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PREFACE

During the last fifty years the high school band has

become a generally accepted part of the secondary curriculum.

This has been largely the result of public enthusiasm created

by music contests and performances. In view of public

interests educators have sometimes provided goals that em-

phasize uniforms, equipment, marching, concerts, trips, and

competition, elements that are often considered secondary.

Currently many instrumental music programs concentrate

on the development of performance techniques. The large

number of band students who do not continue to play an in-

strument after high school graduation pointsout a need for

a more total music education. The expanding scope of music

education must include mental activities to attract and

retain student interest, understanding, and awareness. More

than motor ability must be included if the program is to

instill a lasting understanding of music.

These activities could well be incorporated into the

existing band rehearsal. The study of the music under

rehearsal could lead to new concepts and their immediate

application. An increased knowledge of the formal,

viii



theoretical, and historical aspects of music could result

in a more professional performance technique, and lay a

foundation for a sophisticated attitude toward music.

The musical future of the student, the concert audience,

and the composer is dependent on valid music education. To

reduce the band program to include little more than instru-

mental instruction can only widen the existing chasm between

serious musical endeavor and the general public.

ix



CHAPTER I

STATEMENT OF THE PROBLEM

Purpose

The purpose of this study was to design a rehearsal

method for presenting the historical and theoretical aspects

of selected works for concert band.

Sub -Prob lems

1. 'What systematic approach can be designed for

studying the historical aspects of a musical work?

2. What systematic approach can be designed for

studying the theoretical aspects of a musical work?

3. What compositions can be used to demonstrate

historical and theoretical elements?

4. What rehearsal method can be devised by applying

the systematic approaches for studying historical and

theoretical aspects to the selected works?

Definition of Terms

The term rehearsal method means an approach to be

used within the context of the existing band practice that
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would provide information, emphasis, sequence, and neces-

sary materials.

The term historical . . . aspects refers to the

information about the composer, the musical era, and the

musical work.

The term theoretical aspects refers to basic elements

of rhythm, tonality, harmony, melody, and form.

The term selected works means published music of medium

difficulty for high school concert band. The works demon-

strate historical and theoretical aspects and provide a

variety of forms from the Baroque through the Contemporary

eras.

Delimitations

There was no attempt to organize or validate the

rehearsal method according to specific theories of learning.

The method was designed through application of logic.

The rehearsal method encompasses six musical works

from four stylistic eras. This number of works was selected

to provide a balance between comprehensive study and avail-

able rehearsal time during the academic year.

The development of the method did not include testing

it in an experimental situation.
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Basic Hypothesis

There was no basic hypothesis for this study.

Basic Assumption

The basic assumption of this study was that the works

selected for inclusion in the method could provide a basis

from which to study music history and theory.

Background for the Study:
The Band Rehearsal

The background for the development of the rehearsal

method was comprised of material from three basic areas:

the philosophy of music education, the history of rehears-

als, and current attitudes and research. This background

is presented in the following sections of goals, history,

and related literature.

Goals

Instrumental music education today is the product of

administrative pressure, public attitude, and music educa-

tor's ideals. The effectiveness of the instrumental music

program in meeting valid goals is the most accurate measure

of its scope. The goals of music education are the basis

for a sound program.

Determining a goal, or set of goals, for the music
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program is a difficult task. The problem of separating

secondary aims, such as contest ratings, band size, and

public acceptance from the basic goals of music education

seems to leave room for debate.

Discussing the basic aim of music education, the Yale

seminar concluded:

The development of musicality is the primary aim

of music education from kindergarten through the

twelfth grade. Musicality is the ability to express
a musical idea accurately through pitch and time.

Conversely, it is the capacity to grasp in its com-

pleteness and detail a musical statement heard.
1

The fact that both performance and understanding are

included in this two-fold goal of musicality is especially

noteworthy.

A long range goal was surfaced by Fowler when he

stated that, "Music today aims at developing a knowledgable

audience."2 He goes on to say:

Emphasis has shifted from the "appreciation" of

a work to the "knowing" of a work. Appreciation is

left to the individual and his personal responses and

choices. While liking or disliking a piece of music

is the prerogative of the student his decisions are

1Claude V. Palisca, Music in Our Schools: A Search

For Improvement(Washington, 1964), p. 6.

2Charles B. Fowler, "Music Education: Joining the

Mainstream," from the Tanglewood Symposium "Music in Amer-
ican Society," Music Educators Journal, LIV(November 1967),
unpaginated.
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based on knowledge of the music. The aim of the music
teacher is to place the student in contact with the
objects, the skills, the capacity for response, and
the factual, measurable content of musical works.3

A similar goal is discussed by House, and directly

related to the high school band:

Thus, the inherent mission of the band must be
to provide for the general music education of its
members, and it must help to secure the kind of musi-
cal understanding, wide knowledge of literature, and
good taste which will be of use to the player when
he puts away his instrument.

The task of the band director is thus many sided.
He must be enough of a promoter and organizer to cap-
italize on the inherent appeal of his field; enough of
a perfectionist to create the best possible musical
performing group; and enough of an educator to remem-
ber the real values for which he is working.4

If "musicality" is the goal of music education we must

know exactly what the term encompasses. The Arlie House

Symposium laid out the following points for evaluating a

student's comprehensive musicianship:

Descriptive Competence: The student is expected
to listen to specific music examples from various
periods including the Contemporary and describe:

1. The musical elements relevant to structure.
2. The formal elements relevant to the example.
3. The relation of the musical and formal ele-

ments to the expressive character of the

3Fowler, _p. cit., unpaginated.

4Robert W. House, Instrumental Music for Today's
Schools(Englewood Cliffs, New Jersey, 1965), p. 103.
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example, including the role of extra-musical
elements.

4. The relation of musical, formal, and expres-
sive elements to the stylistic factors in
the example.

Performing Competence: The student is expected
to demonstrate his:

1. Literacy in conventional notation and term-
inology, and other systems of notation.

2. Ability to study and perform a solo work and
an ensemble work.

3. Ability to evaluate performance, including
his own, with respect to technical accuracy
and interpretation.

4. Ability to coach and instruct in a variety of
situations.

5. Knowledge of musical repertoire in general
and program-building in his own field of
specialization.

Creative Competence: The student is expected to
demonstrate his ability to:

1. Write examples illustrating a variety of
melodic and rhythmic constructions, and har-
monic and contrapuntal procedures.

2. Write examples illustrating the character-
istics of various styles.

3. Adapt and rearrange music from the original
medium.

4. Improvise in a given style or in his own
personal idiom.

5. Compose an original work for available per-
forming resources.

Attitude: A profile showing the range and the
intensity of the student's involvement with music.5

5The Arlie House Symposium, "Evaluative Criteria for
Music in Education," from the "Contemporary Music Project,"
Music Educators Journal, Vol. LIV(March 1968), unpaginated.
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Although this seems to be a staggering task for the

music educator, these evaluative criteria point out an

important balance between the elements of musicality. Even

in the area of "Performing Competence" the underlying goal

is comprehension.

This importance of comprehension in music education is

further discussed by Ernst and Gary:

In more recent years, however, . . . thought-
ful music educators began to evaluate the outcomes of

music education, and they expressed increasing concern
with the fact that in spite of the high standards of
performance in many schools, the large majority of
high school students had no formal contact with music

during their high school years. They also noted that
even those students who were active in performance

groups, though technically well trained, were frequent-
ly deficient in understanding music as an art.

Gradually a new concept emerged--one which made
it mandatory to redefine "general music" so that it
would include every phase of the music program from
the concert band to the elementary classroom.6

The seeming inability of the current instrumental

program to develop the total musicality of the majority of

its students is a constantly recurring theme. Contemporary

educators are aware of this shortcoming and point to the

proper emphasis of elements within the program. House

discusses music goals and the problems of the status quo

6Karl D. Ernst and Charles L. Gary, Music in General
Education(Washington, 1965), p. v.
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in meeting these goals:

We draw attention finally to the prevailing mis-
conception that the inherent purpose of instruction
is to create superb performing groups. According to
that view, whatever contributes to that result is
justified regardless of any side-effects.7

A school band or orchestra must be regarded as
a laboratory for the study of a special class of music
literature and the concepts which derive from it.8

Over and above the development of ability to play
specific works stands the ultimate goal of rehearsal:
deeper musicianship.9

The Yale seminar also noted an imbalance in the strong

emphasis being placed on performance-

Even in students who are potentially gifted and
intellectually capable, creativity and agility of
musical thought and judgement are left almost entirely
undeveloped, while fingers and lips are drilled to
considerable speed and accuracy.1

A performance-centered program with little emphasis on

musical understanding leaves the student ill-prepared to

face the non-performing world of music after graduation.

Going through the change from performer to listener, the

student isn't prepared to understand music other than by

watching or listening to the instrument he or she used to

play. The necessity for intellectual understanding as a

basis for adult patterns of musical experience is brought

7House, 2P. cit., p. 3. 8House, p_. cit., p. 102.

9House, _. cit., p. 146. 10Palisca, 2_. cit., p. 5.
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out by Benner:

The Arts are subject disciplines which emphasize

the use of the intellect as well as the development

of sensitivity, creativity, and the capacity to make

reasoned, aesthetic decisions in extending the range

of human experience.1 1

The goal of the band rehearsal, then, can be summed

up as the development of the student's musicality, includ-

ing both performance ability and comprehension. The balance

of these two elements and the depth in which each is taught

is dependent on the director's goals and methods.

History

The history of rehearsals can be traced back to near

the beginning of music, for to perform a musical work well,

even a primitive song, takes some practice. The descrip-

tions of the "hand signals" used by Guido d'Arezzo, eleventh

century theoretician, indicate the existence of rehearsals

for the perfection of musical performance. This same goal

is expressed five centuries later by Bottrigari in his

description of the preparation for a performance:

Then they begin the rehearsals in which all these

different instruments are used, and perhaps several

others also--it does not matter which ones, as I now

llCharles H. Benner, The Arts in the Comprehensive

Secondary School(Washington, 1962), p. 7.
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recall, since I do not wish to divide the choral parts
from the instrumental. Then they have not one or two,

but a number of rehearsals, during which they maintain
the highest obedience and attention, and think of
nothing except a good ensemble and the greatest pos-
sible union without any other considerations; for that
reason each performer comes with a gracious modesty when
he needs to be instructed and corrected by the M. di
capella.12

Bottrigari's mention of "not one or two, but a number

of rehearsals," seems to indicate that works of the day

were not usually rehearsed extensively. This same point is

implied by Haydn in a letter of 1789 that accompanied three

of his symphonies.

Now I would humbly asky you to tell the Princely
Kappellmeister there that these three symphonies

(numbers ninety, ninety-one, and ninety-two), because

of their many particular effects, should be rehearsed
at least once carefully and with special concentration
before they are performed.13

Starting with the Romantic era it became more necessary

and desireable to rehearse works extensively. The rehearsal

goal remained the same--perfection in performance. Mendel-

ssohn discussed the Paris Conservatory orchestra of 1832,

pointing out that all orchestras are not this capable of

12 Hercole Bottrigari, Ii Desiderio, translated by Carol

MacClintock: (American Institute of Musicology, 1962), p. 52.

13H. Robbins Landon, The Collected Correspondence and

London Notebooks of Joseph Haydn(Fair Lawn, New Jersey,
1959), p. 89.
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perfection in performance.

Naturally this is the best that can be heard in
France because it is the Paris Conservatory that gives
the concerts; but it is also the best that can be
heard anywhere. They combined the best musicians in
Paris and also took young violinists from classes;
they put one of the directors--a capable and enthu-
siastic musician--in charge, and the orchestra then
rehearsed for two years, until they were genuinely a
unit and there was no longer any possibility of errors
before they risked a performance. Actually, every
orchestra should be like this, errors in rhythm and
notes should never occur. But as such, unfortunately,
is not the case, this is the best I ever heard.14

Discussing the 1834 rehearsals for the Wassertraeger

Mendelssohn mentions, "The week before the Wassertraeger

was given was most fatiguing; every day two long rehearsals

that often averaged from nine to ten hours . "15 In

the effort for perfection the number of rehearsals and

their length continued to increase. By the end of the

nineteenth century extensive daily rehearsals were common.

With this background it is by no means surprising

that when instrumental music was incorporated in American

public schools it consisted of rehearsal and performance.

Some educators, like Will Earhart, saw the need for musical

understanding and included courses in theory and history in

14Selden Goth, Felix Mendelssohn Letters(New York,
1945), pp. 191-192.

15Ibid., p. 226.
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the curriculum, but the larger number envisioned more

rehearsals and better performing groups.

Rehearsal format in the public school has changed

little since its original inception. The contest era of

the thirties, the war in the forties, and the continued

expansion in the fifties and sixties have continued to place

high priority on performing ability. Because of this,

most bands are expected to perform at parades, football

half-time shows, a Christmas concert, marching band contest,

concert band contest, solo and ensemble contest, and a

winter and spring concert. A performance schedule like

this consumes a major portion, if not all, of the available

rehearsal time. The contemporary director is faced with

a dilemma: develop the technical proficiency necessary to

fulfill the performance obligations, or educate the student

musically at the possible expense of technical excellency,

public approval, and his job.

Related Literature

If the current instrumental music program is not doing

its job, what is the educational solution to the goal of

student musicality? How can the program better provide a

foundation for the students in its performing groups?
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Hartshorn discusses a solution that would retain the exist-

ing structure.

To put our program in better balance, we need
more study of the history of music, the theory of
music, and the literature of music. Some of this
content, including also principles of interpretation
wisely developed, can be taught in existing perfor-
mance organizations. To introduce such learnings into
rehearsals can make them more broadly educative, and
the performances more intelligently communicative.16

Ernst conceives the rehearsal in a "laboratory" sense,

and stresses the importance of understanding.

