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The analyses of the compositions were designed to: 

1. Identify the form of the compositions 

2. Determine the harmonic scheme or tonal centers 

used in these works 

3. Identify thematic material and how it is 

manipulated in these works 

4. Examine the style, texture, and instrumentation 

of the compositions 

5. Identify conducting and rehearsal problems with 

suggested solutions 
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A project of this nature should maintain a practical focus so that 

one can use the material on a day by day basis when dealing with prob­

lems in band rehearsals. Such problems as "What can I do with fourteen 

trumpets and only four clarinets?" "Why is my band sound so unbalanced 

and out of tune?" "How can I get my band to play more rhythmically 

accurate and in the correct style?" will be examined. 

A score is only a blueprint, much like the blueprint for an 

architect, The music does not come to life until the director and 

musicians breathe life into it. How this is done varies somewhat from 

band director to band director and from band to band, based upon the 

conductor's interpretation and the strengths or weaknesses of the 

resources with which he/she is working. It is the intention of this 

author that the problem solving techniques discussed in this study 

can be transferred and applied to other band literature, thus 

providing a sound formula for anticipating and solving similar problems. 



Chapter II 

Literature Review 

Analyses and Repertoire of Twentieth Century Wind Band Music 

In an early dissertation that focused on band music, Prindl 

analyzed ten contemporary compositions for band. He concluded that 

the composers tended to examine traditional music, then in their search 

for "new structures and new techniques, they turned to the concert band 

as a serious medium for their musical expression" (Prindl, 1956, p. 73). 

Pugh analyzed the techniques used in band compositions of the 

"Contemporary Music Project for Creativity in Music Education." He 

discussed the pedagogical value of the compositions for school or col­

legiate use. He also encouraged band directors to perform more contem­

porary music, saying that "if the concert band repertoire is going to 

be expanded and if the band directors are going to keep pace with our 

changing society, then bands must perform contemporary literature" 

(Pugh, 1966, p. 151). 

Pittman (1979) provides a comparative analysis of Percy Grainer's 

Lincolnshire Posy, Gustav Holst's Second Suite for Band in F, and Ralph 

Vaughan Williams' Folk Song Suite. He included a brief biographical 

sketch of each composer and an analysis of each composition in terms 

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

analysis is presented with very little detailed information identifying 
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problems directly related to the rehearsal and performance of the 

music. 

According to Fox (1986), 

Most research into wind band music has dealt with the 
theoretical analysis of either selected compositions 
or the works of a given composer. Relatively little 
research has been devoted to either the identification 
of important contemporary music for band or identifying 
and resolving performance problems and/or conducting 
and rehearsal problems in band music. 

In 1958, Tarwater's intentions were" ... to provide intensive, 

systematic, and formal musical analyses of seven major band works of 

twentieth century original band literature" (p. 27). In his comments 

regarding performance and technical problems , he limited his remarks 

5 

to generalities referring to instrumentation, balance, range, technical 

manipulation, tone, intonation, phrasing, dynamics, and tempi. However, 

there were few specific comments or solutions offered other than to 

encourage a thoroughly well-planned rehearsal by a competent conductor. 

Tarwat e r expresses his belief that the reason for the great quantity 

of mediocre music being performed by bands can be attributed to the 

failure of band directors to understand music of higher quality 

(Tarwater, 1958). 

A clarification is needed in the preceding statement regarding 

mediocre music performed by bands. Is it i gnorance that contributes 

to the failure of band directors to perform music of a higher quality, 

or perhaps a fear of establishing a basic repertoire that will require 

much more intense score study, preparation, and a more intense rehearsal 

to successfully attain the music. 
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_ Several studies have appeared in recent years which have discussed 

the need of a basic repertoire for the wind band. According to Fennell 

(1975), the phrase "basic orchestral repertory" is used commonly by 

writers, record reviewers, concert promoters, orchestral managers, and 

members of symphony boards, as well as the concert-going public. Stu­

dents and aspiring conductors are told "'This is basic repertory 

you must know it'" (p. 28). 

