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Drum and Bugle Corps: Lacunae in American Musical History

By

Aaron C. Keebaugh

The drum and bugle corps activity is a popular source of entertainment, musical practice, and even musical enlightenment for audiences and participants alike. Similar to many forms of popular music (popular in the context of popular appeal to a specific audience), the drum corps idiom has itself survived, adapted, and evolved due to social, cultural, and political changes throughout the decades, reacting against or adhering to contemporary principles. While the drum and bugle corps activity is indeed an interesting one, the apparent lack of musicological research on the subject creates some problems as exactly what to address. Therefore, it is the present author’s disposition to formulate a general survey of the movement through its historical, social, and functional contexts while exposing some of the lacunae for research possibilities in hopes that the reader will develop an inquiring interest in this truly unique aspect of not only American musical history, but of other countries as well in which this genre is found.  


Throughout western military history, the drum, particularly the snare, occupied a functional role. The service drummer or drummer boy performed duties in order to aid in the practical military tactics of keeping the troops in step and providing leadership on the battlefield. The drum roll along with other drum rudiments were used to sonically symbolize when troops were to wake, march, perform specific battle tactics, relax, and retire for the day. Along with these independent leadership duties, some service drummers were found to be active in an ensemble setting. One particular ensemble that was popular during the Revolutionary and Civil wars in the United States was the fife and drum corps, marching ensembles designed to provide entertainment and morale for the soldiers. One of the most important functional and social aspects of the fife and drum corps was the parade. The fifers, usually broken into two parts, performed war songs, marches, and even popular favorites while the percussionists, consisting solely of snares and bass drums, accompanied the melodies by maintaining a steady beat with particular cadence formula in order to keep the ensemble together musically and in step with one another. 


In contrast and apart from the military setting of the fife and drum ensembles, the drum and bulge corps movement in the United States stems from the time period just after World War I.  In order to commemorate the return of the troops from battle, towns all across the country formed veteran associations to provide an array of social and moral support for their veterans. Such Associations were the American Legion and later on the Veterans of Foreign Wars or VFW. It was in these veteran association posts that the drum corps movement was born. The beginning drum and bugle corps seemed to have been designed to provide the veterans, especially those who had performed duties as drummers and buglers, a chance to maintain their performance practices as a hobby. Parades in America, especially in smaller towns, were held on special occasions such as holidays, patriotic, and large business-sponsored events. The Fourth of July and Memorial Day were especially important for the veterans and other servicemen due to the patriotic focus. 

However, such a generalization is indeed a fallacy. As the movement grew in popularity, some corps emerged apart from the VFW and American Legion posts. Boy Scout troupes began instructing members on bugles and percussion instruments, marching and drill techniques in order to participate themselves in parades independent from the military association but within the military form and style.
 In other cases, Catholic Youth organizations, Catholic churches and schools acted as a catalyst for the formation of new drum and bugle corps. An interesting point in this case, these drum and bugle corps also followed the strict military traditions of marching, playing, and parading though they were born in religious institutions.
 

After World War I, drum and bugle corps were springing up all throughout the country with the emergence of more veteran associations. Some larger towns with more than one veteran post had several different corps for their parade purposes. When the United States entered into World War II, these corps struggled to maintain high consistency in attendance due to the corps members going off to war. In some cases, though there is no objective evidence at hand, it may be safe to say that the activity began to include non-veterans into the organizations during this time. When the war came to a close and as the soldiers returned home, two particular “genre” of drum and bugle corps began to emerge, one corps for the senior veterans and the other for the children of the World War I veterans and non-veterans. The former of these ensembles became known as senior corps. It was this older, more experienced group that led the drum corps movement in maintaining the parade status that had by now become custom. The younger association, known as junior corps, was also designed to participate in parades; however, the instructors of the corps needed to teach the basic techniques of marching and bugle and percussion performance. The function, therefore, of the senior corps was of preservation of an accepted practice while the junior corps became a means of education into the drum and bugle corps idiom. Despite these new origins, most members of drum and bugle corps from 1930 until roughly 1950 consisted mostly of veterans, or the children of veterans. Furthermore, the senior corps activity provided the path in which the junior corps followed, veteran associated or not. Organizations provided the base of operations and as the ever-important means of monetary support for equipment, travel, instrument maintenance, and supplies in order to remain active as a performing organization. The members of drum and bugle corps, much like those of the British brass band movement were and still remain to this day a performance venue for the amateur musician. However, the as time will tell, the musical level of the amateur musician would rise drastically.


