the 

Fodenôs band and had never been recorded by a Salvation Army band, despite the 

clear musical, thematic and family links of the composer with The Salvation Army.  

In my role as Bandmaster of Enfield Citadel Band, I decided that this work by 

Howarth is one which must be recorded and documented by a Salvation Army band. 

The new concept for a Salvation Army band within this work was the use of electric 

piano to try and depict, as Howarth writes, óworldly musicô. The inclusion of this track 

provides the centrepiece and the title track for this inaugural studio recording by a 

Salvation Army band.  

 

Eric Ball was regarded as the óDean of Brass Band composers in the 20th Centuryô 

(Holz, 2006). His writing was very progressive in this period incorporating harmonies 

which, even in todayôs writing, could be classed as ócommercialô. For example, his 

Double Quartet for cornets and trombones Never Give Up (1964) uses a Major 13th 

chord (Figure 3) in itôs climax point in the last five bars, this type of close harmony 

was unheard of within Salvation Army music up to this point. 
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       Figure 3 

 

Following on from the development made by Eric Ball in the 1950ôs and 1960ôs the 

most gifted, prolific and progressive Salvation Army composer has undoubtedly been 

Ray Steadman-Allen (RSA). No other composer within Salvation Army music has 

been as innovative or dared to push the boundaries of compositional form (Holz, R. 

2007, p. 167). 

The inclusion of Steadman-Allenôs epic Victorian Snapshots óOn Ratcliff Highwayô11 

allowed me to explore historic innovation within Salvation Army music and the impact 

this music had to the listener when first performed.  

 

Ray Steadman-Allen was the Bandmaster of Tottenham Citadel Band from 1955 ï 

1960 and it was during this period that Steadman-Allenôs Tone Poem The Holy War 

(1966) was composed. James Williams MBE 12  writes that he was privileged to 

witness the creation of fine musical artistry and was allowed the chance to broadcast 

and record most of it during this time (Williams, J. cited in Steadman-Allen, B. Ed. 

2012). The lasting legacy since Steadman-Allenôs tenure as Bandmaster of 

Tottenham Citadel Band is that both the older band and its renamed Enfield Citadel 

Band perform and record his works. It had been many years since a recording of his 

On Ratcliff Highway was made by Enfield Citadel Band and one which some of itôs 

current members looked forward to.  

 

                                                             
11 Appendix I pg 141. Victorian Snapshots óOn Ratcliff Highwayô Front page of Score 
12 James Williams MBE was a former Bandmaster of Tottenham Citadel and Enfield Citadel 
Bands.  
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Several long-serving bandsmen remember a period from 1979 when the Corps 

Officer13 at Enfield Citadel was Captain Shaw Clifton. Shaw Clifton ministered at 

Enfield Citadel for three years and went on to serve the work of The Salvation Army 

in five different continents before being elected the 18th General of The Salvation 

Army in 2006. The fine compering skills possessed by General Clifton was recalled to 

me by these bandsmen, especially his skill in creating a suitable narrative to engage 

the audience.  

On Ratcliff Highway was performed in our concerts as recently as late 2011 and was 

therefore still reasonably familiar with the band. Coupled with the potential of creating 

a strong recording concept along with Howarthôs The Bandsmanôs Tale, this provided 

me with the foundations of an interesting project. I immediately decided that the 

large, descriptive works should have a spoken introduction to heighten the listenerôs 

appreciation of the music and the Gospel message therein. This allowed me the 

opportunity to show creative vision and adhere to an established liturgical form. 

 

The music within On Ratcliff Highway, like The Bandmanôs Tale is highly descriptive, 

painting pictures and providing us with mental imagery of dockside life during the 

Victorian era.  

Brook, S. (1998, p. 9) suggests that during the Victorian era, The Salvation Army and 

other Nonconformist churches filled a vacuum from the lacklustre reputation of The 

Church of England, which was identified with the ruling classes. Nonconformist 

preachers were personally challenged to convert the masses of religious 

uncommitted via various preaching initiatives and targeted missions. 

Booth went on to target working-class communities, which were tempted from their 

rural parishes by the rapid industrial expansion and had in the process, lost their 

religious roots. The feeling from much of the general public towards The Salvation 

Army and their work was somewhat apathetic and indifferent. 