The total music program will reflect a current
trend towards the greater synthesis of courses.
Musical performance, both individual and group, will
become the laboratory; its relation to theory and
literature will be similar to that of the science lab-
oratory to the lecture hall.17

The concept of music education encompassing both per-

formance and understanding is no new idea. "In 1898 Will

Earhart formed a high school orchestra which, under his

direction became what was probably the first such organiza-

tion to achieve symphonic proportions ."18 Since this time

16William C. Hartshorn, "The Study of Music as An
Academic Discipline," Music Educators Journal, LI (January,
1963), 26.

17Karl D. Ernst, "The Nature and Nurture of Creat-
ivity," from the Tanglewood Symposium "Music in American
Society," Music Educators Journal, LIV (November, 1967),
unpaginated.

18Felix E. McKernan, Will Earhart: A Steadfast Phil-
osophy(Washington, 1962), p. 131.
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the original concept has all but ceased to exist. The

current addition of historical and theoretical study to the

existing instrumental music program would be a return to

the original emphasis exhibited in Earhart's music program.

Offering music theory and history as elective courses

would be one way to broaden the scope of the program. Un-

fortunately, an instructor must be available to teach the

class, enough students must be encouraged to enroll, and a

room and books must be provided. Even if these obstacles

are overcome, only a portion of the band students are

reached.

Incorporating theoretical and historical study into

the existing rehearsal solves many of the problems inherent

in an elective course. This approach also offers some

unique advantages, as Hartshorn points out:

In music education, no other activity can sub-
stitute for direct experience with music, through
performing or listening. Contact with music is the
one indispensable foundation for musical growth.

Reading about music, analyzing it, and discussing
it have meaning only as they are related to music
which has already been heard or to tonal concepts that
are clearly in the mind as a result of silent reading
of musical notation.1 9

19William C. Hartshorn, Music for the Academically
Talented Student in theSecony School(Washington, 1960),
p. 99.
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The facts of music history should be related to
direct experience with the music to which they refer.
The more closely theoretical study can be related to
music literature, and through it, to the historic
development of music, the more broadly educative it
will be.20

The advantages of a combined course in performance,

history, and theory led to the development of a course of

instruction for woodwind quintet by Desiderio.21 The course

was designed because there was a need to have "young instru-

mentalists become acquainted with different forms and styles,

not through hearing alone, but by combining hearing with

actual performance."22

The purpose of the course of study designed by

Desiderio is to familiarize instrumental students with the

following aspects of music:

1. The beginnings of Western music.
2. The development of vocal and instrumental

music from the Middle Ages through the
twentieth century.

3. The development of form in music.
4. The development of major-minor tonality.
5. The chronology of composers.
6. Stylistic considerations.23

20Hartshorn, 2p. cit_ pp. 20-21.

2 1Anthony R. Desiderio, "Teaching the History of West-
ern Music Through Instrumental Performance in the Secondary
School," unpublished dissertation, School of Music, Univer-
sity of Southern California, Los Angeles, California, 1966.

22Ibid., pp. 2-3. 23kbid., pp. 1-2.
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Summarizing the study, Desiderio concludes, "By com-

bining factual knowledge . . with actual study and

performance of the appropriate musical material, the

students can gain valuable insights into the history of

Western music,, and also acquire important correlative

knowledge necessary for good performance practice."24

Unfortunately, the study was not tested in an experimental

situation to determine its effect on student attitudes,

appreciation, performance, and future musical experience.

A similar course of study was designed by Porter,

based on a laboratory in musicianship. Discussing the

need for such a method, Porter states:

Many performing organizations . . . stressed
showmanship in public performance to the detriment of
musical values and the virtual exclusion of the theo-
retical and intellectual studies in the art of music.

The above examples of practices in music education
which, in persuit of a high goal, teachers allowed
themselves to adopt, believing that only by making
music "easy" and "fun" could they interest many stu-
dents. Such practices became sufficiently wide spread
to cause many administrators to question the value of
music courses in the high school curriculum. They
pointed out a seeming lack of continuity--"What will
a member of the choir learn about music next year that
he did not learn this year?"--and to an overall lack
of academic content.

Too often the director conceives his task in the
same light in which a professional conductor approaches

24Desiderio, _. ci., p. 282.
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the task of preparing his groups for concert. The
objective of such a director is not the building of
musical insights in his students, but merely the put-
ting together of musical elements in such a way as to
make a satisfactory showing at the next public perfor-
mance. If the students gather a bit of factual,
theoretical, technical, or aesthetic information in

the process, well and good, but the performance sche-
dule permits very little time for such non-essentials.2 5

Some suggestions are made for use of this method, but

the course is basically a collection of choral works for

flexible use by the director. These works span the major

composers and forms from Gregorian chant through the Con-

temporary era. Unfortunately, this method, too, has not

been tested, and the stated conclusions are without support.

An inherent strength, or weakness, of both studies is

the presentational flexibility of the methods. The director

is left to prepare himself from lists of suggested materials,

plan the general format for each presentation, and present

the material in an interesting and effective way. Both

methods would require an excellent teacher with extensive

background, considerable resources, and time for detailed

preparation.

25Harold B. Porter, "An Independent Course in Music
Literature, Theory, and Ensemble Performance for Talented
High School Students," unpublished doctoral dissertation,
University of Arizona, Tucson, Arizona, 1964, pp. 10-11.
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Methodology

The first step in designing a method for studying

musical works was to determine what aspects were considered

necessary for a basic understanding of a work. To this

end interviews were scheduled with North Texas State

University faculty members, two each from the fields of

music education, composition, musicology, music theory,

and music literature. The plan for the interview was un-

structured, starting with a brief introduction that included

the problem statement.

The following question was the motivating source for

the interview: "If a high school band was to study a

musical work thoroughly, what elements should be included

in this study?" Responses were recorded on a prepared

checklist, contained in Appendix A, and written in free

form where necessary. The interviews spanned from ten to

twenty minutes each.

Responses from the interviews are shown in Table I.

A progressive scale using a zero and five positive ratings

is used. Responses in the "0" column indicate that the

item was not mentioned by the interviewee. The positive

ratings, indicating an importance of the item, range from
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a low of "I" to a high of "V". Combined responses for

each item total the number interviewed.

The general trend of responses may be summarized by

the following statements:

1. It is neither necessary nor desirable to get

involved in technical aspects. General knowledge is the

main goal.

2. The basic elements of major-minor tonality, large

form, melodic structure, and instrumentation are the basis

for understanding a musical work.

3. Historical elements are relatively unimportant.

The span of the various musical eras, the placing of the

work to be studied in an era, and the general musical

characteristics of each of the musical style periods are

the most important historical aspects.

The next step was to assemble various approaches for

studying music history. Available textbooks, periodicals,

and research reports were consulted and a list of possible

approaches assembled. Historical elements to be included

in the approach were limited according to faculty recom-

mendations and the scope and context of the method. Retained

historical aspects included the musical style period and its

characteristics; the composers life span, residences,
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TABLE I

INTERVIEW RESULTS RATING THE IMPORTANCE
OF SPECIFIC ASPECTS IN STUDYING

A MUSICAL WORK

Aspects of a Work 0 I II III IV V Total

Historical Aspects

The Composer
Life Span Dates 9 1 10

Musical Style 8 1 1 10

The Era
Socio-Political Climate 9 10

Literature and Art 7 1 1 1 10
Major Composers and Works 5 1 2 1 1 10
Musical Characteristics 1 1 8 10

The Work
Original Instrumentation 4 1 5 10

Original Instruments 8 1 1 10
Effect on Later Works 9 1 10

Theoretical Aspects:

Meter 8 2 10

Key(s) 4 1 5 10

Large Form 10 10

Tempo 8 1 1 10

Harmonic Language 3 1 6 10

Chordal Analysis 7 1 2 10
Melodic Structure 1 1 8 10
Use of Instruments 4 1 5 10
Dynamics 6 1 1 2 10
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occupations, and musical works; and information about the

original work, including the name, instrumentation, and

date of composition. Different approaches for presenting

this material during the band rehearsal were weighed against

each other, some were combined, and a final approach was

devised.

Assembling approaches for studying the theoretical

aspects was the next task. Available textbooks, periodicals,

and research reports were consulted, and a list of possible

methods was assembled. Theoretical elements to be included

in the approach were limited according to faculty recom-

mendations and the scope and context of the method. Theo-

retical aspects that were retained include meter, tempo,

large form, small form, and harmonic language. Approaches

for presenting these theoretical concepts were weighed

against each other, and a final approach was determined.

Before musical works could be selected for use,

criteria for their selection had to be established. The

following criteria were the basis for selecting the six

works contained in the method.

1. The work must be published, of medium difficulty,

and by a recognized composer.
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2. The works should provide a variety of musical

forms.

A list of works was assembled on the recommendation

of faculty members, and scores were studied. The list was

reduced to include one work for the Baroque era, one for

the Classical period, and two each from the Romantic and

Contemporary eras.

Finally, the systematic approaches for studying the

historical and theoretical aspects were applied to each

of the selected works. The general format for presenting

each selection was designed to include five major divisions,

the content of which could be adapted to each work. Bio-

graphical and analytical textbooks were used to provide the

necessary historical and theoretical information about each

of the composers and selected works.

Plan for the Report

Chapter Two of this report presents a description of

the rehearsal method and the directions for its use. Sug-

gestions are made for additional activities and sources.

Chapter Three presents the rehearsal method. Questions,

blackboard illustrations, and activities are included as part

of the systematic approach to each of the selected works.
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Chapter Four presents the summary, conclusions, and

recommendations that came as a result of the study.



CHAPTER II

DESCRIPTION OF THE METHOD

The purpose of this chapter is to define and clarify

the method and provide suggestions for its use. The chap-

ter is divided into two main sections, the first defining

the method, and the second discussing presentational pro-

cedures, including time span, preparation, presentation,

activities, testing, equipment, and continuity.

Definition

The method is designed to present basic historical

and theoretical elements of music through concentrated

study of six selected works for concert band. These works

are as follows:

Composer Arranger

Bach Rhoades

Haydn Wilcox

Mendelssohn Greissle

Brahms Duthoit

Title Publisher

St. Anne's Fugue Southern

St. Anthony Divertimento Schirmer

Overture for Band Schirmer

Variations on a Theme
b.y_ Ha Boosey-Hawkes

24
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Composer Arranger Title Publisher

W. Schumann Chester--Overture Merion

Latham Dodecaphonic Set Barnhouse

The selection of works includes a composer from the

Baroque, Classical, and early and late Romantic eras, and

two from the Contemporary eras. Selected works include a

three-part fugue, a divertimento in the four-movement

classical symphonic form, two overtures of contrasting

style, a theme and variation form, and a twelve-tone work.

The Brahms Variations on a Theme by Haydn uses the theme

from the chorale movement in the Haydn St. Anthony Diver-

timento.

The method consists of an introduction and six sections,

one for each work being studied. The concepts established

in the introduction are the foundation for the subsequent

sections.

The introductory section includes basic information

about music history and theory. The idea of musical evolu-

tion is examined in relation to the various style periods.

Dates and titles are assigned to each of the musical eras in

an effort to clarify the process of continual change. The

difference in musical cultures is pointed out, and a brief
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comparison is made between music of the Eastern and Western

hemispheres. The six basic elements of music--melody, tempo,

rhythm, harmony, form, and instrumentation--are presented

and studied. Basic theoretical concepts necessary for the

future sections, such as duple-triple meter, simple harmony,

form, and transposition are presented.

The subsequent sections each present one of the select-

ed works, dividing the study into five major sections.

These divisions are

1. Introduction: Historical aspects encompassing the

names and dates for the musical style period and major socio-

political influences are examined. General musical charac-

teristics of the era are studied, with emphasis on tonality

and form. The composer's dates, nationality, occupations,

and scope of musical works are presented in conjunction

with specific information about the work to be studied.

2. Performance: The work is played in its entirety,

allowing for necessary rehearsal.

3. Analysis: The large form of the work is studied,

with priority given to major divisions, repetition of large

sections, and key relationships. Small form within the

major divisions is explored, emphasizing phraseology,

sequence, motif development, and melodic contour.
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Theoretical analyses are augmented with suggested illus-

trations and performance activities.

4. Synthesis: The major historical and theoretical

elements previously studied are summarized and the work is

heard. Comparisons are made with the original work when

transcriptions are used. The synthesis culminates in a

"straight through" performance of the work.

5. Application: The work should be played for a

concert or contest appearance. A test could be adminis-

tered to provide immediate application of concepts. Further

application can be achieved through performing and studying

works in the same form, or works from the same stylistic

era. A brief listing of such works is included.

Although the published band parts and conductor's

full score are the basis for the majority of the method, a

"Student's Thematic Part" is also provided. The major

subjects and themes from each of the selected works are

included on this part, written in octaves for the entire

band. The use of this thematic part can clarify explana-

tions, provide active participation for all of the students,

and improve listening habits. The conductor's score for

this part is included in Appendix B.
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Directions for Presentation

This rehearsal method for band is a collection of

works with the mechanics of presentation left to the

director's choice. Since the effectiveness of the method

is dependent on the instructor, it is with him in mind

that the following suggestions for utilization of the

method are presented. These directions are important

recommendations, but should not hinder the flexibility of

the method to adapt to various circumstances.

Time Span

The method is designed for use within the regular

band rehearsal. Three or four complete rehearsals could

be devoted to the presentation of each section, or a

portion of numerous rehearsals could be used. A minimum

of two rehearsals would be necessary to present the basic

material from each section. Utilization of all the material

from a section could consume four or more rehearsals. The

study of the basic aspects of the complete method would

require a minimum of approximately fourteen rehearsals,

while thoroughly utilizing the complete method could extend

beyond thirty rehearsals.

Ideally, the sections should be spaced over the school
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year. Presentation of one section a month during seven

of the nine months would minimize problems of preparation

and scheduling of rehearsals. Other music under rehearsal

could be related to the historical and theoretical concepts

being presented, thus creating a greater continuity between

sections.