However, in the concert band field there is no codified repertoire 

that one can label as "basic ." There have been numerous attempts to 

establish such a list through articles by respected leaders in the con­

cert band field, by educational and promotional recordings by colleges 

and universities, through lists of required band repertoire for high 

school contests established by esteemed boards of directors of such 

activities, and by conductors promoting particular works for band. 

Fennell (1975), conductor for over forty years, reviewed endless 

hours of personal study to recall certain compositions which he con­

sidered to be the basis of the band literature. His attempt was to 

provide a "point of departure" for band directors, knowing full well 

that some would disagree with his choices. 

Fennell stated that he would concentrate on good music-­

"indestructible masterpieces for band that have survived the ravages of 

time, works of quality that seem destined for longevity. Compositions 

I would not want to live without" (Fennell, 1975, p. 29). 

Hunsberger (1977) states: 

. a wind conductor must continue to specialize in 
the wind instrument repertoire and performance. The 



conductor must assess his own abilities to provide 
continuous growth and to discover that musical repertoire 
whose contribution will be valid. The conductor must 
also discern a personal basic repertoire which will 
form the cornerstone of his commitment to serious music. 
(p. 44) 

Hunsberger distributed a list of 99 basic wind repertoire composi­

tions to those conductors present at the Eighth National Symphonic Wind 

Ensemble Conference held at Northwestern Illinois University. The list 

distributed carried an accompanying challenge: "If you find any works 

that should not be contained in such a primary compilation, replace 

them with works of your own choice" (p. 45). This process forced the 

conductors to consider seriously every composition on its own merit 

against a musical standard that does not stop at the boundaries limit­

ing traditional wind band repertoire, but rather is compatible with 

a repertoire standard that applies to all instrumental compositions. 

Even though no solid conclusions were drawn from this survey, 

questions did arise from the selective process such as: 

1) Where do you develop such standards? 

2) Is it all skill or is there an emotional area to be 
investigated? 

3) How do you evaluate a single composition from a composer? 

4) How do you compare established works such as the Holst 
Suites with newer, relatively untested compositions? 

Every conductor must establish a personal system for such an 

evaluation. Each musical thought must be examined and retained or 

rejected, and the standard of evaluation must be one that is valid for 

all music (Hunsberger, 1977). 
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-- Olsen's intent was to establish "a core repertoire to which audi­

ences relate and serves as a programming nucleus for conductors." He 

surveyed nineteen eminent wind ensemble conductors, asking them to 

nominate their "choicest" of repertoire for the wind band. They were 

each asked to vote on whether or not each composition "qualified for 

inclusion in a highly selective core repertoire for the wind band" 

(Olsen, 1982, p. 22). 
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The results of the survey included fift y-one works by thirty-one 

composers representing the Baroque, Classical, Romantic, and Contem­

porary eras of music. It was the intent of Olsen to keep the number of 

compositions relatively small in order for it to be a manageable core 

repertoire and not just another literature list. 

Problems of Score Preparation and Performance 

Cacavas (1973) states, "there is no ensemble more difficult to 

write for than a symphonic or wind band" (p. 96). Compared to a symphony 

orchestra, which usually has a fairly well balanced string choir (violins, 

violas, celli, and basses), today's wind bands are too often top-heavy, 

meaning that they have an overabundance of flutes, trumpets, and in 

some cases, clarinets, or they lack mid-range instruments such as french 

horns or lower voices, e.g., trombones, baritone horns, and tubas. This 

is due to the popularity of the higher and smaller instruments. But 

even with an ideal number of instruments on each part, the band 

director must teach the concept of a balanced, blended "symphonic 

style" of playing and try to develop a homogeneous band sound. 

The composer or arranger writes the score, but it is the conductor's 

job to deal with such problems as: "My oboist can't play that solo ... ," 



"I have too many flutes to balance the clarinet's pianissimo," and "I 

don't have a full horn section and I have no baritones .... " (p. 97). 