Shortly after the corps participation in parades, the competition idiom began to emerge which is now synonymous with the drum corps activity. Although no evidence exists at present as to who developed the first competition and where, drum and bugle corps began to compete with each other on how well they played and marched during their parade routines. Competition in the parade venue is conducted by establishing an isolated portion of the parade route, either known or unknown to the corps, in which the participating corps are evaluated by judges as they march by. The judges were evaluating the corps for musicality, simultaneity of marching and music, and the overall cohesiveness of the corps as a whole unit -how well the unit performs together. The senior corps may have established such competition solely for their purpose although the junior corps may have participated as well. Both case, in the competition venue, senior corps only competed with other senior corps and junior corps only competed against other junior corps. Throughout the late 1930’s and on into the 1940’s, competition increased in popularity and thus provided greater entertainment value for spectators of the parades as well as an enjoyable activity for members of the corps themselves. The increasing popularity of competitions enabled the further establishment of  parades on the regional, state, and inter-state levels. Serious competitive corps would need to raise money to participate in such events. 


During the 1950’s, certain innovative drum and bugle corps began to experiment with the idea of performing their routines on a football field rather than in a street parade. This change, possibly influenced by the marching band idiom contemporary to the time, provided the drum corps idiom with a specific performance “window” for evaluation rather than the “pass by” of the parade-style competition. The football field also provided the corps with a chance to further develop the marching aspects of their performance. They could now “stage” themselves in respect to a single, stationary point of focus rather than by marching all in the same direction. However, new as this may have seemed, the early attempts on the football field by the drum and bugle corps activity was restricted to block-like and linear military movements and which were wrought from the parade tradition. The contemporary idiom of the marching band was focused on entertainment by the use of novelty drills, geometric shapes, and the spelling out of the associated school’s initials or name. As more and more drum and bugle corps took to the football field as a performance and competitive outlet, the VFW association began sponsoring a National Championship in which participating drum and bugle corps organized full competitive seasons around the Championship show. Though parades were still an important opportunity for performance, it was on the football field where drum and bugle corps would become popular on an international scale. Furthermore, the competitive nature of drum and bugle corps provided the entire movement with an identity separate from ensembles that are merely performance specific. 


As the competition aspect became more prominent, the instrumentation developed concurrently or even as a result of the increasing demands on the drum corps activity. The instrumentation for the activity has always involved two principle components: brass bugles and percussion. The bugle has a history of military use much like the drum. However, in is generally true that the bugle was reserved strictly for functional purposes rather than entertainment.
 The bugles of the early drum and bugle corps activity were valveless instruments with the melodic properties much like a natural trumpet in that it only had command of a single succession of pitches based on the harmonic series of a ground pitch. In the case of the bugle, this pitch was G. As corps became more numerous and as parades and competitions began to flourish, the senior corps added a single valve to the bugle to increase melodic possibilities. The resulting valve, if pressed, dropped the harmonic series down a perfect fourth. This in turn provided a greater melodic range in which more extensive musical arrangements would be written. Although this development was a prominent melodic aid, these G-C bugles were all manufactured in a single register.  It was not until after World War II that multi-voiced bugles were introduced into the activity. The 1950’s, along with the emergence of field competitions, found the installment of French horn and baritone bugles, single-valve, also in G-C or G-F pitch. The advent of a variety of voices enables a wider variety of musical styles and methods of arranging to emerge. In the 1960’s, mellophones
, flugelhorns, and the contrabasses were added to the bugle sections, filling it out into a full choir. This instrumentation, comprised of G-pitched bugles, is the standard instrumentation in today’s corps. The choir of bugles is comprised of soprano bugles (highest), mellophone and flugelhorns (alto range), baritones
 (tenor/baritone), and the contrabass (bass line). 