Preparation

The director's preparation for each section is the

most important single factor leading to the successful use

of the method. Poor preparation can lead to lack of clarity,

continuity, and spontaneity. Additional preparation and

planning should be devoted to the first section, for this

section establishes attitudes toward the method, sets the

format for preparing and presenting future sections, and

lays the historical and theoretical foundation for the

rest of the method.

The following steps are suggested for preparing

each of the sections of the method:

1. Distribute the individual parts and the "Student

Thematic Part."

2. Number the measures in the score for reference to

the method.
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3. Study the method, referring to the score, student

part, and a recording.

4. Mark the score to clarify large form, phrasing,

thematic groups, motifs, key relationships, and other

elements to be studied.

5. If desired, prepare a display showing aspects of

music, art, literature, and other historical elements from

the era being studied.

The actual presentation should not be attempted until

the director feels adequately prepared, understanding both

the music work and the general format of the method.

Presentation

Using the method outline as a guide, present the

section. The following suggestions may help to improve

the presentation.

1. Speak informally, don't lecture or read directly

from the outline.

2. Alternate discussion and performance. Provide

performance activities at regular intervals to help retain

interest and clarify explanations-. End the study session

and go on to something else when the interest level is

consistently poor.
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3. Clarify discussions and questions through use of

the blackboard illustrations. The illustrations are sug-

gested in the "Figures" spaced throughout the method.

Figures that are expanded upon or otherwise reused retain

the same number and are differentiated by letters, that is

1(a), 1(b), 1(c).

4. Keep students actively participating in discussions

by asking questions. Brief questions can help to measure

the general understanding of the group, thus indicating

the need to review or progress. The questions included in

the method are intended as examples only, and would lose

much of their appropriatness and effectiveness if read from

the outline. Have individual students locate answers to

complex questions that arise and report on them in future

rehearsals.

Activities

An inventive director could adapt this method to

include a wide variety of student interests. Research and

reports, solo and ensemble activities, and record listening

could amplify the existing method. Private or class lessons

could be coordinated to provide additional experience that

would parallel rehearsal activities.
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Live performances could provide excellent application

of the material studied. Perhaps a church organist would

perform the Saint Anne's Fugue_, or the band could attend a

concert by a professional organization that included a work

by a composer being studied.

Testing

The inclusion of a test at the end of each section

could improve student response. If each section culminated

in a formal evaluation student interest and attention

might be significantly improved. Testing should be con-

sidered a means to improve and evaluate student response,

and not an end in itself.

Equipment

The only equipment necessary for presentation of this

method is a record player, tape recorder, and a blackboard,

preferrably with permanent staff lines. A piano and an

opaque projector could also be used, but are not mandatory.

Continuity

Yearly continuity can be achieved through use of the

method format with new literature. The use of music not

included in this method would require considerable
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preparation by the director. Study of biographical

material and analysis of the music would be necessary to

prepare each selection.

The main features of the method- -including four or

more style periods, offering a variety of forms and com-

posers, providing a foundation in basic music history and

theory, and the general format for each section--could be

retained. Using a different group of composers every year

would effectively increase the scope of the method. During

a student's high school career, a total of from eighteen to

twenty-four composers and works could be studied.



CHAPTER III

THE REHEARSAL METHOD

The method consists of seven sections, including an

Introduction, the Baroque era, the Classical era, the

Romantic era I, the Romantic era II, the Contemporary

era I, and the Contemporary era II.

Introduction

The introductory section is designed to provide the

minimal knowledge of music history and theory necessary

for the understanding of the subsequent six sections. The

introduction is divided into two sections: music history,

and music theory.

Music History

The information in this section was taken from the

Miller History of Music. 2 6 More detailed information can

be found in numerous musical history textbooks, including

2 6 Hugh M. Miller, History of.Music, 3rd ed. (New York,
1960), 289 pp.

34



35

the Grout A History of Western Music
27 and the Lang Music

in Western Civilization.28

1. Theories about the origin of music have been

evolved by modern scholars. Music may have developed from

primitive communications: tribal drums and calls. It may

have been associated with work rhythms at a very early time.

It seems to have been associated almost instinctively with

emotional expression.29

2. Despite our limitations of knowledge about ancient

music, a few general facts are known. Early music was not

developed as a separate art, and it always existed in

primitive simplicity. The following ancient civilizations

were especially important in the development of music.

Chinese Music: Chinese music made considerable use

of five-tone (pentatonic) scales. Music was an important

part of Oriental mysticism.

Egyptian Music: Egyptian music was very likely

27Donald J. Grout, A History of Western Music (New York,

1960), 742 pp.

2 8 Paul H. Lang, Music in Western Civilization (New York,

1941), 567 pp.

29Miller, 2.p. it.) p. 3.
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quite extensive. It had a considerable influence upon

later Greek music and musical theory of the seventh century

B. C. The Egyptians were largely responsible for the deve-

lopment of the harp and lyre family of instruments.

Early Hebrew Music: Judging from numerous Bible

references, music was important to the Hebrews. It was

probably of a ritual nature. The Hebrews enjoyed unison

singing, chanting, and considerable melodic embellishment.

They also employed antiphonal singing (one choir or group

of singers answered by another). The historical signifi-

cance of early Hebrew music lies in the great influence it

had upon Christian music, particularly plainsong.

Greek Music: The music of the Greeks is the most

important in all antiquity for several reasons. Greek

theory had a marked influence upon theory of the Middle

Ages. Such terms as perfect consonance (fourths, fifths,

and octaves) and imperfect consonance (thirds and sixths)

come from Greek theory and are still used today. Through-

out history there have been recurrences of Greek ideals in

music as, for example, the revival of Greek tragedy in the

late sixteenth century which gave rise to opera. The Greek

doctrine of "ethos", the belief that music has a direct

effect upon the soul, has manifest itself in various ways.
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Roman Music: Very little is known about Roman music.

In general, the Romans were imitators of Greek culture. It

is likely that they were responsible for separation of music

and poetry. They developed brass instruments largely for

military purposes. Music was also used to enhance sensual

pleasure.30

3. The Christian Era in music encompasses the develop-

ment of monophonic music from about 200 A. D. to about 1300.

Religious melody is referred to as plainsong, plainchant,

or cantus planus. Catholic plainsong constitutes the larg-

est body of pure melody known to man, even greater in extent

and beauty than folk song of the same period. Plainsong is

a single melodic line, unaccompanied, and using a Latin text.

The most significant innovation in the entire history

of music is the advent of polyphony in the ninth century.

The polyphonic concept, more than one single melodic line

at a time, dominates the artistic development of Occidental

music. This early polyphonic music was called "organum."

In early organum two voices were used, separated by the

interval of a fifth. Later organum used fourths and thirds.3 1

3 0Miller, _. .cit_., pp. 4-7. 3 1Ibid., pp. 8, 21.
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4. Paris was the musical center of the world during

the Middle Ages. Troubadors and trouveres, the roving

minstrels of the Middle Ages, sang folk songs and played

instruments such as the lute. Vocal music was expanded to

include three contrasting parts.32

5. The music of the fourteenth century was referred

to as the "ars nova" or "new art" to distinguish it from

the older practices of the Middle Ages. There was a pre-

dominance of secular music. Two, three, and four-part

writing was used. 3 3

6. The Renaissance saw the culmination of a vocal

polyphony that has never been surpassed. The modes, scales

used in early music, began to disappear, and the beginnings

of a major-minor tonality began to emerge. The invention

of the printing press and the printing of music greatly

contributed to the dissemination of music literature

throughout Europe .34

Few instruments used before 1600 are commonly used

today. The oboe, except for improvement in fingering

mechanism and tone, is virtually the same as it was in

32Miller, op. cit., p 24. 33Ibid., p. 27.

34Ibid., p. 36.
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very early times. The keyboard instruments--harpsichord,

virginal, clavichord, and clavecin--were replaced by the

piano two hundred years later. The soft-toned flute family,

called the recorder, was much later replaced by the trans-

verse flute. The brass instruments, with the exception of

the trombone, had no valves and were limited to natural

overtones, like a bugle. The trombone of today is very

similar to the first "sackbuts" invented in the sixteenth

century. The lute of the Renaissance has been replaced by

the guitar. The organ had made tremendous strides by the

end of the sixteenth century. 3 5

7. Much of the music performed today is from the

seventeenth century or later. For study purposes this

four-hundred year time span can be divided into four

musical style periods:

Baroque j Classical Romantic Contemporary

1600 1750 1820 1900

Fig. 1--Historical periods

8. Each of these musical style periods can be iden-

tified by certain musical characteristics. Each era

3 5Miller, *_. cit_, p. 52.



40

encompasses a number of great composers and excellent

musical works. The evolution of music has been a history

of change, and not necessarily a history of improvement.

Musical style has been directly influenced by economic,

social, and political conditions.36

Music T

1. Music of the Western hemisphere is made up of

the following elements--melody, the prominent line of

pitches; tempo, the rate of the pulse or beat; rhythm, the

articulated patterns within the tempo; harmony, the combi-

nations of pitches; form, the order in which the musical

ideas are presented and repeated; and instrumentation, the

instruments or voices for which the work was written.

2. The basic "material" of music is sound. Sound is

created by a vibrating object and transmitted to our ear

through the atmosphere. Faster vibrations make a higher

pitched sound, while slower vibrations create a lower pitch.

Western music organizes these pitches into a pattern of

twelve notes to an octave. An octave has a top and a

bottom note whose vibrations are related by the ratio 1:2.

3 6Miller, p. _cit_., pp. 171-177.
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Fig. 2(a)--Twelve note octave

3. The Western tonal system is based on an eight-

note series of pitches within an octave called a scale.

The notes of the major scales are separated by whole-steps,

with half-steps between scale tones III and IV, and VII

and VIII. Minor scales also use a pattern of whole and

half-steps, the half-steps being between scale tones II

and III, and V and VI.

4. Western harmony is based on the eight-note scale.

The combinations of pitches that create harmony are called

chords. Simple chords are constructed with three notes, a

root, a third and a fifth.

(Start by forming a "C" chord on the first note of the

chromatic scale from Fig. 2(a).)

Fig. 2(b)--"C" major chord
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a. The bottom note, "C", is the root of the

major chord.

b. The "E" is called the third of the chord

because the interval from "C" to "E" spans three notes.

The distance from "C" to "E" is four half-steps, and

is called an interval of a "major third."

(Demonstrate the half-steps by counting them on

the chromatic scale.)

A. 3 - - 4 _

Fig. 2(c) -- Interval: major third

c. The "G" is the fifth of the chord because

the interval from "C" to "C" spans five notes. This

interval is called a perfect fifth.

d. Other chords are formed on each note of the

scale, each chord being numbered the same as that note

of the scale. Each of the chords also has a name. The

"I" chord is the "Tonic", the "IV" chord is the "Sub-

Dominant", and the "V" chord is the "Dominant".

(Complete the rest of the chords in the "C" scale
with the help of the students.)
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Fig. 2(d)--Chords of the scale

e. Other intervals are determined in the same

way. An interval of a "second" spans two notes, while

the interval of a "fourth" spans four. Intervals of a

"second", "third" , "sixth", and "seventh" can be major

or minor. Intervals of a "fourth" and "fifth" can be

"perfect", "augmented", or "diminished".

(Demonstrate major and minor, augmented and dim-
inished intervals by using the chromatic scale
from Fig. 2.)

5. Another element of music is rhythm. An important

part of feeling and understanding rhythm is the meter, indi-

cated by the time signature. All time signatures may be

divided into two categories, those with combinations of two

beats to a measure, and those with combinations of three.

Signatures like 2/4 and 4/4 have combinations of two, and

are called "duple" meter. Signatures like 3/4 and 9/8 have

combinations of three, and are called "triple" meter. Some

time signatures like 6/8 and 12/8 can be either duple or

triple meter.
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6. The final basic element of music is form, the

order in which musical ideas are presented and repeated.

Each musical style period uses certain basic forms of

musical expression, such as the concerto, symphony, or

dance forms.

(A simple demonstration of form could utilize a march

for study. The elements of the march would probably
include an introduction, first strain, second strain,
and a trio. The trio usually is in the Sub-Dominant

key and often includes a short introduction and a
break strain.)

7. Most of the musical study will be done in concert

key, so it is important that everyone understands transpo-

sition. Transposing instruments play a part that is written

higher or lower than it actually sounds. For the purpose of

simplicity the following transpositions are suggested for

students to use throughout the method. These transpositions

will arrive at concert pitch, but not necessarily in the

correct octave.

All Bb parts: Transpose down a step to concert pitch.

All Eb parts: Transpose up a minor third to concert pitch.

All F parts: Transpose down a fifth or up a fourth to

concert pitch.
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The Baroque Era

Johann Sebastian Bach: "St. Anne's Fugue"

Introduction

I. The Baroque Era.

A. Historical Characteristics.

1. Dates of the era: 1600-1750.

2. Source of the term "Baroque": A French word

meaning bizarre; originally applied to the

overly elaborate architecture of Germany and

Austria.

3. Socio-Political Factors: The century and a

half between 1600 and 1750 was a period of

colonization. The first half of the seven-

teenth century was dominated in Germany by

religious, political wars known as the "Thirty

Year's War" (1618-1648). The second half of

the century was dominated by the culture of

Louis XIV of France (1643-1715) and his lavish

court at Versailles. The principal names in

science are Isaac Newton, William Harvey,

Galileo Galilei, Francis Bacon, and Gottfried

Liebnitz. The leading philosophers of the
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period are Rene Descartes, Blaise Pascal, and

Benedictus Spinoza. The leading thinker in

the field of civil government is John Locke.