Many composers and arrangers today assist in solving these problems 

by writing cues, which means doubling the melodic line in another voice 

so the part that is missing or too weak can be heard (Cacavas, 1973). 

McBeth offers something slightly different than just an analysis 
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of another work: he actually presents practical solutions for everyday 

rehearsals. The specific problems addressed include: achieving correct 

pitch as a result of balance; achieving correct performance of dynamics 

and articulation markings; understanding the interpretation of asymmetric 

meters; subdivision; percussion techniques; effective podium technique; 

and interpretation of twentieth-century music. 

McBeth's solution for the problem of balance can be entitled the 

"double-pyramid system" (p. 4). This means that the lower the voice 

line, the louder the volume. The first trumpets would then be the 

softest brass playing and the tubas the loudest with the instruments 

between these two groups pyramidic in volume (see Appendix W). Notice 

that the woodwinds make the same pyramid starting with the flutes and 

increasing in volume down to the bass clarinets. 

McBeth goes on to say, "When balance is correct, each individual 

player in the band is louder than each player playing notes higher 

than his, and is softer than every player playing notes lower than 

his" (p. 6). Hearing "down" is the best way for players to play in 

tune with each other. It is also easier to play in tune with a lower 

chord than a lower single pitch (McBeth, 1972). 



_ Corcoran (1984) defines balance as a perfect blend of sound. 

To achieve correct balance, the conductor must juxta­
pose the various shadings of foreground and background 
lines so that the listener can clearly perceive all 
layers of music. Whether balance is established by 
the composer or not, it is the conductor's responsi­
bility to be attentive to this factor and set certain 
priorities. (p. 53) 
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Corcoran proceeds to identify and label generic material found in 

many twentieth century wind handworks: (1) melodic material, (2) coun­

termelodic material or accompanying motive, (3) rhythmic harmonic 

material, and (4) sustained harmonic material. Although the elements 

mentioned above may not all be present at any given point in the music, 

the relationships of the existing parts will remain the same. It is 

interesting to note that Corcoran uses a number system where players 

write in their parts, e.g., "l," "2," "3," or "4" (corresponding to the 

list of priorities above) in passages where balance problems persist or 

where their relative importance suddenly changes. 

Spicer (1987) recommends a thorough study of the score prior to 

the first rehearsal of a work. He suggests that regardless of the 

score's markings, the woodwinds must not exceed the volume that gives 

them a good section tone. He further suggests that the conductor 

"develop the climax from the middle to the bottom" (p. 15). (No fur­

ther development of this statement is continued in Spicer's study. It 

is a rather ambiguous statement in comparison to previous studies on 

balance and blend of sound.) 

An important point is made by Spicer who warns that many present-day 

composers for band develop high points in their music using a fifth 

for the top of the climactic chord. He emphasizes that the tonic note 



must be the strongest. The fifth of the chord may b e shrill, spread, 

and lose definition if the chord is not balanced properly (Spicer, 

1987). 

In a study done by Hunsberger on score study and preparation, 

he presents a "Score Study Checklist" (p. 18) which includes sixty 

items in six categories (Melodic, Form, Harmonic, Rhythmic-Meter, 

Orchestration, and Interpretation). The items presented may or may 

not be present in any given composition. Hunsberger also included 

a glossary which defines the terms used in the checklist and offers 

suggestions for marking the score (Hunsberger, 1980). 

In Part II of Hunsberger's study, he mentions that "Score study 

and score marking involves more than a dispassionate analysis of printed 

facts; it requires personal participation--singing through each line 

or playing individual parts on a keyboard" (p. 35). He suggests that 

certain melodic lines be written out on an extra sheet of manuscript 

(apart from the score) and played or sung individually . After certain 

decisions are made regarding the articulations and length of notes, 

these thoughts may be entered into the score for reference during 

rehearsal. F inally, Hunsberger comments that the manner in which 

each conductor marks the score will vary; however, most markings should 

be entered in the margins for the purpose of "learning the score" 

(p. 38). Excessive and unnecessary markings will clutter the score 

causing problems in clarity as the work is rehearsed (Hunsberger, 

1980). 
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Summary 

The literature and research presenting analyses and a discussion of 

basic repertoire was review~d in the first section. Prindl, Pugh, Fox, 

and Tarwater all cite the need for continued performance of quality 

contemporary music for wind band. These by Prindl, Pugh, Pittman, and 

Tarwater present detailed theoretical analy ses of band compositions but 

provide few comments or suggestions about performance problems or 

conducting and rehearsal prob lems. 