It should be noted that the development of the bugle portion of the drum corps genre enhanced musical selections and arrangement styles. Before the bugles had evolved into choir status, the music that was played consisted mostly of marches and popular tunes especially arranged for the uni-voiced ensemble of one-valve bugles. Since the instrumentation consisted of only one finite register, the arrangements tended to be either monophonic or in two part counter point. As the bugle family became more diversified, the musical selections were arranged to utilize such developments. Apart from other styles of brass ensembles, the arrangements for bugles evolved into the extended use of contrapuntal writing along with the block scoring of chord progressions and dissonances at fortissimo levels to create power and effect in the sound presentation. In contrast, concert-style brass band repertoire tended to involve two distinct performance styles: a homophonic, chorale-like section and a fast technical section. Theme and variations were used foremost as well as overtures and other festive pieces in trio form, either arranged or idiomatically written. On the other hand, the drum corps repertory has been shaped significantly by the meticulously timed competitions ranging anywhere from one to thirteen minutes in structure in which the judges were to form their opinions of the performances. Furthermore, the drum and bugle corps activity has the split performance practice of movement and music unlike its British cousin. The resulting arrangements for competitive marching productions, especially on the football field, were written to enhance or to be enhanced by the visual aspects of marching and maneuvering. 

During the 1950’s and later, the music of Broadway shows found their way into the repertoire of some corps along with traditional marches, popular songs, and even Western symphonic music. Of the Classical selections, the music that became standards tended to be orchestral tours de force in their original intensions. Russian music
, for example, was favored because of its general overall power in instrumentation, which in turn could be adapted for drums and bugles in order to try and capture the same effect. 


The “drum lines” of drum corps trace back to the early twentieth century from the previously stated military roots. The percussion sections of the 1930’s and 1940’s were very large, consisting anywhere between eight to ten snare drums, several tenor drums and bass drums.
 As the competition movement took to the football field in the 1950’s, drum lines diminished in size due to the increased movement and changes in direction of the marching. The standard instrumentation during the 50’s consisted of only three snares, three tenors, two bass drums and a cymbal player. The marching patterns usually revolved around squads of three in which the drum quad was rarely larger than nine people.
 As a rule of competition, the percussion section could only make use of the traditional military “battery” instruments, no melodic percussion was allowed at all. Furthermore, the role of the percussion section was one of a marching metronome. While the performers played cadence patterns, the primary purpose was to keep the entire corps together and in step. This backbone role, important as it may be, was not as musically significant during those years as compared to what it would later become. Furthermore, percussionists were taught to play their parts by sheer rote rather than learning to read prescribed rhythms. The buglers, on the other hand, were learning their parts from arranged music. 


The 1970’s brought new developments to the drum and bugle corps association forerun by the establishment of Drum Corps International or DCI. The function of this new corporation was constructed to provide a stabilizing competitive season for drum and bugles corps throughout the United States and Canada. Henceforth, the inclusion of corps outside of the United States enabled the “International” portion of the title.
 The season was reserved for the months of July and August in which all drum corps shows were sponsored by DCI. Regional Championships, sponsored by sub-groupings under the DCI canopy,
 preceded the World Championships in August, stationed in a different city in North America each year. Along with the establishment of DCI in 1972, new regulations and allowances were set for member corps for their competitive shows. For example, the size of the corps themselves were growing considerably as the activity became increasingly popular in the 1950’s and 60’s.  DCI established a three-class structure for corps: A-60, the smallest classification was designed for corps with sixty or fewer total members; Division II was designed for corps who’s roster ranged from sixty to ninety members; and Division II or Open Class in which the corps obtained members up to the limit of one hundred twenty-eight. To overcome the favoritism of the individual sizes of the corps, DCI sponsored World Championship competitions for each class so that corps of similar sizes were only to compete with other similar sized corps. However, the greater the size of the corps, the more sound the entire unit could produce. Therefore, the Division I level corps became the most popular in taste and in setting new trends for the activity. 

It should also be noted that DCI was formed to sponsor the junior corps activity solely. To establish clear guidelines as to what constituted a “junior corps,” DCI included an age range between fourteen and twenty-one years of age. When a member reached the tender age of twenty-one, they “graduated” from the corps, or “aged out” as it later became known. The senior corps activity, though still strong in the United States had no age limit set at all. While it was custom for junior corps “age-outs” to continue their drum corps careers in senior corps, some members are found to be of junior corps age though they were marching with the older corps. The senior corps association formulated their own national head grouping entitled Drum Corps America or DCA. By the 1970’s, the burden of innovation had moved from the senior corps to the junior corps, possibly due to the heavy popularity that the younger activity was receiving. DCA corps took to a competitive season much like their counterpart, except with less travel, time, and expense. The members of the senior corps activity, by this time, had begun to involve men and women with careers of their own. Therefore, practice schedules tended to be rather sparse and lax, taking place only once or twice a week for a few hours. Competitions were reserved to local or regional weekend trips along with their own World Championship competition in August. Repertoire of these senior corps tended to maintain and reflect the tastes of the people in the audience. The main purpose, suggestively, may have been more focused to entertainment rather than winning a competition, quite the contrary of the junior corps. 