Haggard, H. R. (1925, Introductory section, para. 1) suggests that the ordinary 

person considers ñThe Salvation Army is a body of people dressed up in a semi-

military uniform, or those of them that are women, in unbecoming poke bonnets, who 

                                                             
13 Corps Officer is the quasi-militaristic name given to Pastors/Ministers within The Salvation 
Army. 
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go about the streets making a noise in the name of God and frightening horses with 

brass bandsò.  

Haggard also notes the hostility at this time towards The Salvation Army in its infant 

stages from the national newspapers that were trying to expose the founder William 

Booth at every opportunity.   

Much industrialisation and expansion was built around the east end of London, its 

proximity to the river Thames providing a suitable base for industrial expansion. It is 

this geographical and socio-economic backdrop where The Salvation Army fought 

their initial battles for the hearts and minds of people and the subsequent historical 

events provided the inspiration for a painting of Ratcliff Highway published in a 

Salvation Army periodical.  

On Ratcliff Highway was inspired by a photograph of the Whitechapel Band marching 

along the dangerous and perilous Ratcliff Highway published on the front cover of 

The Salvation Army magazine, The War Cry on 15th May 1886 (Figure 4). 

 

 

Figure 4 (The War Cry, 1886) 
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A unique moment occurred in Salvation Army music when Ray Steadman-Allen 

(RSA) used an Ivesian14 mosaic approach to his writing. This was never to be used 

again within Salvation Army band writing. 

 

The score notes by Ray Steadman-Allen paint a perfect picture for the listener as 

they explain the sound pictures of the work. 

This work is a collection of ósound picturesô inspired by the War Cry sketch of 
Whitechapel Band marching through the notorious Thameside thoroughfare in 
the 1880ôs. Now desolate, it was a crowded, dissolute and degraded dockside 
slum with gin palaces and sailorsô lodging houses. Snatches of old-time songs 
like óChampagne Charlieô, óWhat shall we do with a drunken sailor?ô and 
óGenevieveô help to evoke the atmosphere of river fogs, steam trains, horse 
carriages and dockside life; up-river there is the sound of the Westminster 
chimes. The original themes are bitter, coarse, vivacious and mournful with 
the emotions of human wreckage. A street fight occurs. Over all broods a 
recurring, passionate song of divine yearning. The band is represented by 
óHold the Fortô, which is historically authenticated. Its clash with the roughs is 
perhaps not history, but Christian Missioners were often beaten up in this 
road. In the collision of tunes, we are reminded of the courage of the early-day 
warriors and honour their example in the epic song óWeôll be heroesô. 
(Steadman-Allen, R. 1978). 

 

RSA employs a kaleidoscopic series of musical ósnapshotsô similar to that technique 

employed by American composer Charles Ives.  

ñThis almost movie-like sudden cutting away from one slice of music to another 
results in a literal depiction of imagined events that slips and slides through time and 
space.ò (Allen, S. 2015, p. 20).  

 

When simultaneously premiered by the Melbourne Staff Band and the International 

Staff Band on 1st July 1978, at the SAôs International Congress in London, this workôs 

performance by the Melbourne Staff Band was met with welcome from listeners and 

reviewers when reviewed in The Salvation Armyôs own publication, The Musician15. 

 

                                                             
14 A mosaic technique employed by Charles Ives ï sudden and abrupt changes of music to 
literally depicted imagined events.  
15 The Musician was a publication from The Salvation Army, which dealt primarily with 
Musical matters of interest. 
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When Melbourne Staff bandsmen presented óOn Ratcliff Highwayô it was a 
musical experience. This brilliantly devised composition was played with 
confidence, control and enjoyment. One suggestion made afterwards was that 
this music should be presented as a son et lumiere with slides depicting the 
scenes of fog, battle and horses and carriages. (The Music of Heaven, 1978, 
p.450).  

 

The comment from those who first heard the work, that it should be presented as a 

son et lumiere16 is further evidence that there was another level of performance 

engagement to be realised. This further supported my decision in making repertoire 

decisions for this project and that there was sufficient symmetry between recording 

this work and The Bandsmanôs Tale together.  