Three studies attempted to define a basic band repertoire and 

provide lists of selected wind band music. Fennell recalled certain 

compositions which he considered to be the basis of the band literature. 

He also acknowledged that his opinion did not have to be agreed upon by 

other competent conductors, that after forty years of conducting he 

wanted to crea te a "point of departure." Hunsberger encouraged every 

wind conductor to develop a personal basic repertoire which meets 

musical standards applicable to all good music. Olsen used a two-phased 

survey of nineteen prominent wind ensemble conductors to establish a 

. "core" repertoire of wind band music spanning all musical eras from 

Baroque to the Twentieth Century. 

Cacavas' article stated clearly that the wind band's instrumentation 

is inherently problematic because of an overabundance of high winds 

compared to mid-range instruments. Even when an ideal number of 

• instruments are on each part, the conductor is faced with teaching 

concepts of balance, blend, intonation, what lines are important and 

must be heard, what is of secondary importance and remain in the 

background, etc . 
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McBeth, Corcoran, and Spicer offered many solutions to scoring 

and balance problems in wind band music. McBeth's solution to the 

problem of balance was called the "double-pyramid system," suggesting 

that the lower voice be predominant over the higher voices. Players 

could then develop a technique of listening "down," tuning to the 

lower note or lower chord. Corcoran developed a method of numbering 

the foreground and background lines in passages where balance problems 

persist. Spicer suggested that woodwinds should be rehearsed separately, 

working not to exceed the volume that gives them a good section tone. 

He further states the importance of proper chord analysis in climactic 

sections of the music. The fifth of the chord should not take prominence 

over the tonic note when playing at an extremely loud volume. 

In Part I of Hunsberger's article on proper score study and 

analysis, he pressents a "score study checklist," included with a 

glossary of defined terms used. Part II of his article concerns a 

deeper level of involvement in interpreting the score. Suggestions 

were made such as the use of separate manuscript paper to prohibit 

the score from being cluttered. Playing the melodies on a keyboard 

instrument would enable the conductor to become fully aware of the 

many melodic nuances contained in each phrase. 



Chapter III 

Introduction to the Analyses 

As one can clearly see from the literature review, there is not 

one definitive method of analyzing music. The method of analysis is 

determined by the desired outcome. 

Pugh,Pittman, Prindl, and Tarwater presented analyses from a 

theoretical (music theory) perspective. Cacavas's, McBeth's, Corcoran's, 

and Spicer's analyses were intended to pinpoint problems that result 

from poor instrumentation in a band or scoring deficiencies in the 

music. Hunsberger's method of analysis is one in which a conductor 

uses a checklist to learn the various musical elements in the score, 

i.e., melody, counter melody, rhythm, etc. 

The six works chosen for this study are included in the Texas 

contest list of music for high school bands (grades III, IV, and V), 

and according to McBeth (1972), these works are "used by the greatest 

number of other states" (p. 43). These particular works were chosen 

for this project because to this author they have the greatest 

aesthetic appeal. 

It is intended that the analyses presented in this paper will go 

beyond the scope of the analyses mentioned above by offering solutions 

to the problems found in these "sample scores." It is hoped that this 

approach will provide a formula for dealing with similar problems in 

other band scores. 
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Chapter IV 

Second Suite in F by Gustav Holst 

Gustav Holst: Biographical Information 

Gustav Holst (1874-1934) was one of England's most prominent 

composers and a professional trombonist. Holst was deeply interested 

in folk music, and he frequently used folklike melodies in his band 

and orchestral works. Because of his interest in astrology, a very 

popular orchestral suite, The Planets, was composed to depict the 

planets as astrological symbols. During the first World War Holst 

was placed in command of all English Army Bands, organizing music 

among the troops under the Y.M.C.A. Army and Education program. 