A new allowance of the DCI and DCA associations was the inclusion of melodic percussion instruments. This addition enabled the percussion section to perform music of greater original depth and sophistication. The role, therefore, would extend beyond the traditional metronomic boundaries of marched time-keeping. The timpani and xylophone were the first additions to the battery of snares, tenors, and bass drums. However, the percussionists were instructed to march all instruments during the entire show. Is was not until the early 1980’s, as the drill design became more and more demanding and asymmetric, that the melodic percussion instruments were placed stationary at the front of the field. These performers no longer marched, but rather provided accompaniment to the drums and bugles still maneuvering on the field. During this time as a “pit” setting, the melodic percussion instruments grew to include concert xylophones, glockenspiels, orchestral bells, marimbas, as well as novelty instruments such as slide whistles, and break drums. The pit had evolved into the “sound effect”/ accompaniment section of the entire ensemble. Musical arrangements, furthermore, became increasingly more complex, demanding high technical fluency of the performers. 


The show concepts of the junior corps began to focus on the competition rather than on sheer entertainment of the audience. The 1970’s saw the emergence of more classical concert music along with the popular Broadway songs formerly established during the 50’s. With a full bugle choir and percussion section, corps performed shows that were judged by a penalty system or as it was called, the “tic” system. Simple to understand, each judge simply deducted points for each mistake that they saw or heard from the starting score of 100.
 Due to the objective nature of the drill, corps were limited to what they could actually attempt. If a corps wanted to win, they had to perform music and march a show simple enough to execute it perfectly. By the late seventies, certain corps began experimenting with faster, more difficult music and drill designs. The resulting fact was, that under the “tic” system, ambitious corps were not going to do as well as an unambitious corps because of the higher risks for mistakes to be made.
 By 1984, the “tic” system was replaced by a more subjective “build-up” system due to the pressures of corps experimentation musically and visually. The new judging system fostered the ambitious corps on difficulty of their individual program and how well they were performing it. Part of this new system was the invention of the General Effect caption or GE. To obtain GE, a corps, through their show design and performance must be able to present themselves logically and systematically to the judges and audience. It was now customary for corps to have a unifying theme to their shows rather than simply performing a series of unrelated melodies.
 Furthermore, the 1980’s were the years of “esoterica” in drum and bugle corps. Corps were now experimenting with avant garde and obscure music of the twentieth century.
 As the desire to win continued to call forth such innovations, the drum corps activity, in terms of popularity and numbers of corps actually competing began to decline. The increased expenses needed to hire more creative staff forced some less fortunate corps out of the activity completely; several corps went bankrupt and were forced to fold. Concurrently, audience members were beginning to loose interest in the activity due to the fact that they could not understand the level of complexity that was being presented at a once family-oriented occasion. No antidote to the growing infection of the esoteric was prescribed in the early 1990’s. In fact, 1993 reportedly has been labeled “the worst year in drum corps.”
 The top six corps at World Championship Finals were performing music of tremendous obscurity, difficulty, or both.


The desire to win the coveted Championship every year is indeed a possibility as to why the corps were beginning to present such material in the first place. Another argument might be made that corps were utilizing such esoteric material to educate the audiences in order to expand their musical horizons. Whichever the case, the types of people that comprised the audience, just as the people who participate in the activity changed over the decades. The drum and bugle corps activity in the 1950’s was on a steady growth in popularity. Drum corps shows became venues for family entertainment, a chance to hear their favorite songs.
 During the sixties, the growing competitive idiom began to draw crowds who were not only interested in the musical aspect of the corps, but the sport of competition as well. As DCI and DCA were formed, the audience numbers began to split: those who enjoyed to sport of competition and the thrill to see something new followed the junior corps movement while those interested in entertainment followed that of the senior corps. While no empirical evidence can support this claim, it is possible to speculate that the older, post-war generation tended to find more interest in the senior corps activity since they have maintained the tradition of entertainment. The younger, baby boomer crowd may have been more interested in the innovations provided by the junior corps. However, the popularity among the junior corps movement increased due to the notoriety of DCI as well as the media’s interception of the activity during the late 1970’s when PBS publicly broadcasted the World Championships on live television. To ensure increased popularity in the 80’s, PBS continued the live broadcasts and began to include notable musical and athletic personalities in the telecast. Such figures included Maynard Ferguson, Chuck Mangione, and Curt Gowdy. Despite the attempts to save the drum corps activity from extinction, the media could not halt the decline in corps and attendance at shows.
 The types of people who attend junior corps shows today tend to be middle classed, predominantly white, musically educated (on some level), and are of special relation to certain members of the corps either by friendship or by blood.
 