 

These two original brass band works were firmly placed within this recording, I had to 

begin considering the remaining works to be included in the project and which would 

support the overarching theme. Song of the Eternal (FS 378; September, 1976)17 is a 

large work by Leslie Condon, which sits well alongside the works by Howarth and 

Steadman-Allen on this project. By sharing some common ground with On Ratcliff 

Highway and The Bandsmanôs Tale, it mirrored these large works in that it tells a 

very vivid story through music, being original and featuring radical musical ideas 

within Salvation Army music. 

 

Condon was a great experimenter whose late works exhibit violent contrasts, 
brilliant scoring, abrasive dissonance, polytonality, and a penchant for lyrical 
soliloquy made all the more striking because of the underlying contrasts 
employed (Holz, R. 2000). 

 

This late work from Condon, forms an ambitious musical analysis on the biblical 

passage John 1: 1ð1418 splitting into five distinct sections, which cumulatively try to 

                                                             
16 Son et lumière, or a sound and light show, is a form of nighttime entertainment that is 
usually presented in an outdoor venue of historic significance. 
17 Appendix I pg 140. Song of the Eternal Front page of Score. 
18John 1: 1-14, The Holy Bible New International Version, New York International Bible 

Society, 1978. 
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paint a picture of this mammoth period of time in what is a comparatively short 

scripture.  

 

Creation 

 Fall 

 Incarnation 

 Atonement 

 Resurrection 

 

One of the challenges I have encountered in my role as Bandmaster of Enfield 

Citadel Band has been managing the artistic desires of my own and of each musician 

within the band as well as serving the mission and ministry of The Salvation Army. 

The solution I decided upon, was to supplement the major aforementioned large 

works with smaller concert works, therefore providing a range of complementary 

works. The works chosen had all been featured on a regular basis within concerts 

given by the band and created another concept angle ï that of mirroring an Enfield 

Citadel Band concert.  
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RECORDING 

 

The recording took place at Enfield Baptist Church on 21-23 June 2012 using a 

Thursday evening, Friday evening and Saturday morning and afternoon. This allowed 

time on the Thursday evening for a warm up and adjustment to the acoustics of the 

venue and also ensured we could cover all that was required. Using spoken 

introductions to form a narrative to assist the listener in their aural experience was 

heightened greatly by using General Shaw Clifton (retired). General Clifton is a 

former Corps Officer at Enfield SA and has a fondness for the ministry of Enfield 

Citadel Band. He had acted as Executive Officer19 on a number of occasions for 

band programmes and campaigns and was deemed the most suitable candidate on 

all fronts to assist. It is unique for a Salvation Army Corps band to have hierarchy 

such as a General being willing assist in this way; I sent General Clifton the details 

about the recording and each piece and he was thrilled to assist. He had compered 

the Steadman-Allen and Condon works with the band in the past and was only The 

Bandsmanôs Tale that he was unfamiliar with. I sent General Clifton the score notes 

for all three pieces along with a recording of the Howarth work, his response to me 

regarding the inclusion of the Howarth work was encouraging and further galvanized 

my decision to include within this recording. 

 

Hello, Jonathan.  

Many thanks for this.  I have listened to the recording and think it would be a 

great piece to include. I will recast the notes just a little perhaps. Do you have 

the date it was written/published? Also, any idea yet of the date(s) of the 

recording session(s)?  

Blessings.  

SC  

          (S. Clifton, personal communication, 24 May 2012)  

 

                                                             
19 Executive Officer is the title given to an Officer within The Salvation Army who will assist, 
compere and provide pastoral care for a musical group on tour. 



 19 

General Clifton advised that the only time he had available to record the spoken 

introduction was a small window before a family dinner on Friday 22nd June. I had 

absolute faith that he could record the necessary spoken introductions in a dramatic 

and stylish manner. Due to traffic delays on the day, I was unable to greet General 

Clifton at the recording venue and had to rely on Producer Adam Goldsmith to deal 

with ensuring the spoken introductions were recorded well. Adam tells me that 

General Clifton, had recorded every introduction in one take, requiring no edits and 

that from arrival to completion of his spoken remarks took less than twenty minutes.   

The last bar of The Bandsmanôs Tale involves a strong Forte Fostissimo dynamic on 

a semi-breve pause with the instruction given (below) that the conductor indicates 

around the band for each entry (Figure 5). 

 

 In the final bar the bass trombone and basses play together on the down-beat. 
All other players enter on an indication from the conductor in any order 
(soprano cornet last)  

(Howarth, E. 1983). 

 

 

Figure 5 