His First Suite in E-Flat was written for military band in 1909, 

marking a new epoch in band literature. 

Like the First Suite, the Second Suite in F for military band 

had to wait more than ten years before it gained a prominent position 

in the repertoire of band music. Composed in 1911, it did not receive 

a public performance until June 30, 1922, when the band of the Royal 

Military School of Music, Kneller Hall, played it at the Royal Albert 

Hall in London. The program note for that performance stated that 

the Suite · had been "put aside and forgotten" after 1911. 

Second Suite in F for Military Band, military band being the 

English term for a full and complete wind group rather than the famil­

iar British brass band, reflects a creative and high quality of 
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cra£tsmanship significant to the band repertoire. Unlike its pre­

decessor, the Second Suite is based entirely on material from folk 

songs and morris dances. The suite has four movements, each with 

its own distinctive beauty: "March," "Song Without Words," "Song 

of the Blacksmith," and "Fantasia on the 'Dargason. '" 

Analysis and Discussion 

The Second Suite in F, first movement entitled "March," is in 

a traditional A-B-A form. This means there is melodic, harmonic, 

and rhythmic material associated with the first section, then con­

trasting material in the second section, and a repeat of the first 

section, indicated by a Da Capo (return to the beginning). 

The first section contains two themes. The first theme is ener­

getic in nature and should be played in a clearly articulated staccato 

style. This theme is sixteen measures in length. It is followed 

by a brief fantasia and then is restated at letter C. 

The second theme is introduced by a descending half-note line 

four measures before letter E. This theme is thirty-two measures 

long and has a contrasting legato style played by the baritone horn. 

The theme is later restated and reorchestrated for full ensemble 

at letter G. 

The harmonic relationship between the A theme and B theme is 

traditional. The first section is in F Major; the second section, 

or trio, begins at letter Hand is in hp minor. It is standard to 

modulate between F Major and Bb Major (relationship of a perfect 

fourth). This time, however, Holst goes to J minor rather than 

the anticipated Bb Major. The second section ends with "D.C. al 

fine," which simply means to go back to the beginning of the "March 
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and play until Fine. 

In anticipating rehearsal problems and finding adequate solutions, 

one must consider rhythm, tempo, and balance. At letters A and Bin 

the first movement, careful attention must be given to the dotted 

rhythms (see Appendix A). According to D. R. Presgrave (personal 

communication, January 13, 1987), "Dotted rhythms are the very essence 

of the English style of music. It is important not to let the rhythms 

rush; they must be restrained to be in a truly English style." Even 

though the choice of tempo is a personal matter, the march should 

be restrained (a quarter note equal to 112-116 m.m.). To maintain 

a truly English style the tempo of the march should not be allowed 

to become faster. 

When considering balance and dynamics, letter Dis a perfect 

example of the melody being covered by an overwhelming accompaniment 

(see Appendix B). All parts are marked forte and only five voices 

carry the melody. To achieve proper balance, accompaniment dynamics 

should be changed to a softer level. (It is interesting to note 

that later in the second section or trio, the composer has carefully 

marked all accompaniment parts piano to allow the melody to predominate.) 

The section beginning at letter E demonstrates Holst's ability 

to write beautiful, clearly defined phrases. The phrases are perfectly 

shaped and every eight measures is a complete statement. Each phrase 

is consistently preceded by a pick-up beat. 

The second section or trio is in a contrasting compound meter 

(6/8 time). The theme is sixteen measures in length and is followed 
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by an eight measure extension. Then the theme is restated and reorches­

trated from letter J to the D.C. marking. Care must be taken to keep the 

dynamic level of the brass section truly pianissimo at letter J. 



The second movement, "Song Without Words," is slower and more 

legato in comparison to the first movement and is inf minor through­

out. The theme or song is stated by the solo clarinet and the accom­

paniment remains sparse and in a homophonic style. At letter A this 

song is restated by the solo cornet and high woodwinds with a more 

elaborate arpeggiated style accompaniment. The final four measures 

make up a brief coda. 