In the field of literature there is an impor-

tant array of English names: John Milton,

John Dryden, Daniel Defoe, Joseph Addison,

Jonathon Swift, Alexander Pope, and Samuel

Johnson. In France the principal literary

names are Pierre Corneille, Jean Racine, and

Jean Baptiste Moliere. The great names in

Baroque art include Rembrandt, Rubens, Van

Dyck, El Greco, and Velasquez.

B. Musical Characteristics.

1. Tonality.

a. Previous to the Baroque era "modes" were

used instead of scales. These modes

required no key signatures. Seven basic

modes were used.

IONIAN DORIAN

Fig. 3--The modes
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PHRYGIAN MIXOLYDIAN

LYDIAN AEOLIAN LOCRIAN

Fig. 3(continued)--The modes

b. The Baroque era saw the disappearance of

all but two of these modes, the Ionian

and the Aeolian. The predominant use of

these two modes gave birth to our present

system of tonality.

Q: WHAT MODERN SCALE IS LIKE THE AEOLIAN
MODE?

Q: WHAT MODERN SCALE IS LIKE THE IOLIAN
MODE?

2. Polyphonic-Homophonic Style.

a. Previous to the Baroque era, music had

been largely polyphonic. This means

that each musical line, or part, was a

melody.

(A simple modern example would be a "round"
like "Are You Sleeping?" or "Row, Row, Row
Your Boat." )

b. During the Baroque era the homophonic
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style emerged. This style stressed

chords and their movement.

(A modern example would be any simple hymn.)

c. Most music of the late Baroque era com-

bined both polyphonic (horizontal) and

homophonic (vertical) elements. This

resulted in the use of imitation in a

strict harmonic structure.

3. Rhythmic Vitality.

a. A steady pulse of eighth or sixteenth

notes creates a strong rhythmic feeling.

b. A prominent bass line adds a moving

rhythmic foundation.

(These two characteristics can be clarified
through listening to records. Suggested
works include the Bach Brandenburg Concerti
and Orchestral Suites, and Handel"s Messiah.)

4. Instrumental Music Forms.

a. Concerto Grosso: An orchestral work

featuring a small group of instruments

within the orchestra.

(Example: Bach Brandenburg Concerti.)

b. Dance Suite: An instrumental set of

four or more dances of the era, usually
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written in one key.

(Example: Bach Orchestral Suites.)

c. Fugue: A work commonly for keyboard

instruments that is based on one or more

short melodies called "subjects."

5. Established Instrumentation.

a. Previous to the Baroque era instruments

were seldom specified. Any group of

instruments could play together with any

instrument playing any part.

b. During the Baroque era the orchestra

began to have a set instrumentation. The

usual instrumentation included Violins I

and II, Violas, Cellos, String Basses,

Flutes, and Oboes. Trumpets and Horns

were sometimes included.

II. Johann Sebastian Bach.

A. Lived in the late Baroque era (1685-1750).

B. Was born, raised, and lived in Germany.

C. Held jobs as an organist, choral conductor, and

orchestral conductor.

D. Wrote in a style combining both elements of poly-

phony and homophony.
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E. Is now considered, along with George Frederick

Handel, one of the greatest Baroque composers.

F. Wrote music for organ, clavier (the ancestor of

the piano), orchestra, and voices.

III. The St. Anne's Fugue.

A. The name "St. Anne" is an English name given the

fugue due to the possibility that the main subject

was taken from the beginning of an eighteenth

century hymn tune entitled "St. Anne."

B. The fugue was originally part of a collection of

exercises for the clavier.

C. The fugue is commonly played on organ.

Performance

Play the "St. Anne's Fugue" in its entirety, having

the students listen for the subject material.

Analysis

I. Large Form.

Q: IS THE FUGUE DIVIDED INTO SECTIONS?

A. The fugue is divided into three main sections.

Q: WHERE DO EACH OF THESE SECTIONS BEGIN?

1. Section I: Measures 1-36.
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2. Section II: Measures 37-81.

3. Section III: Measures 82 to the end.

B. The sections are related.

Q: HOW ARE THE SECTIONS RELATED?

1. All three sections are in one key.

2. Similar musical ideas are used in all three

sections .

II. Small Form.

A. Exploration of the first subject.

Q: WHAT IS THE FIRST SUBJECT OF THE FUGUE?

(Have students sing or play to demonstrate the
subject. When the first subject has been deter-
mined, play it in unison from the "Student's
Thematic Part," in Appendix B.)

a. Discuss the construction of the first subject,

including its length, range, and the note

values used. Enter this information on the

blackboard in chart form.

Subject Length Tessitura Note Values Section
1 2 3

2 Meas. Minor 6th Whole and half

Fig. 4(a)--Bach: Subject analysis

(Play from measures 1-36 and listen for the
number of repetitions of the subject.)
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b. The first subject is stated nine times in

the first section. Enter this on the chart

in Fig. 4, under "Section 1."

c. Determine the tonality of the first subject.

Q: WHAT KEY DOES THE FUGUE BEGIN IN?

1. The key signature contains three flats.

2. The subject includes notes 1, 3, 5, 6,

and 7 in the key of Eb major.

3. The Eb major chord includes the first

two notes and the last note of the sub-

ject, giving a "tonic" key feeling to

the beginning and the end.

4. The first statement of the subject is in

Eb major.

d. Determine the relationship of the statements.

Q: ARE ALL THE STATEMENTS OF THE SUBJECT
ALIKE?

(Play the first ten measures of the fugue
and listen to the entrances of the subject.)

1. All of the statements of the subject are

not alike in pitch.

(Write the second statement of the subject
on the blackboard.)
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Fig. 5--Bach: First subject-answer

Q: WHAT KEY IS THE SECOND STATEMENT IN?

2. The natural sign indicates a key signa-

ture of two flats, the key of Bb major,

for the second statement.

3. The note Bb is the fifth note of the

original scale in the key of Eb major.

This fifth note is called the "dominant."

4. The first statement of the subject is in

the "tonic" key, while the second is in

the "dominant" key. The statement in the

"dominant" key is called the "answer."

5. Most of the entrances of the subject will

alternate subject and answer. This is

common in all fugues.

e. Examine non-subject material.

Q: WHAT OTHER MATERIAL BESIDES THE SUBJECT
IS USED IN THE FIRST SECTION?

1. Material that contrasts with the main

subject is often used to build a rhythmic
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and harmonic foundation for the subject.

2. The following examples are material that

is used numerous times within a few mea-

sures. The measure indications are for

the first entrance.

Measure 3:

Measure 16:

Measure 21:

Fig. 6--Bach: Section I non-subject material

B. Exploration of the second subject.

Q: WHERE IS THE SECOND SUBJECT FIRST STATED?

1. The first statement of the second subject is

in measure 37.

(Have the students play the second subject from
the Student's Thematic Part," in Appendix B.)

2. Discuss the construction of the subject,
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including its length, range, and the note

values used. Enter this information on the

chart previously started in Fig. 4.

Subject Length Tessitura Note Values Section
1 2 3

II 2 Meas. Minor 6th Quarter-eighth

Fig. 4(b)--Bach: Subject analysis

3. Determine the tonality of the second subject.

Q: WHAT CONCERT KEY IS INDICATED BY THE
KEY SIGNATURE?

a. The key signature is still three flats,

indicating the key of Eb major.

b. The subject includes notes 1, 2, 3, 4,

5, and 7 in the key of Eb major.

c. The Eb tonic chord again includes the

first two notes and the last note of the

subject, giving a tonic feeling to the

beginning and end.

d. The first statement of the second subject

is in Eb major.

4. Determine the relationship of the statements,.

(Play the beginning of the second section,
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measures 37-47, and listen for the four
entrances of the second subject.)

Q: DO THESE FOUR STATEMENTS OF THE SECOND
SUBJECT FOLLOW THE TONIC-DOMINANT FORM
OF THE SUBJECT AND ANSWER?

(Write the second statement of the subject
on the board.)

Fig. 7--Bach: Second subject-answer

a. The same form of subject-answer is used.

The subject is in Eb major and the answer

is in Bb major.

b. The subject is stated as a subject or

answer eight times in the second section.

Enter this information on the chart in

Fig. 4.

5. Examine non-subject material.

Q: WHAT OTHER MATERIAL BESIDES THE SUBJECT
IS USED IN THE SECOND SECTION?

a. Sometimes the subject is used in an

altered form. Take the first subject

as an example of alteration.
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(1) The subject can be used backwards,

in retrograde form.

(2) The subject can be used upside

down, in inversion form.

(3) The subject can be used both back-

wards and upside down, called

retrograde -inversion form.

(With student help write each of the
altered forms of the first subject.)

RETROGRADE:

INVERSION:tJ
RETROGRADE-INVERSION:

Fig. 8--Bach: Subject alteration

2. The second subject is used in this section

in an altered form.

Q: WHAT ALTERED FORM DOES THE SECOND SUBJECT USE,
AND WHERE IS IT USED?

3. The second subject is used in inversion in

measures 47, 49, and 51. It also appears in
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a slightly changed form in measure 64 and

in measure 71.

Fig. 9--Bach: Second subject inversion

4. The first subject also appears in this section.

a. The first subject is rhythmically altered.

(Play from measure 37 to measure 81 and
listen for the entrances of the first subject.)

b. The first subject is stated six times in

this section of the fugue. Enter this on

the chart in Fig. 4.

C. Exploration of the third subject.

Q: WHERE IS THE THIRD SUBJECT FIRST STATED?

1. The first statement of the third subject is

in measure 82.

(Have the students play the third subject from
the "Student's Thematic Part," in Appendix B.)

2. Discuss the construction of the subject,

including its length, range, and the note

values used. Enter this information on the

previously started chart in Fig. 4.
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Subject Length Tessitura Note Values Section

I _f _ __1 2 3

II1 11Meas. Major 6th Eighth-sixteenth

Fig. 4(c)--Bach: Subject analysis

3. Determine the tonality of the third subject.

Q: WHAT CONCERT KEY IS IMPLIED BY THE KEY
SIGNATURE?

a. The key signature of three flats would

indicate Eb major.

Q: WHAT MINOR KEY HAS THE SAME KEY SIGNA-
TURE?

b. The key of "c" minor has three flats.

c. The subject includes notes 1, 2, 3, 4,

5, and 6 of the Eb major scale, or notes

1, 3, 4, 5, 6, and 7 of the "c" minor

scale.

d. The subject starts on "C" and feels as

though it is in "c" minor because of the

preceding measures. It ends using the

three notes of the Eb major chord, and

feels very much in the key of Eb.

e. The subject implies a moving tonality

rather than a single key or chord.
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4. Determine the relationship of the statements.

(Play measures 82-89 and listen for five
entrances of the subject.)

Q: DO THESE FIVE ENTRANCES FOLLOW THE SUB-

JECT-ANSWER FORM?

a. The first three statements are in the

tonic-dominant form, but the fourth

statement is in Ab, the sub-dominant of

the Eb tonic scale.

b. The fourth statement, in the sub-dominant

area, and the fifth statement, in the

dominant area, are both "answers."

c. The third subject is 'stated in subject or

answer form seventeen times in this

section. Enter this on the chart in

Fig. 4.

5. Examine the non-subject material.

Q: WHAT OTHER MATERIAL BESIDES THE THIRD
SUBJECT IS USED IN THIS SECTION?

a. The first subject is used again, first

introduced by Flutes in measure 89. It

is rhythmically altered, but not as dy-

namically as in the second section.

b. The first subject is stated six times
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in this last section. Enter this on

the chart in Fig. 4.

c. The second subject is not used.

d. Other material is basically scale pas-

sages that are related to the third

subject.

Synthesis

I. Sumarization.

A. The Baroque era extends from 1600 to 1750.

B. Johann Sebastian Bach and George Frederick Handel

are considered two of the major composers of the

late Baroque era.

C. The major forms of instrumental music in the

Baroque period included the concerto-grosso, the

dance suite, and the fugue.

D. The fugue is a work based on one or more short

melodies called subjects.

E. The statements of the subject usually alternate

tonic-dominant, using a subject-answer form.

F. In the "St. Anne's Fugue" additional unity is

achieved through the use of the first subject

throughout the entire work.
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C. The fugue demonstrates careful planning.

Subject Length Tessitura Note Values Section
1 2 3

I 2 Meas. Minor 6th Whole and half 9 6 6

II 2 Meas. Minor 6th Quarter-eighth 0 8 0

III 1 Meas. Major 6th Eighth-sixteenth 0 0 17

Fig. 4(d)--Bach: Subject analysis

1. The subjects are approximately the same length.

2. The tessitura, or range, of the first two sub-

jects is a minor sixth, an interval that is

expanded to major for the last subject.

3. The first subject uses whole and half notes,

the second uses quarter and eighth, and the

third contains eighth and sixteenth notes.

The note values become continually shorter.

4. The most important subject, the first, is

stated twenty-one times. The third subject,

due to its shorter length and note values, is

stated seventeen times.

5. The material accompanying the subjects con-

sists of varied uses of the subjects, and

melodic lines that are rhythmically and
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melodically related to the subjects.

II. Listening.

A. This work was originally written for the clavier,

the ancestor of the piano.

B. William Rhoades, an American arranger, has re-set

this work for band. This means that he chose

certain instruments to play certain lines of music

in the fugue.

C. This work is commonly played on organ. An excellent

recording of the work is available on the "Columbia

Masterworks Series" (record number KL-5262), fea-

turing E. Power Biggs playing an organ built in

1720, during Bach's life, in Zwolle, Holland.

D. If the recording is not available, a tape recording

of the band is suggested for listening purposes.

Perhaps a church organist would consent to play the

fugue for the band.

III. Performance.

Play the fugue in its entirety.

Application

I. Play the fugue for concert or contest.

II. Design and administer a test, if desired.
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ILL. Play works from the same era or in the same form to

continue the development of concepts. A brief list

of possible works is suggested.