The members of the drum and bugle corps have also diversified throughout the years. In the early years of the activity, members were veterans who had previous musical training in military service units. As the junior corps movement came about, the members were split between these musically educated veterans and their offspring who may have had no previous musical training. The junior corps activity during the 50’s, if they desired to be strong competitors, had to institute the teaching of their members of the basic aspects of bugle and percussion performance. As the movement grew in popularity, previously trained musicians were coming onto the drum corps scene. 

Through increased exposure to the media, band directors of all levels from around the country began to take notice of the movement, attempting to capture what the corps were doing into their school band programs. DCI, as a result, began a partnership with the music education world not only to promote the drum corps activity, but also to establish a source for recruitment through the similar world of the marching band. As a result of this partnership, highly competitive corps enjoy the strong support each year provided by the marching band world. Furthermore, support from marching band organizations, especially those that are oriented in field show competition, provide the drum corps activity with recruitment opportunities for perspective members. For the most part, the members in today’s corps, ranging from high school age through the college-level music major, are veterans of high school marching band programs and very experienced instrumental performers. 


During the past few years, the drum corps movement has further established methods of recruiting. In the year 1999, DCI passed a bill to include the use of brass instruments in any key rather than maintaining the traditional G bugle. So far, all of the corps who have accepted this change are utilizing standard Bb instruments, the instruments of the band world. There has also been discussion as to whether or not to include woodwind instruments. However, this idea has always been rejected up till now.
 Also under discussion is the use allowance of electronic instruments and amplification. Further developments, while trying to save the activity from doom, may ultimately lead to the demise of the competitive idiom since more corps may be forced to fold due to higher financial pressures to purchase such equipment. 


Whatever the future may hold is indeed questionable for the drum and bugle corps activity. Perhaps new means of performance are necessary in order to preserve tradition yet attract new talent to the genre as a whole. In recent years, drum corps has evolved into performance on the Broadway stage with the recent Tony Award winning show BLAST!  While competition is not found in this medium, the performance routine involves the all-brass and percussion instrumentation, idiomatic arrangements and compositions, and marching and maneuvering of the present DCI counterpart.


But why has drum and bugle corps been neglected in the field of musicology?
 It stands as a genre of musical style and practice that has come to represent a particular class and culture of people, either as performers or as spectators. The activity itself is rich in diversity; any aspect of the information previously provided is catalyst for further research. The corps activity is still strong today, which would enable a musicologist with valuable, first-hand research opportunities. While the world of musical academia; whose sole purpose is to discover, study, and present new knowledge to the public, remains passive to such a unique activity, the drum and bugle corps movement continues to march ever forward in discovering new means of interpreting its past and innovating for the future. There are no “tics” in their performance.
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� There are only two all-male corps left today, the Scouts from Madison, Wisconsin and the Cavaliers from Rosemont, Illinois.  Both of these organizations derived from local Boy Scout troupes in which the boys were taught how to play the bugles and percussion instruments, read music, and march. 


� This information is taken from an interview with Ryan Keebaugh, brother to the present author and member of the Cadets Drum and Bugle Corps from 1997-2000.  The Cadets (previously known as the Cadets of Bergen County and the Garfield Cadets) America’s oldest drum and bugle corps had such instituted origins. During the 1930’s, a group a catholic schoolboys from Garfield, New Jersey, are reported to have formed the corps in the basement of the Catholic Church without the permission of the parish priest. 


� The various “bugle calls” were used to symbolize the start of the day and the end of the day; for an example, “revile” and “taps.”


� These instruments are simply modifications of the earlier French horn bugle.


� Another instrument used is the marching euphonium, a version of the baritone with a larger bore thus providing the tenor musical lines with a deeper tone quality. 


� Such selections included Mussorgsky’s Pictures at an Exhibition, Rimsky-Korsakov’s Russian Christmas Music and Russian Easter Overtures, and even Stravinsky’s The Firebird and Rite of Spring. In 1981 and 1982, the Phantom Regiment Drum and Bugle Corps presented Khachaturian’s Sparticus. 