At the beginning of the second movement, careful attention must 

be given to tuning the chords in the accompaniment. Problems often 

result when wind players are expected to play softly and that problem 

is exacerbated here by the thin texture. 

One remedy for this problem might be to rehearse the chords at 

a louder (more comfortable) volume in order to obtain pitch accuracy, 

then soften the dynamics gradually to the desired level. At the 

restatement of the song, letter A, it is imperative that the conductor 

keep the arpeggiated accompaniment as soft as possible and always in 

the background. The melody must always be clearly heard. There is 

a perfectly prepared suspension four measures from the end of this 

song. Stressing this dissonance adds to the harmonic interest of this 

movement. In the coda the descending arpeggios must be smooth and 

well balanced and taper off gradually to the solo tuba. 

The third movement, "Song of the Blacksmith," presents a problem 

at the beginning with a rhythmic theme and very few downbeats. This 

takes very_ advanced players to look at the conductor and listen 

carefully in order to place each note correctly without increasing 

the tempo. Once this pattern is established, a second theme is 
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sup~rimposed above this theme (see Appendix C). The opening theme 

is in g minor until letter A, where it modulates to d minor. The 

key changes happen often in this movement going from g minor to d minor 

until the very last chord when D Major sounds a brilliant ending. 

Both themes in the third movement should maintain their own 

stylistic identity. This means that each theme should maintain steady 

rhythmic punctuations and precise dotted rhythms. With changing 

meters and syncopation being so predominant, the conductor must give 

an exact beat in order for players to be accurate with their placement 

of the notes. 

In order to achieve the clarity one would want from this movement, 

the proper choice of tempo is critical. The dotted rhythm found 

in theme Bis a good indicator of proper tempo. If the tempo is 

too fast this rhythm cannot be properly played by the most advanced 

players. 

Care must be taken by the conductor to adjust the dynamics five 

measures before letter C to ensure that this short canonic passage 

is heard (see Appendix D). 

To avoid rhythmic inaccuracy at the end, the conductor must 

be extremely exacting in his/her conducting style. The last two 

measures are extremely problematic if beats four and two are not 

dictated. 

In the fourth movement, fantasia is the key word to its form. 

"Fantasia" refers to a constantly repeated theme that is used as the 

structural element of a movement. In this movement the fantasia theme 

is stated immediately by the alto and tenor saxophone. This theme 
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is repeated every eight measures throughout the movement. The varia­

tior{ of the movement comes from changing the accompaniment and the 

orchestration. At letter C Holst introduces the familiar folk song 

"Greensleeves" as the B theme superimposed over the fantasia theme 

(see Appendix E). At this point the meter changes to one beat per 

measure, each beat being one measure in 3/4 time and one measure in 

6/8 time. With the introduction of the B theme, the harmony changes 

tog minor. 

The dynamics of this movement and the orchestration have elimina­

ted many balance problems. However, eight measures before letter F 

the trill in the high woodwinds could be reduced to a lower dynamic 

than the score indicates and the block chords eight measures before 

letter G could be reduced in volume to allow the melody to be heard 

without being forced (see Appendix F). At letter G everyone's part 

is marked in the score at a fortississimo (fff) dynamic level. Care 

must be taken so that this dynamic marking does not lead to a raucous, 

out of control sound. For the notes having only a harmonic function, 

it would be desirable to lower the volume level to forte. From letter 

H to the end, great care must be taken to achieve proper balance and 

accurate pitch in the sustained brass chords, especially those that 

are muted. 
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Chapter V 

Colonial Song _by Percy Aldridge Grainger 

Percy Aldridge Grainger: Biographical Information 

Percy Aldridge Grainger was born in Brighton, Australia, in 1882. 

He initially studied piano with his mother, who was a professional 

teacher. He later was a student of the esteem Louis Pabst in 

Melbourne. 