Baroque Fugues:

Composer -Arranger

Bach-Elliot

Bach-Moehlmann

Bach-Moehlmann

Bach -Moehlmann

Bach-Moehlmann

Handel-Maris

Title

Prelude, Passacaglia, & Fugue

Prelude&Fu in F Minor

Prelude & Fugue in D Minor

Prelude & Fugue in Bb Major

Prelude & Fugue in G Minor

Prelude & Fugue in D Minor

Publisher

Wynn

Fitzsimons

Fitzsimons

MPHC

MPHC

Marks

Other Fugues:

Cowe 11 Hymn _& Fuguing Tune No. 1

The Classical Era

Joseph Haydn: "St. Anthony Divertimento"

Introduction

I. The Classical Era.

A. Historical Characteristics.

1. Dates of the era: 1750-1820.

2. Source of the term "Classical": A word

originally describing the Greek music of

Leeds
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Apollo whose effect was toward calmness and

uplift. The word can also imply classical in

form, stressing the importance of unity and

balance.

3. Socio-Political Factors: The period between

1750 and 1820 is generally marked by the rise

of the lower middle classes in a democratic

spirit which asserted itself in the French

Revolution. The French Revolution and the

Napoleonic Wars dominate the period. Before

the French Revolution, a widespread conflict,

known as the Seven Years' War (1756-1763), in

which Prussia allied with England, fought

against Austria and France, spread through

Europe, India, and America (the French-Indian

wars). The American Declaration of Independence

(1776) and the American Revolution belong to

this period. The predominant philosophy was

rationalist; it is manifest in the works of

the German Immanuel Kant and of the French

Denis Diderot and the Encyclopedists, Francois

Voltaire and Jean Rosseau. In sociology

Adam Smith's The Wealth of Nations is a
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milestone. Important artists of the period

are Goya, David, Reynolds, Gainsborough, and

Copley. "Rococo" is the term applied to the

general spirit and style of the art and music

of the period.

B. Musical Characteristics.

1. The importance of harmony and form over the

use of polyphonic imitation.

2. Simplicity of harmony.

a. The importance of the I, IV, V, and

VI chords in the tonic key.

~1~

Fig. 10--Haydn: Class ical harmony

b. Modulations to closely related keys.

Q: WHAT KEYS WOULD BE "CLOSELY RELATED" TO
THE KEY OF "C" MAJOR?

(1) Keys having the same signature or

one accidental difference.

(2) This would include major and minor

keys with one sharp or flat, or no
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sharps and flats.

(3) The related keys would include "F"

and "G" major, and "a", "d", and

"e" minor.

3. Dependence on new formal structures.

a. Symphony: A four-movement work for

orchestra; usually Allegro, Andante,

Minuet, and Allegro.

/NINIM\N /\ 4 lm r

Allegro Andante Minuet Allegro

Fig. 11--Haydn: Classical symphony form

(1) The Allegro movements, and often

the Andante, are in "sonata form."

This form is made up of three parts,

an exposition, development, and

recapitulation.

Exposition Development Recapitulation

Fig. 12--Haydn: Sonata form

(2) During the exposition the musical
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ideas are first stated, the develop-

ment section explores these ideas,

and the recapitulation is a restate-

ment of the ideas in the tonic key.

b. Concerto: A three movement work for

orchestra and a featured soloist, often

violin or piano. The movements are

usually Allegro, Andante, and Allegro.

Sonata form is often used.

Allegro Andante Allegro

Fig. 13--Haydn: Classical concerto form

(An example of classical concertos for band
instruments are the Mozart concertos for
Clarinet and French Horn, and the Haydn, or
Hummel concerti for Trumpet.)

c. Sonata: A solo piece for a keyboard

instrument such as piano, or for another

instrument with piano accompaniment.

The sonata is usually in a four-movement

form similar to the classical symphony.

d. String Quartet: A four-movement work

for two violins, viola, and cello in the
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symphonic form.

e. Serenade or Divertimento: A set of four

or more short movements for instruments.

II. Franz Joseph Haydn.

A. Lived during the Classical era (1732-1809).

B. Was born, raised, and lived in Austria.

C. Held jobs as an orchestral and choral conductor,

and was, at separate times, the composer for Baron

von Furenberg, Count Morzin, and, for the longest

time, for Prince Esterhazy.

D. Haydn is considered, along with Mozart and BeethovE

one of the greatest Classical composers.

E. Haydn's music includes 104 symphonies, 83 string

quartets, 51 concertos, 53 piano sonatas, 20 operas

and many smaller works.

III. The St. Anthony Divertimento.

A. The name "St. Anthony" is believed to have come

from the title of an old Austrian hymn which is

the source of the chorale melody used in the

divertimento.

B. This divertimento is one of six "Feldpartiten",

or "field suites", written for the wind band of

Prince Esterhazy.

.a.n ,.

,
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C. This suite was intended for outdoor performance.

The original instrumentation included two oboes,

two horns, three bassoons, and a serpent (the

ancestor of the modern tuba).

Performance

Play the "St. Anthony Divertimento" in its entirety,

having the students listen for unifying factors and basic

large form.

Analysis

I. Large Form.

Q: WHAT IS THE LARGE FORM OF THE DIVERTIMENTO?

A. The divertimento is constructed of four sections,

including an Allegro, Chorale, Menuetto, and Rondo.

Q: WHAT MAJOR LARGE FORM IS THIS SIMILAR TO?

B. The four-movement form is similar to the Classical

symphony, but the movements are much shorter.

Q: WHAT RELATES OR UNIFIES THE MOVEMENTS' WHY DO THEY
GO TOGETHER?

C. The movements are related by key, the Allegro,

Chorale, and Allegretto being in one key, and the

Menuetto being in the dominant of that key.

D. The movements are also related by the use of
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similar chords, melodies, and rhythms.

II. Small Form.

A. Music is divided up into sections, just like

written language.

1. The largest section is the complete work,

like a symphony, concerto, or divertimento.

2. Next come the movements of the work, like

the Allegro, Chorale, Menuetto, and Rondo

of this work.

DIVERTIMENTO

Allegro Chorale Menuetto Rondo

Fig. 14--Haydn: Divertimento form

3. The movements are divided into smaller

sections.

B. Exploration of the second movement: Chorale.

(Play the chorale melody from the "Student's
Thematic Part," in Appendix B.)

Q: WHAT SECTIONS CAN YOU SEE OR HEAR IN THE
CHORALE?

1. The Chorale is divided into two major sections

by the double bar and repeat marks.
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First section :: Second section :

Fig. 15(a)--Haydn: Chorale analysis

2. These two sections are divided into smaller

segments called "periods". A period is a

complete musical idea that is often eight

measures long.

3. The period is made up of two small divisions

called "phrases" that are often four measures

in length. The first phrase in the period is

called the antecedent phrase, and the second

is called the consequent phrase.

Q: HOW MANY PERIODS ARE IN THE FIRST SECTION OF
THE CHORALE? HOW MANY IN THE SECOND SECTION?

4. The first section contains one period, while

the second section has two periods (measures

11-18 and 19-26) plus a short ending.

First section :: Second section

Period Period + Period + End

Fig. 15(b)--Haydn: Chorale analysis

(Play the first section from the "Student Part".)
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Q: WHERE IS THE DIVISION BETWEEN THE TWO PHRASES
THAT MAKE UP THE FIRST PERIOD?

5. The first period is made up of two unusual

five-measure phrases (measures 1-5 and 6-10).

(Play the second section from the "Student Part".)

Q: WHERE IS THE PHRASE DIVISION BETWEEN THE
PERIODS?

Q: WHERE IS THE PHRASE DIVISION IN THE FIRST
PERIOD? WHERE IN THE SECOND PERIOD?

6. The second period consists of two phrases

that are each four measures in length. The

third period follows the same pattern.

: First section :: Second section :1

Period Period + Period + End

5 + 5 4 + 4 4 + 4 3

Fig. 15(c)--Haydn: Chorale analysis

7. Melodic analysis.

a. The melody is stated in the first section

and repeated.

b. The rhythm and melody from the first

measure is stated in the first three

measures of the second section. It is
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repeated in each measure one step higher.

This use of a repeated pattern that moves

diatonically higher or lower is called

a "sequence".

c. The same pattern is used in a descending

sequence.

d. The last four measures of the melody in

the first section is stated.

e. Two short ideas, or "motifs", from

measures 1 and 4 are stated and repeated

in measures 23-26.

f. A closing chord is repeated five times.

C. Exploration of the first movement: Allegro.

1. The first movement follows the basic elements

of sonata form. This form has three parts:

the exposition, where the musical ideas are

stated or exposed; the development, where

the ideas are explored; and the recapitulation,

where the original ideas are restated in the

tonic key.

Exposition Development Recapitulation

Fig. 16(a) -- Haydn: Allegro
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2. The exposition contains two groups of musical

ideas. The first group is in the tonic key

and the second is in the dominant key .

Exposition Development

1st Theme-2nd Theme
(Tonic) (Dominant)

Fig. 16(b)--Haydn: Allegro

Recapitulation

a. The first theme group is contained in

measures 1 through 14.

b. The second theme group is contained ir

measures 18-25.

3. The exposition section is repeated to the

listener can become more familiar with the

musical ideas that will be used throughout

the work.

4. The development section is based on short

melodic and rhythmic ideas in the first and

second theme groups.

Q: WHERE DOES THE DEVELOPMENT SECTION START?

5. The development section begins after the

repeat of the exposition.

ni

I
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Q: WHAT MATERIAL FROM THE FIRST AND SECOND
THEME GROUPS CAN YOU FIND IN THE DEVELOPMENT?

6. The development does not stay in one or two

keys,, but usually travels through many keys

for a short length of time.

7. The recapitulation is a restatement of the

original ideas, usually in the tonic key.

Q: WHERE DOES THE RECAPITULATION BEGIN?

8. The recapitulation, a much shortened form of

the original statement, begins in measure 49.

The second theme group is stated in the tonic

this time because the movement is coming to

an end in the tonic key.

Exposition Development Recapitulation

1st Theme-2nd Theme Motifs 1st Theme-2nd Theme
(Tonic) (Dominant) Modulatory (Tonic) (Tonic)

Fig. 16(c)--Haydn: Allegro

D. Exploration of the third movement: Menuetto.

Q: WHAT IS A MENUETTO? WHAT SECTIONS DO YOU
SEE IN THE MENUETTO?

1. The menuetto, or minuet, is a stately dance.

Most menuettos have two sections and a "da
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capo" repeat. These two sections are the

menuetto and the trio, with the "da capo"

repeating the menuetto.

Menuetto Trio Menuetto

Fig. 17(a) -- Haydn: Menuetto

2. The menuetto is made up of two sections, both

of which are periods. The first period is in

the common 4 + 4 measure form, but the second

is extended to include three phrases instead

of two: 4 + 4 + 5. The last phrase includes

five measures due to the measure of rest in

measure 19.

Menuetto Trio Menuetto

:Period: : Period:

4+ 4 4+ 4+ 5

Fig. 17(b)--Haydn: Menuetto

3. The trio is a duplicate in form of the

Menuetto, except for the last phrase, which

is the normal four measures in length.
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Menuetto Trio Menuetto

:Period: : Period :Period: : Period :Period: : Period

4+ 4 4+ 4+ 5 4+ 4 4+ 4+ 4 4+ 4 4+ 4+ 5

Fig. 17(c)--Haydn: Menuetto

4. Classical minuets are usually very rhythmic

and have simple melodies. Numerous repeats

are common, and the trio is often in the

dominant key.

E. Exploration of the fourth movement: Rondo.

1. The rondo is a musical form that returns to

the originally stated theme a number of times.

Q: WHAT ARE THE MAJOR SECTIONS OF THIS RONDO?

2. This rondo had four sections, each of which

is repeated, and a closing section.

: 1st :1: 2nd :): 3rd :1: 4th : Closing

Fig. 18(a)--Haydn: Rondo

3. The first section states the theme of the

rondo. Label this theme "A".
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: 1st :1: 2nd 1: 3rd :1: 4th :t Closing

A

Fig. 18(b)--Haydn: Rondo

4. The second section contains contrasting

material ("B"), and the original theme ("A").

5. The third section is a contrasting section

different than the previous one. Label

this section "C".

6. The fourth section is a repetition of the

first section, "A".

7. The closing section is derived from previous

material, and ends with a repetition of the

final chord five times, as in the chorale.

: 1st :J: 2nd :1-: 3rd :1: 4th :1 Closing

A B - A C A

Fig. 18(c)--Haydn: Rondo

Synthesis

I. Summarization.

A. The Classical era extends from 1750 to 1820.
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B. Franz Joseph Haydn is considered one of the major

composers of the Classical era, as are Mozart and

Beethoven.

C. Some major forms of instrumental music in the

Classical era are the symphony, the solo concerto,

and the sonata.

D. The divertimento is a work consisting of four or

more movements for instruments.

E. The movements of the "St. Anthony Divertimento"

are similar to those of the Classical symphony.

F. Specific forms were used in each of the movements

of the divertimento.

1. Sonata form: Three-part form using an expo-

sition, development, and recapitulation.

2. Chorale: A hymn-like form dependent on

simple form and melody, chordal harmony, and

regular phrases.

3. Menuetto: A dance form with simple melodies,

repetition, and a contrasting trio section.

4. Rondo: A form that alternates a recurring

theme with contrasting material.

G. The four movements are related through key, form,

melody, harmony, and rhythmic style.
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II. Listening.

Since this work has not been professionally recorded,

it will be necessary to tape record the band for listening

purposes. Another solution would be to have a small wind

band, similar to what the divertimento was written for,

perform the work for the rest of the band.

III. Performance.

Play the work in its entirety.

Application

I. Play the divertimento for concert or contest.

II. Design and administer a test, if desired.

III. Play works from the same era or in the same form to

continue the development of concepts. A brief list of

possible works is suggested.