� Lauren Vogel Weiss, “Up Through the Ranks: The History of Marching Percussion,” Modern Drummer 5 (1998), 138-143. While these numbers may not be large today, the size is tremendous considering that they were balanced with only about thirty bugle players. In today’s corps, the percussion section is pitted against an armament of about seventy bugle players. 


� Weiss, “Up Through the Ranks,” 138-143. 


� See Alan Murray, “Field Band and Drum Corps-South African Style,” Percussive Notes 6 (1998), 33-35. This has grown yet today with the inclusion of Swedish, Japanese, and even English corps at DCI World Championships. Recently, the drum corps movement found its way into South Africa, however this establishment is non-competitive.


� Such associations were Drum Corps West, Drum Corps Midwest, and Drum Corps East. 


� There were twelve judges during the seventies broken into three categories: Bugles, Marching and Maneuvering, and the Percussion. There were six judges on the field evaluating the performers as well as six judges up in the stands to examine each individual aspect from afar. Each “tic” was then subtracted for the grand score at the end of the performance. The corps with less “tics” had the highest score and therefore won the show. 


� The Garfield Cadets, during this time, began experimenting with asymmetrical drill designs. By the early 1980’s this corps had developed a reputation for moving for the entire show and literally running the drill maneuvers while playing the music. 


� For example: Phantom Regiment’s 1981 and 1982 productions of  Sparticus., Santa Clara Vanguard’s 1986 and 1987 productions of nineteenth century Russian music, and the Garfield Cadets’ 1984 and 1987 productions of West Side Story and Appalachian Spring respectfully.  


� The Garfield Cadets performed Leonard Bernstein’s “Jeremiah” Symphony no. 1 in 1985. Despite some dislike of the audience, the Cadets won their 3rd World Championship that year with the highest score at the time of 98.4. This marks an interesting case and point for further study: more and more esoteric music began creeping up into the drum corps competitions since this time. Therefore, it may be safe to generalize that the winning corps tends to set the new standard, unofficially, for other corps in the activity for hopes of future success. The result then is an ongoing journey to be more and more esoteric in order to win. 


� Richard Sword, “The Evolution of Musical and Visual Design,” A History of Drum and Bugle Corp (2002), 97-186. 


� See Sword, “The Evolution of Musical and Visual Design,” 97-186. The most extreme case ever in the history of the activity of a difficult program was provided by Star of Indiana in which they performed Samuel Barber’s Medea interpolated with Bela Bartok’s Music for Strings, Percussion, and Celesta. Additionally, Star of Indiana utilized little actual drill, rather making use of minimalist gestures, groupings of instruments, and modern dance routines. At their home sponsored show in Bloomington, IN, the corps was “booed” off of the field so loudly that the commentator had to reprimand the audience. 


� Taken from an interview with Jack Shaffer (b. 1928), Band director at Central High School in Martinsburg, PA and a member of the Cambria Cadets Drum and Bugle Corps ca. 1945-mid 1950’s. 


� Taken from discussions with Dave Horetsky, Ryan Keebaugh, Jack Shaffer, and Barry Mellot, friend, relative, and colleagues to the present author respectively. At the 1992 World Championships at Madison, WI, there were 40,000 people attending the Finals performance. The author’s own experience at the 1999 Championships at the same city saw some reported 18,000 people on Finals night, more than a 50% decrease in attendance in only 7 years. 


� Based on the author’s own observations at various local, regional, and championship shows in 1995, 1997, 1999, 2000, and 2001. 


� The Cadets under the present direction of George Hopkins are advocates of this change. The goal, according to Hopkins, is to save drum corps from extinction by adapting to the band medium completely. However, other drum corps, such as the Cavaliers, are bent on maintaining at least some tradition to remain a drum and bugle corps, even though at present the name, hypothetically, might be changed to be called drum and brass corps.


� Interestingly enough, this has also caught on to competitive DCI corp. In 1998 and 1999, the Blue Devils Drum and Bugle Corps for Concord, CA presented a stage show all of their own while still competing heavily in DCI.


� To clarify a point, the author includes all individual disciplines of the field; traditional historical musicology, ethnomusicology, as well as the study of the pedagogical and performance values, to discuss every possible aspect of the requested specimen.