In 1900 he began his career as a concert pianist and experienced 

innnediate successes in England, Australia, and South Africa. In 1906 

his playing so impressed the well known composer Edward Grieg that 

the latter invited him to his home in Norway. There they spent the 

summer of 1907 preparing for the premiere of the now famous Grieg 

Piano Concerto. 

Grainger came to America in 1915. At the outbreak of World War 

I he enlisted in the military as an army bandsman (an oboist) and 

was soon promoted to the Army Music School. He died in White Plains, 

New York, in 1961. 

Analysis and Discussion 

Colonial Song (1905-1912) was originally composed for two voices 

(soprano and tenor), harp, and symphony orchestra. As a yule gift 

to his mother, Grainger rescored the work for military band in 1918. 

As the title suggests, this is a song. There is one predominant line 

and the remaining parts are accompaniment. The form of the melody 
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lin~ is A (the beginning), B (measures 12-20), C (measures 21-36), 

D (measures 37-55), B (measures 56-to the end). 

Although the melody line is a rather simple song, the essence 

of this work is in the harmony, the orchestration, and in the moving 

lines (see Appendix G). Grainger expressed himself in a complex 
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harmonic vocabulary using seventh, ninth, and eleventh chords frequently 

as well as accented dissonances. 

Colonial Song begins with a simple statement of the A theme. 

The accompaniment parts are harmonically colorful through the use 

of dissonance (i.e., beat 3, measure 2), and the counter-melody in 

the French horn line adds melodic interest beginning in measurse 5. 

Already the simple melody has become complicated by the use of a com­

plex harmonic vocabulary and a counter-melody. This is in essence 

what Colonial Song is about. 

The problems inherent in this work are multifaceted. The conductor 

must be very diligent with regard to finding the important harmony 

notes (or color notes) and bringing them to the listener's attention. 

This requires a thorough harmonic analysis in order for the conductor 

to tell the players what notes are important and what line to bring 

out (see Appendix H). 

Many times Grainger uses a dot over or under notes in the accom­

paniment parts. This indicates staccato (very short and separated) 

but it is essential that the players not play a secco, or dry, staccato, 

but instead a buoyant staccato--much like the pizzicato sound (pluck-

ing the string with a finger) of a string bass (see Appendix I). 

As the work progresses it becomes more rhythmically complicated, 



addjng another inherent problem with which the conductor must cope. 

The section from measures 36-56 requires a very competent conducting 

skill to cope with the dotted and double dotted rhythms, crescendi 

and diminuendi from inner voices, accents, and changing meters (see 

Appendix J). At this point the melody is almost subordinate to the 

rhythm, harmony, and counter-melody because these parameters are the 

essence of the beauty in this section. 

Although the rhythmic activity subsides from measures 56 to the 

end of the work, the conductor still must make certain decisions 

regarding the colorful harmony notes and allow counter-melodies to 

be clearly heard. Sevenths and altered ninths are added to certain 

chords for a thicker texture and added color, not necessarily to pre­

dominate over a particular counter-melody or the song. This is why 

the swells are clearly marked in the score. 

Controlling the entrances and exits of instruments and the 

crescendi and diminuendi during the last six measures requires a very 

proficient conducting skill. The conductor must be absolutely clear 

in his conducting gestures during this section or the result will 

be less than what Grainger (and the conductor) hoped to achieve. 
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Chapter VI 

English Folk Song Suite by Ralph Vaughan Williams 

Ralph Vaughan Williams: Biographical Information 

Ralph Vaughan Williams (1872-1958) was one of the most eminent 

of contemporary English composers. He was known around the world 

for his outstanding choral and orchestral works. Grove Dictionary 

of Music and Musicians (1980) states: 

Many of the traits discernible in Vaughan Williams' 
music, the vein of mysticism, the blunt speech, the 
air of the countryman still surrounding the town 
dweller, will be found in the personality of the man. 
In particular that mixture of radicalism and tradi­
tionalism which is found not infrequently in English 
public life is very strong in Vaughan Williams. His 
unchanged and unfailing zeal for the traditional songs 
and dances of England belongs to the obverse side 
of a mind which on its reverse is radical and protestant. 
(p. 569) 

Analysis and Discussion 

Vaughan Williams' interest and passion in the wind band has nowhere 

found more satisfactory expression than in the English Folk Song Suite. 