Composer-Arranger Title Publisher

Mozart-Tolmage Minuetto: Symphony No. 39 Staff

Gossec Military Symphony in F Mercury

Other Symphonies:

Fauchet-Gillette Symphony in Bb Witmark

Hindemith Symphony for Wind Orchestra Schirmer
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Composer-Arranger Title Publisher

Suites:

Holst Military Suite in Eb Boosey-Hawkes

Persichetti Divertimento for Band Presser

The Romantic Era I

Felix Mendelssohn: "Overture for Band"

Introduction

I. The early Romantic era.

A. Historical Characteristics.

1. Dates of the era: 1820-1900.

2. Source of the term "Romantic": From the Latin

word "romance". The meaning of the term dur-

ing the nineteenth century implied something

fantastic, marvelous, imaginary, ideal, and

strange.

3. Socio-Political Factors: The cultural, econ-

omic, political, and social order was greatly

affected by momentous progress in science and

mechanics (electromagnetic induction, photo-

graphy, food canning, the railway and steamboat,

electric light, telephone, and telegraph).

The Industrial Revolution brought on new social
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and economic problems, and the rise of

capitalism and socialism. Important wars

of the nineteenth century are: the Crimean

War (1854-1856), the Civil War in the United

States (1861-1865), and the Franco-Prussian

War (1870). The most important development

in art is French Impressionism by the painters

Manet, Degas, Renoir, and the sculptor Rodin.

The outstanding philosophies of the period

belong to Germans: Schopenhauer, Nietzsche,

and Hegel. In literature and poetry there is

a long list of illustrious names. European

writers include Byron, Wordsworth, Thackeray,

Dickens, Hardy, Coleridge, and Keats in

England, and Richter, Heine, and Hoffman in

Germany. The United States produced some

great writers, chief among whom are Emerson,

Longfellow, Poe, Hawthorne, and Mark Twain.

B. Musical Characteristics.

1. The expansion of tonality to include more

distant keys. This resulted in melodic and

harmonic chromaticism, the use of half-steps.

This can be seen in the individual parts to



84

the Mendelssohn "Overture".

2. The expansion of harmony to include more

than the usual I, IV, V, and VI chords common

to the Classical era. Chords with added notes

were also used.

7th 9th

Fig. 19--Chords with added notes

3. The importance of extra-musical associations,

such as pictures or stories, that accompany

program music.

(An example would be Berlioz' Symphony Fantastic
or Richard Strauss' Till Eulenspiegel.)

4. The increasing importance of musical colors

and textures. This led to a larger orchestra

that included instruments not previously used,

such as the trombone, cornet, and various

percussion instruments.

5. The Classical forms were expanded into larger

forms of musical expression.

a. Symphony: Romantic symphonies sometimes
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included five movements and lasted as

long as an hour and a half. The Clas-

sical sonata form became less rigid,

and more thematic groups were often

used. The fast "scherzo" replaced the

slower "minuet".

b. Concerto: This form became a framework

for displaying the soloists ability.

Long cadenzas were often used. The

Classical three-movement form was still

retained.

c. Sonata: This form was expanded, often

including more than two theme groups. It

was often replaced by freer forms, such

as the fantasy, nocturne, and ballad.

d. Symphonic poem: A one movement work for

orchestra in free form, usually with a

programatic basis.

e. Symphonic suite: Several movements for

orchestra, often in sonata form and with

a program.

f. Overture: A one movement work for orch-

estra pr band, often in two sections.
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There are two types of overtures:

1) an overture preceding an opera or

drama, and 2) a concert overture, a

work that is intended for independent

performance.

II. Felix Bartholdy-Mendelssohn.

A. Lived during the Romantic era (1809-1847).

B. Was born, raised, and lived in Germany.

C. Held jobs as an orchestral conductor and as the

head of the Leipzig Music Conservatory.

D. Mendelssohn is considered one of the great early

Romanticists. Other major composers from the

early nineteenth century include Schubert, Berlioz,

Schumann, and Beethoven.

E. Mendelssohn's music includes 5 symphonies, 3 con-

certos, and many smaller works.

III. The "Overture for Band".

A. This work was written by Mendelssohn when he was

fifteen years old.

B. The overture was originally written for Piccolo,

Flute, Clarinets I and II in "F", Clarinets I and

II in "C", Oboes I and II, Basset horns I and II

(an instrument similar to the alto clarinet),
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Bassoons I and II, Contrabassoon, Bass Horn,

Horns I and II in "C", Horns I and II in "F",

Trumpets I and II in "C", alto and tenor Trom-

bone, bass Trombone, Side (snare) drum, Bass drum,

Triangle, and Cymbals.

C. The overture is a concert overture, originally

written for a band at a vacation resort.

Performance

Play the "Overture for Band" in its entirety, having

students listen for theme groups that are developed.

Analysis

I. Large Form.

Q: WHAT IS THE LARGE FORM OF THIS OVERTURE?

A. The overture is made up of two sections, an

Andante and an Allegro.

Q: HOW ARE THESE TWO SECTIONS RELATED?

B. Both sections are in "C" major. They are also

related through the use of similar chords, melodies,

and rhythms.

II. Small Form.

A. The Andante section contains three thematic groups.

Q: WHAT ARE THE THEMES IN THE ANDANTE SECTION?
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1. The first theme: Stated by Clarinet I in

measures 6-15.

(Play the first theme from the "Student Part".
Play from the beginning of the overture to "B"
to hear the use of this first theme.)

2. The second theme: Stated by Alto Saxophones

and French Horns in measures 30-40.

(Play the second theme from the "Student Part".
Play from measure 30 to 40 to hear the use of the
second theme.)

3. The third theme: Stated by Bassoons, Bass

Clarinet, and Tenor Saxophone in measures 48

through 56.

(Play the third theme from the "Student Part".
Play from measure 48 to the end of the Andante
to hear the use of the third theme.)

B. The Allegro Section.

1. The Allegro section is written in an expanded

sonata form.

Q: WHAT ARE THE PARTS OF SONATA FORM?

Exposition Development Recapitulation

Fig. 20(a) -- Mendelssohn: Sonata form

Q: HOW MANY THEME GROUPS WERE USED IN THE
EXPOSITION IN SONATA FORM?
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2. Usually two theme groups were used in sonata

form during the Classical era. This overture

uses two major theme groups plus a transitional

theme group, all of which are used in the

development section.

Q: WHERE IS THE FIRST THEME GROUP IN THE ALLEGRO?

3. The first theme: Stated by the full band in

measures 68-75 in the tonic key.

(Play the Allegro-First Theme from the "Student
Part". Play measures 68-75 to hear the use of
this first theme.)

4. The transitional theme: Stated by Clarinet I

and later by Flute in measures 79-81.

(Play the Transitional Theme from the "Student
Part". Play measures 79-81 to hear the use of
the transitional theme.)

5. The second theme: Stated by woodwinds and

Solo Cornet in measures 85-95 in the dominant

key.

(Play the Allegro-Second Theme from the "Student
Part". Play measures 85-95 to hear the use of the
second theme.)

6. The transitional theme: The previous transi-

tional theme is stated by woodwinds in

measures 97-104.
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7. The first theme of the Allegro is stated

again in measures 105-108, this time in the

dominant key. The restatement of the first

theme in the dominant firmly establishes the

new key and completes the exposition.

8. The exposition section is then repeated.

Exposition

1st Theme - Transitional - 2nd Theme - Transitional - 1st Theme
(Tonic) Theme (Dominant) Theme (Dominant)

Fig. 20(b)--Mendelssohn: Sonata form

9. The development section extends from the end

of the exposition to the restatement of the

first theme group. The following motifs are

used in the development section.

a. Eighth-note patterns from the second

theme of the Allegro are used in measures

113-125.

b. The dotted eighth-sixteenth pattern from

measures 49-62 of the Andante are used

as a motif in measures 113-136.

c. The sixteenth notes from the first theme

of the Allegro are used in measures
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125-128 and 138-149.

d. An interesting chromatic bass line is

used in measures 124-129 and 134-149.

Q: WHERE DOES THE RECAPITULATION BEGIN?

10. The recapitulation begins in measure 150

and states the material in the exact order

of the exposition. All of the thematic

material is in the tonic key.

11. After the last theme statement comes the

coda, an ending section starting in measure

197. The material in the coda comes from

previous motifs and themes.

Synthesis

I. Summarization.

A. The Romantic era extends from 1827 to 1900.

B. Felix Mendelssohn is considered one of the major

early Romanticists. Other early Romantic composers

include Schubert, Berlioz, Robert Schumann, and

Beethoven.

C. The major forms of instrumental music in the

Romantic era were the symphony, concerto, sonata,

symphonic poem, symphonic suite, and overture.
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D. The overture is a one movement work for band or

orchestra, often in two sections.

E. The "Overture for Band" is in two sections: an

Andante section with three theme groups, and an

Allegro section in an expanded sonata form.

Andante Allegro

1st 2nd 3rd
Theme Theme Theme : Exposition:l Development Recapitulation

Fig. 21--Mendelssohn: Overture

F. The sonata form used in the Allegro includes a

transitional theme between the theme groups.

Allegro

1st Trans. 2nd Trans. 1st Devel- Da Capo
Theme Theme Theme Theme Theme opment Repeat

Fig. 20(c)--Mendelssohn: Sonata form

II. Listening.

This work has not been recorded for band, and it is

again suggested that a tape recording of the band be made

for listening purposes.
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III. Performance.

Play the overture in its entirety.

Application

I. Play the overture for concert or contest.

II. Design and administer a test, if desired.

III. Play works from the same era or in the same form to

continue the development of concepts. A brief list of

possible works is suggested.

Composer -Arranger

Romantic Overtures:

Beethoven C

Gossec C

Other Overtures:

Mozart-Barnes I

Mozart-Krance T

Copland 0

Title

oriolan Overture

lassical Overture in C

.mpresario Overture

itus Overture

utdoor Overture

Publisher

Carl Fischer

Mercury

Ludwig

Witmark

Boosey-Hawkes

The Romantic Era II

Johannes Brahms: "Variations on a

Theme by Haydn"

Introduction

I. The Romantic Era.
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A. Historical Characteristics.

See "Historical Characteristics" under Romantic

Era I.

B. Musical Characteristics of the late Romantic era.

1. The expansion of tonality to include all

major and minor keys in modulations.

2. The continued expansion of harmony to include

chords of six or more notes.

Fig. 22--Eleventh and thirteenth chords

3. The use of program music, music with picture

or story associations, by composers like

Richard Wagner, but with growing opposition

by composers like Johannes Brahms.

4. The use of the early Romantic forms of

expression, often expanded and enlarged

Also evident was a trend towards the contin-

ual statement of new material and continuous

development.

II. Johannes Brahms.
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A. Lived during the late Romantic era (1833-1897).

B. Born in Germany and lived in Austria.

C. Held jobs as a choir conductor and an orchestral

conductor, concert pianist, piano instructor,

and composer.

D. Brahms is considered one of the major late Romantic

composers, including such other greats as Liszt,

Wagner, Bruckner, Tschaikovsky, Mahler, and Strauss.

E. Brahm' s music includes 4 symphonies, 4 concertos,

2 concert overtures, symphonic variations, and

many smaller forms.

III. The "Variations on a Theme by Haydn".

A. Beethoven had written such excellent symphonies

that Brahms had avoided writing large orchestral

works. He wrote only two works for orchestra

before this theme and variations. This work was

written when Brahms was forty years old.

B. The "Variations on a Theme" was originally

written for orchestra, but Brahms also wrote a

version for two pianos.

C. The Haydn theme that is used for this work is

the "St. Anthony Chorale" from the divertimento
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of the same name.

Performance

Since the main method for studying variation form is

to play individual variations and compare them with the

theme, it is suggested that selected variations that are

within the band's ability be used for study. The diffi-

culty of the individual variations can be ascertained

during the director's score study and during the first

rehearsal of the work.

Analysis

I. Large Form.

Q: WHAT IS THE LARGE FORM OF THIS WORK?

A. The basic form includes ten sections: the chorale,

eight variations, and a finale.

Q: HOW ARE THESE SECTIONS RELATED?

B. Unity is achieved through use of the original

theme in each of the variations.

C. The sections are also related by key; the varia-

tions I, III, V, VI, and VII, and the Finale are

in Bb major, while variations II and IV are in the

parallel minor key.
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II. Small Form.

A. The "St. Anthony Chorale".

1. Review the structure of the chorale in the

"Classical Era" section of this method.

2. Compare the Wilcox and the Duthoit arrange-

ments of the chorale.

B. The variations.

1. Various elements of the chorale theme can

be used as the basis for each variation.

Aspects of melody, rhythm, harmony, and

phrasing may be used. One or many of these

elements may be present in each of the

variations.

2. Variation I.

(Play the first variation.)

Q: WHAT ELEMENTS OF THE CHORALE ARE USED
IN THIS VARIATION?

a. Variation I is in two-part form like the

chorale, and has phrases of similar length.

b. This variation begins with the five-note

motif from the end of the chorale. This

motif is repeated twice in the first

section, first in the bass line (measure
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number 1) and then in the soprano line

(measure 6). It is used five times in

second section.

3. Variation II.

(Play the second variation.)

Q: WHAT ELEMENTS OF THE CHORALE ARE USED
IN THIS VARIATION?

a. Variation II is also in two-part form

like the chorale, with similar phrases.

b. This variation is based on the melodic-

rhythmic content of the first three

notes of the chorale. This motif is

made obvious by contrasting dynamics.

4. Variation III.

(Play the third variation.)

Q: WHAT ELEMENTS OF THE CHORALE ARE USED
IN THIS VARIATION?

a. This variation follows the two-part

form of the chorale, but, instead of

using repeats, the sections are written

out; that is, measures 1-20 correspond

with measures 1-10 with the repeat in the

chorale.
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b. The "repeat" section in the first section

contains all of the elements from the

first ten measures, but adds to it.

c. The harmony closely resembles that of

the chorale, and aspects of the bass

line,such as measure 3 in both the

chorale and variation, are similar.

5. Variation IV.

(Play the fourth variation.)

Q: WHAT ELEMENTS OF THE CHORALE ARE USED
IN THIS VARIATION?

a. Like the third variation, the repeats

are again written out.

b. Unlike the third variation, the "repeats"

in each section contain no new material,

but "invert" the previous material. This

means that the bass part becomes the treble

and the treble becomes the bass. This is

an example of "inversion" at the interval

of a "twelfth".

(The score can be used effectively to clarify
this concept of inversion. The sections can
also be compared through performance.)

c. Measures 2-3 of the chorale and this
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variation are related melodically.

d. This is the first of the variations in

triple meter. The use of triple meter

was hinted at by the use of triplets

in Variation I.

6. Variation V.

(Play the fifth variation.)

Q: WHAT ELEMENTS OF THE CHORALE ARE USED
IN THIS VARIATION?

a. The form is still two-part, and the

repeats are written out.

b. The idea of "inversion" is used again

in the first section. This time the

interval used is an octave.

(Use of the score can again help to clarify
the concept of inversion at the octave.)

c. The octave inversion is also used in

the second period of the second section.

d. The main relationship to the chorale is

in form, although the prominent triplet

figure is related to the last six mea-

sures of the chorale.

7. Variation VI.

(Play the sixth variation.)
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Q: WHAT ELEMENTS OF THE CHORALE ARE USED
IN THIS VARIATION?

a. The form is two-part, and the repeats

are used.

b. The opening sixteenth notes are related

to the sixteenths in the last six mea-

sures of the chorale.

c. The Clarinet melody in the first section

resembles the original melody.

d. The use of sequence is important to the

second section of the chorale, and to

this variation.

8. Variation VII.

(Play the seventh variation.)

Q: WHAT ELEMENTS OF THE CHORALE ARE USED
IN THIS VARIATION?

a. Two-part form and repeats are used.

b. The dotted eighth-sixteenth patterns in

the chorale are shifted to 6/8 time.

c. The first section of this variation

contains good examples of contrary motion

in the use of the dotted eighth-sixteenth

note motif (measures 1 and 6).
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9. Variation VIII.

(Play the eighth variation.)

Q: WHAT ELEMENTS OF THE CHORALE ARE USED
IN THIS VARIATION?

a. Because of the fast tempo, two measures

of this variation equal one of the

chorale.

b. Form and harmony, in the parallel minor,

are the basis for this variation.

c. The closing repetition of five notes,

as in the other variations, is retained.

10. Finale.

a. The Finale is laid over a "ground bass",

a short melody that is repeated a number

of times. The ground bass used in the

Finale is a five measure melody that

comes from the bass line in the first

phrase of the chorale.

Fig. 23--Brahms: Finale ground bass
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b. This ground moves from the bass line to

the treble voices at number 4, and is

continued until number 6, where the coda

begins.

c. This ground bass melody is repeated

seventeen times in the finale.

d. The basis for the finale is the motivic

development in the variations. The

original chorale melody is stated in

the coda, starting three measures after

number 6. The original harmonization is

used, but additional material is added

and the theme is shortened.

Synthesis

I. Summarization.

A. The late Romantic era includes the last half of the

nineteenth century.

B. Brahms was a major composer in the late Romantic

era, along with Wagner, Tschaikovsky, Bruckner,

Mahler, and Strauss.

C. The theme and variation form used in this work by

Brahms became very popular in the late nineteenth
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and early twentieth century.

D. The "Variations on a Theme by Haydn" consists of

a theme, the St. Anthony Chorale, and eight

variations, concluding with a finale.

E. The variations resembled the chorale in numerous

ways, including form, melodic motifs, rhythmic

motifs, and harmony.

F. Other compositional techniques studied in this

work include:

1. Inversion: The switching of parts at the

distance of a certain interval.

2. Ground bass: The repetition of a short melody

numerous times, usually in the bass part.

II. Listening.

A. Listen to an orchestral recording of this work.

B. Tape record the band and compare the two recordings

as to tempo, dynamics, phrasing, and instrumentation.

III. Performance.

Play the work in its entirety, including only the

selected variations.

Application

I. Play the "Variations" for a concert or contest.
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II. Design and administer a test, if desired.

III. Play works in the same form to continue the develop-

ment of concepts. A brief list of possible works is

suggested.

Composer Title Publisher

Dello Joio Variants on a Medieval Theme Carl Fischer

Copland Variations on a Shaker Melody Boosey-Hawkes

Zaninelli HyMn and Variations Shawnee

The Contemporary Era I

William Schumann: "Chester"

Introduction

I. The Contemporary Era.

A. Historical Characteristics.

1. Dates of the era: 1900-?

2. Source of the term "Contemporary": English

word meaning "belonging to or living in the

same period of time."

3. Socio-Political factors: Two global wars

overshadowed the first half of the century:

World War I (1914-1918) and World War II

(1939-1945). Great scientific and
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technological progress has affected civili-

zation, beginning with accelerated advances

in the physical sciences and engineering.

The airplane, radio, and more recently jet

propulsion, radar, atomic energy, and ex-

ploration of outer space have created a new

civilization.

B. Musical Characteristics.

1. New concepts of tonality.

a. Use of the whole-tone scale by a group

of composers called "Impressionists".

AM OW

Fig. 24--Whole tone scale

b. Use of the pentatonic scale, or five

tone scale, by some composers.

p 977

Fig. 25--Pentatonic scale
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c. Use of the twelve-tone row, a system

that uses no scales, but rather includes

all twelve notes of the octave.

d. Use of polytonality: more than one key

at a time.

e. Use of atonality, a general term meaning

the lack of a key feeling or center of

tonality. The use of the twelve-tone row

would be one way to write atonal music.

f. The use of micro-tonality. This requires

the division of the octave into more

than the usual twelve notes. This music

must be performed by instruments that are

capable of producing intervals smaller

than a half-step, such as stringed instru-

ments, trombone, specially made pianos,

and electronic instruments.

g. The use of modality: Returning to the

use of the Greek and Medieval modes as

the diatonic basis for melody and harmony.

2. New concepts of harmony.

a. Chords built on intervals other than

thirds, as usually used in major and



108

3. 1

4. N

minor chords.

(1) Quartal harmony: Uses chords

made of intervals of a fourth.

(Have students in a section play a
quartal chord, such as C, F, Bb, Eb.)

(2) Quintal harmony: Uses chords

made of intervals of a fifth.

(Have students in a section play a
quintal chord, such as C, G, D, A, E.)

b. Chords built of clusters of notes that

abandon any system of intervals.

c. Polychords: The use of more than one

chord at a time.

New concepts of melody.

a. Angular melodies: Melodic lines with

many large leaps.

b. Fragmented melodies: Melodies played

just a few notes at a time.

Iew concepts of rhythm.

a. New time signatures that combine elements

of duple meter (accents of "strong-weak"

as in 2/4, 4/4, and 2/2 time), and elements

of triple meter (accents of strong-weak-

weak as in 3/4, and 9/8 time). The new
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time signatures include 5/4, 7/4, 9/4,

11/4, and 5/8, 7/8, 9/8, and 11/8.

b. Changing time signatures: Sometimes

the time signatures change in every

measure.

c. Use of more than one time signature at

a time.

(Have half the band play a concert Bb on
quarter notes in 3/4 time. The other half
can play a different pitch, using dotted
quarter notes in 6/8 time. A measure of
either time signature would be directed in
one beat.)

5. New performance media.

a. Use of groups with unorthadox instru-

mentation.

b. Use of electronic tone producers.

Electricity is used to produce pitches,

hums, buzzes, blips, rumbles, and various

other sounds.

II. William Schumann.

A. Born in New York city in 1910.

B. Studied music in New York and Germany.

C. Held a position as a college music instructor, and

is now the Dean of the Julliard School of Music in
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New York City.

D. Schumann is considered a major contemporary

American composer, but this is rather hard to

judge since we live in the same country at the

same time, and have varying personal tastes.

E. Schumann's works include 6 symphonies, concertos,

ballets, and smaller works.

III. The "Chester" overture.

A. The overture is an original work for band, first

published for band in 1957. This overture was

the introduction to a work entitled "New England

Triptych".

B. This overture is based on one theme, a hymn

written by an American named William Billings

during the revolutionary era, about 1775.

Following is the text to this hymn.

Let tyrants shake their iron rod,
And Slav'ry clank her galling chains,
We fear them not, we trust in God,
New England's God forever reigns.

The Foe comes on with haughty stride,
Our troops advance with martial noise,
Their Vet'rans flee, before our Youth,
And Gen'rals yield to beardless Boys.
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What grateful Offering shall we bring?
What shall we render to this Lord?
Loud Hallelujah let us sing,
And praise His name on Ev'ry Chord' 3 7

(Have the students sing these words to the
melody as listed in the "Student Part". The
range is vocally better suited if transposed
down a third or fourth. A recording of this
work is available by the Robert Shaw Chorale
on the album "This is My Country," R. C. A.
Victor (LM 2662).

Performance

Play "Chester" in its entirety.

Analysis

I. Large Form.

Q: WHAT IS THE LARGE FORM OF THIS WORK?

A. The overture is in two sections, an Andante and

an Allegro Vivo.

B. Unity is achieved through the use of just one

theme, the hymn by William Billings.

II. Small Form.

A. The hymn-tune consists of two periods, each made

of a four measure antecedent phrase and a four

measure consequent phrase.

37Harold Gleason and W. Thomas Marrocco, Music in
America(New York, 1964), p 112.
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Hymn

Period Period
4 + 4 4 + 4

Fig. 26--Schumann: Hymn

(Play the hymn from the "Student Part".)

B. The statements of this theme are altered in various

ways in the overture.

1. Harmonic alteration: The melody remains the

same, but the accompanying chords change.

(Have the students play measures 17-25 and
compare them with measures 212-219.)

2. Rhythmic alteration: The hymn-tune is

changed in rhythm.

(Have the students play measures 101-122 and

compare them with the original hymn-tune.)

3. Diminution: The hymn-tune is stated twice

as fast as the original.

(Have the students compare the original hymn with
measures 46-61.)

4. Augmentation: The hymn-tune is stated in

note values twice the length of the original.

(Have the students compare the third phrase of
the original hymn, measures 9-12, with measures
220-226.)
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C. Method of developing musical ideas.

1. Compare this overture with the form used in

the Mendelssohn "Overture for Band."

a. "Chester" is written in two sections,

slow and fast, like the Mendelssohn.

b. "Chester" uses only one theme, instead

of the six used in the Mendelssohn. The

hymn used as the theme is considerably

longer than any of the theme groups used

in the Mendelssohn.

c. Motifs from the theme are used in a

developmental technique just as they are

in the Mendelssohn.

2. Compare "Chester" with the theme and varia-

tion form of the Brahms "Variations on a

Theme by Haydn".

a. "Chester" uses one theme as the basis

for the whole work, as does the Brahms.

b. The "variations" on the theme in "Chester"

are not separated, as in the Brahms, and

they do not include a complete statement

of the theme.

c. The Schumann is based on more continual
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development of motives.

3. Conclusions about "Chester".

a. "Chester" can be called an overture

because it is in the two-part form

common to the overture, and also because

it develops the theme motivically.

b. "Chester" is also similar to a theme

and variation form in that it uses only

one theme and develops it motivically.

Synthesis

I. Summarization.

A. This overture by William Schumann is in a tonal

contemporary style.

B. Much freedom exists in contemporary music, but

the compositional techniques from earlier eras

such as large form, motivic development, augmen-

tation, and diminution, are often used.

C. This work exhibits only one approach to contemporary

music. Other contemporary approaches range from

ones that are similar to music of earlier eras to

music that is quite different than what we think

of as music.
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D. "Chester" is an overture in two sections, but

uses only one theme, an American revolutionary

hymn by William Billings.

II. Listening.

This work has not been recorded, and it is again

suggested that a tape recording of the band be made for

listening purposes.

III. Performance.

Play "Chester" in its entirety.

Application

I. Play the overture for concert or contest.

II. Design and administer a test, if desired.

III. Play other contemporary works and compare forms and

methods for developing musical ideas. A brief list of

suggested works could include:

Composer

Carter

Persichetti

McKay

Schoenberg

Riegger

Title

Miniature Chorale and Fugue

Bagatelles for Band

Variations on a Texas Tune

Theme and Variations for Band

Dance Rhythms

Publisher

Hansen

Elkan-Vogel

Schirmer

Schirmer

Associated



Composer Title

RaveI-Johnson Pavanne

Copland Outdoor Overture

Publisher

Rubank

Boosey-Hawkes

The Contemporary Era II

William Latham: "Dodecaphonic Set"

Introduction

I. The Contemporary Era.

A. Historical Characteristics.

See "Historical Characteristics" under the

previous section, "Contemporary Era I."

B. Characteristics of Atonal music.

1. Lack of key feeling. Since no scales are

used, the music does not return to a tonic

note or chord.

2. Angular melodies using non-diatonic intervals.

3. The use of the twelve-tone technique as one

of the methods of achieving atonality.

a. The use of a "row" or "set" of pitches

that include all twelve notes within

the octave.
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Fig. 27--Latham: Row

b. The utilization of this row in different

forms .

(1) Retrograde: The row backwards.

(2) Inversion: The row upside down.

(3) Retrograde-Inversion: The row

both backwards and upside down.

(Have the students determine the notes
of the different row forms, using the
original row as a guide.)

RETROGRADE:

INVERSION:

RETROGRADE-INV RSION:

Fig. 28--Latham: Row forms

c. The application of this row and its

forms in different ways.



118

(1) Horizontal use: The row is used

melodically.

(2) Vertical use: The row is used

harmonically.

II. William Latham.

A. Born in Shreveport, Louisiana, in 1917.

B. Studied composition at the Cincinatti Conservatory

and the Eastman School of Music in Rochester,

New York.

C. Taught composition at the State College of Iowa,

and is now Professor of Composition at North Texas

State University in Denton, Texas.

D. Latham' s works include 2 symphonies, numerous

works for band, and smaller forms.

III. The "Dodecaphonic Set".

A. This is a "set", old English for "suite", consisting

of five pieces. All of these pieces are derived

from a basic "set" or "row" of twelve tones. The

set is "dodeca", from the Greek word meaning twelve,

and "phonic", from the Greek word meaning "sound

or tone."

B. All of the vertical sonorities and horizontal

lines are derived from the "set" and its forms.
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This technique for writing music was devised by

Arnold Schoenberg during the 1920's.

Performance

Play the "Dodecaphonic Set" in its entirety.

Analysis

I. Large Form.

Q: WHAT IS THE LARGE FORM OF THIS SET?

A. The set contains five pieces, each of which is

hardly long enough to be called a movement.

Q: HOW ARE THE PIECES RELATED?

B. The pieces are related through the use of the

same "set" or "row".

C. The pieces contrast with each other by alternating

three fast and two slow sections., and by using

different forms of the "set".

II. Small Form.

A. Piece number I.

1. Apply the row to the first two measures of

this piece. The row is used once in its

original form in a vertical, chordal manner.

(This can be demonstrated by using an opaque
projector to show the score, by using the minia-
ture scores that are available from the publisher,
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or by writing the first two measures on the
blackboard.)

2. After the row has been used vertically,

it is used melodically.

(Have the students watch the original row while
the Clarinets and Saxophones play from the middle
of measure 4 to the middle of measure 10.)

B. Piece number II.

1. Using one of the previously mentioned score

study techniques, discover what row form is

used to start the second piece. Note that

the first six measures use only the four notes

of the inversion form, not rigidly adhering

to the twelve-tone technique.

2. Have the Flutes play the last seven measures

of the piece and determine the row form. Note

the repeated "E" in this use of the inversion.

C. Piece number III.

1. Have the Baritone and Tuba play their first

ten measures and determine, by listening,

which form of the row is used (Original).

2. Have the Cornets and Horns play their first

fifteen measures and again determine what

row form is used (Original). This is an
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example of contrapuntal imitation when two

lines use the same row, but start at different

times.

D. Piece number IV.

1. Discover that the original row is the basis

for this piece.

2. At measure 15 the original row is stated in

three-note segments, with each segment in

reverse order.

E. Piece number V.

1. Discover the row form used in the first nine

measures (Retrograde-Inversion).

2. Have Flutes, Clarinets, and Oboes play from

measures 20-25 and determine the row form

used (Retrograde).

3. Have the Cornets and Trombones play from

measure 24 to 29, then have each part played

alone to determine the row form used (Original

and Inversion, respectively). This is an

example of two row forms used simultaneously.

4. The final use of the row is back in its

original form, stated melodically from measure

42 to the end.
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Synthesis

I. Summarization.

A. Virtually all contemporary composers are familiar

with, or have used, the twelve-tone technique.

B. The reason for using this technique is to insure

the equal use of all the pitches, thus avoiding

any feeling of a tonic note or chord.

C. The row can be designed and used to sound very

conservative or very radical and dissonant.

D. The "Dodecaphonic Set" is a conservative work

that does not rigidly follow the twelve-tone

technique as closely as did its originator,

Arnold Schoenberg.

E. Most contemporary composers who now use the

twelve-tone technique use it in a more flexible

manner.

II. Listening.

This work has not been recorded, and a tape recording

of the band is suggested for listening purposes.

III. Performance.

Play the "Dodecaphonic Set" in its entirety.
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Application

I. Play the "Dodecaphonic Set" for concert or contest.

II. Design and administer a test, if desired.

III. Very few twelve tone works have been written for

band, making further study difficult. The "Adventures

in Form" series by the Frank Music Company offers a twelve-

tone selection entitled Somersault, complete with a lesson

plan for studying the work. Another contemporary selection

by the same company is "Aleatoric Episode for Band" by

Hale Smith, titled Take a Chance. A brief listing of tonal

contemporary works is suggested for further study.

Composer

Still

Bartok-Suchoff

Strauss -Davis

S traus s -Davis

Stravinsky

Title

From the Delta, Suite

Four Pieces for Band

Allersee len

Zueignung

Circus Polka

Publisher

Leeds

Ludwig

Ludwig

Ludwig

Associated



CHAPTER IV

SUMMARY AND RECOMMENDATIONS

Summary

The purpose of this study was to design a rehearsal

method for presenting the historical and theoretical aspects

of selected works for concert band. The problem was divided

into sub-problems that included designing an approach for

studying historical aspects, designing an approach for

studying theoretical aspects, selecting works for concert

band, and applying the approaches for studying historical

and theoretical aspects to the selected works.

The study was limited to include six works. The

method was not designed in relation to any specific learn-

ing theories, and was not tested in actual practice. The

basic hypothesis of the study was that elements of music

history and theory could be taught through the musical

works selected. The basic assumption was that elements of

music history and theory are a necessary part of the

instrumental music program.

The goals of music education and, more specifically,

the band program were discussed. The fact that
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comprehension was as important as technical ability was

emphasized. A brief historical survey of rehearsals was

presented, showing the evolution of the rehearsal up to,

and including, the public school band rehearsal. Related

literature showed the advantages of presenting historical

and theoretical information. Current research gave insight

into various methods for presenting history and theory

during rehearsals.

Methodology for this report was discussed. The

approaches for interviewing, selecting works, and design-

ing the method were explained, and the plan of the report

was presented.

Chapter II explained the method and its use. Selected

works were listed and the basic format of the method was

set. Suggestions were made for presentational activities.

Chapter III contained the method. The seven sections

of the method included an introductory section of music

his tory and theory; the Baroque era, J. S. Bach, "St. Anne's

Fugue"; the Classical era, Joseph Haydn, "St. Anthony

Divertimento"; the Romantic era I, Felix Mendelssohn,

"Overture for Band"; the Romantic era II, Johannes Brahms,

"Variations on a Theme by Haydn"; the Contemporary era I,

William Schumann, "Chester"; and the Contemporary era II,
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William Latham, "Dodecaphonic Set". Suggested activities,

diagrams, and recordings were included with the basic out-

line. A student part that contained thematic material

from the selected works accompanied the method.

Recommendations

Band Director

The band director should take the time to seriously

evaluate the content of his instrumental program. Even a

small shift in emphasis can improve the educational scope

and produce better results, both in performance and appre-

ciation.

Seen in perspective, a plan for developing the total

musicality of each student is both sensible and necessary.

If such an approach to music education is thoroughly ex-

plained to students, parents, and administrators, an

awareness of educational goals can be instilled.

Administrator

The administrator must assist the band director in

arriving at a realistic performance schedule. Performances

must not be scheduled too close together, thus allowing

for adequate practice, discussion, and study of the music.
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The band must not be burdened with excessive obligations if

total musical growth is to result.

Publisher

Since the vast majority of published band music is

played by school bands, educational information should be

made available with each published work. This information

should include historical background and a brief analysis

of the work.

The coordination of a number of works into a series

that would explore theory and history would be an excellent

teaching aid. Works including various forms, and ranging

from Gregorian chant to contemporary works could be included

in the series.

Researcher

Further research could be carried out in designing

and testing a coordinated three or four-year course for

studying music history and theory through performance.

This could also be applied to the high school orchestra

and chorus, thus providing a total program of performance

education.

Works combining orchestra and chorus or band and

chorus could be used, giving excellent opportunities for
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team teaching and increased continuity and scope. Further

combinations could include acoustic presentations in the

science laboratory, and coordination of art, literature,

and music classes.

College Music Educator

The integration of courses, as outlined in this

method, could be extended to the college level to provide

a more meaningful correlation between classes. Combinations

of history and theory, history and performance, and theory

and performance could provide new and effective approaches.

It is important that future music educators have an

understanding of the goals and aims of their profession.

With valid goals, and a good foundation in music literature,

history, and theory, a young band director can do much to

create enthusiasm and understanding in the field of music.
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Rating Comments

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s)
Large Form
Tempo
Harmonic Language
Chordal Analysis
Melodic Structure
Use of Instruments
Dynamics

1

4

4
5

If applicable.5
4

5
5
5

3

5
5
3

Evolution of rhythm.
Scales and tonality.
Counterpoint, forms.

As related to form.

As related to form.
As related to form.
Evolution.

INSTRUCTOR Music Education

Aspect



A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Aspect Rating Comments

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics 5

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s)
Large Form 5 Technicality not
Tempo necessary
Harmonic Language
Chordal Analysis
Melodic Structure
Use of Instruments
Dynamics

INSTRUCTOR Conductor
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Rating Comments

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s)
Large Form,
Tempo
Harmonic Language
Chordal Analysis
Melodic Structure
Use of Instruments
Dynamics

2
1
5

5 For transcript ions .

4
5
2
5

5
5
2

INSTRUCTOR Composer -theory

Aspect
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Aspect

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s)
Large Form
Tempo
Harmonic Language
Chordal Analysis
Melodic Structure
Use of instruments
Dynamics

Rating Comments

4

5

5
5
5

5
5
5

Vertical: Horizontal

Comparison important

INSTRUCTOR Composer
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Aspect

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s)
Large Form
Tempo
Harmonic Language
Chordal Analysis
Melodic Structure
Use of Instruments
Dynamics

Rating Comments

3

3

3
3
5

4

Compare to standard form.

Maj or -Minor tonality

5

5

5
5

INSTRUCTOR Music History
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Rating Comments

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s)
Large Form
Tempo
Harmonic Language
Chordal Analysis
Melodic Structure
Use of Instruments
Dynamics

5

5

Where applicable.5
5

5

5
5

INSTRUCTOR Musicology

Aspect
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Aspect Rating Comments

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works 3
Musical Characteristics 3

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter 5
Key(s) 5 Major-minor tonality.
Large Form 5
Tempo
Harmonic Language 5
Chordal Analysis 1
Melodic Structure 5
Use of Instruments 4
Dynamics

INSTRUCTOR Theory
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Aspect

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s)
Large Form
Tempo
Harmonic Language
Chordal Analysis
Melodic Structure
Use of Instruments
Dynamics

Rating Comments

5

5
5

5
2
4

Tonality and scales.

Chord progression.
The more the better.
Related to harmony and
form.

INSTRUCTOR Theory
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Aspect Rating Comments

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style 5

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics 5

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s) 5
Large Form 5
Tempo
Harmonic Language 5 As much as possible.
Chordal Analysis
Melodic Structure 5
Use of Instruments
Dynamics 5

INSTRUCTOR Theory
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A CHECKLIST FOR RATING THE
ASPECTS OF A MUSICAL WORK

Rating Comments

I. HISTORICAL ASPECTS

The Composer:
Life Span Dates
Education
Performance Area
Relatives
Musical Associates
Residences
Scope of Works
Musical Style

The Era:
Socio-Political Climate
Scientific Climate
Literature & Art
Major Composers & Works
Musical Characteristics

The Work:
Date of Composition
Date of Performance
Original Instrumentation
Original Instruments
Effect on Later Works
Public Acceptance

II. THEORETICAL ASPECTS

Meter
Key(s)
Large Form
Tempo
Harmonic Language
Chordal Analysis
Melodic Structure
Use of Instruments
Dynamics

5
5

5

5

5
5

For transcriptions.

Place of work in the era.

Basic understanding.
General characteristics.

5

INSTRUCTOR Music Literature

Aspect
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Student's Thematic Part

Conductor's Score
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J. S. Bach--St. Anne's Fugue: First Subject
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J. S. Bach--St_. Anne's Fugue: Second Subject
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J. S. Bach--St:. Anne's Fugue: Third Subject

i -

f7u
IIA

Irl

Ll

4op*s 3lo A Ab

,IMW

p~

U

6

V

11W

U

LL

4w W,

OL

-1 -Y--l

r

w

v

i

,+ a

%raw



145

Franz Joseph Haydn--St. Anthony Chorale
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Felix Mendelssohn- -Overture for Band: First Theme

e+w

I

iv- -- W - T

Vw ~4W

4

wpM-4

I I I I

rage%

,w wr
A

LLI

71 6 -1 -v-

41

J

OWN~

4- a a

0

w I **MW

J'r

o .

LAO

I v

%W %.."e I

N40ofy

I



_99 - I

-41N4 w4% 4ft

*'-mm

w

T

U
-VI

A _own

150

1" A oov

ia

I 'r-

4f %6

V

0 dw~

O

6-

on I woooof

i

0 _.a. 000%
Aft- 7W ,
r-,hk ,

133

AkM

I AL. Air I

L 113 or j A I I
NOW Ant

4w

'lip

Lho A
1w 

9

64

I -- T
IA,

v 

4r 4

-. 090

mp r-qqlq%

to



151

Felix Mendelssohn--Overture for Band: Second Theme
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Felix Mendelssohn- -Overture for Band: Third Theme
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Felix Mendelssohn--Overture: Allegro (First Theme)
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Felix Mendelssohn--Overture: Allegro (Transitional Theme)
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Felix Mendelssohn--Overture: Allegro (Second Theme)

, *1 ~-

JAN A

I

Ai

4

I V

F

' U

r

IV

q%

I y

U w UI OqRu w'tv -w

-AL

r

co'w#

Vr 600

r-

A I L.

1

7

9 4F WW 0- 0 -v#AmW64

%Wv 447

010 -

Ab
Ut i F-I

All
Aj LAr-



a, *- a0 +1k A "

a A

-Y -""*i

ff

Q tJ.~

V fI

a

,u# L

110

0

156

w

riL

I

IV

-w-

V I

I



157

William Schumann--Chester: Hymn
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