According to Smith and Stoutamire (1977), the score is remarkable 

for its originality and masterful instrumentation. "The musical sub­

jects are all traditional as reflected by the titles: March--'Seventeen 

Corne Sunday,' Interrnezzo--'My Bonnie Boy', and March--'Folk Songs 

from Somerset"' (p. 372) 

The first movement, "March: Seventeen Come Sunday," is first 

discussed in terms of form. The movement has themes or sections called 
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A, B, and C, which is the trio. The overall form of the first movement 

is written A, B, C, B, A, and a short two measure coda. 

The first theme, A, is writtein a very light rhythmic style. 

The theme is restated and reorchestrated before the second theme is 

introduced. The style of the first theme must be rhythmic with exact 

dotting and precise articulation. 

The second theme, B, is thirty-two measures in length and in 

a contrasting legato style. The solo Eb clarinet and the first cornet 
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introduce the theme for the first sixteen measures and are later joined 

by the upper woodwinds on the second part of the theme. 

The trio is the C section where new material is presented. This 

material is different from the A and B sections with the melody in 

the low winds playing in a marcato style. This section is thirty-two 

measures in duration and is in the key off minor. 

After the trio section, there is an immediate key change back 

to Ab major, and the second theme is restated and reorchestrated. 

This theme is restated once again before the Da Capo (which is an 

indication to repeat the march from the beginning). 

The harmonic relationship among the three sections of this open-

ing march is quite standard. The march begins inf minor and continues 

in this key for thirty measures until the second theme is introduced. 

The second theme is in the key of Ab major, the relative major of 

f minor. The trio is in the key off minor like the beginning. After 

the trio section there is a repeat of the first theme inf minor pro-

ceeding to the coda where the last note of the piece surprisingly 



sounds an F major chord. 

The second movement of the suite, "Intermezzo," is slow and 

more legato than the first movement. The form is A-B-A. The many 

solo lines and interspersed entrances should be cued by the conductor. 

The first theme is introduced and then is repeated with fuller instru­

mentation with the entrance of the baritone horn's beautifully sonorous 

sound in legato style. The second theme is marked scherzando which 

means "playful," and it should be conducted in one beat per measure. 

The second movement begins inf minor and continues in this key 

until the second theme is introduced in F major. This key change 

represents a very standard modulation. At the end of the second theme, 

a sustaining Db major chord provides the harmonic transition for the 

restatement of the first theme. The first theme remains inf minor 

to the end. 

The third movement is another march, "Folk Songs from Somerset." 

The form is A-B-A, C (or trio), and a Da Capo, which means that the 

first A-B-A section before C is repeated. The entire form for the 

third movement should be: A-B-A-(C)-A-B-A (the trio section is often 

called the trio in a march). The first theme should be played in 

a light and staccato style. The second theme is predominantly stated 

in the low brass and low woodwinds. Beginning in measure 44, the 

first cornet returns to the first theme in a slurred and staccato 

style intermixed. 
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The 6/8 time signals a two measure transition into the trio section. 

The trio has two themes, an A-B form with the first theme played by 



the upper woodwinds in a very light and melodic style. The second 

theme is stated by the low brass and low woodwinds in direct contrast 

to the previous theme. 

The harmonic relationships in the different sections reflect 

extensive use of minor/relative major key relationships. For example, 

the first theme of the third movement is in the key of B~ major, and 

the second theme indicates a key change tog minor, the relative minor 

to Bb major. 

The beginning of the trio section changes key signature and starts 

inc minor. The low brass introduce the second theme in 2/4 time, 

and there is a traditional modulation to the relative major of c minor, 

Ebmajor. 

In anticipating rehearsal problems that are likely to occur, 

many points are open for discussion. Musical aspects such as rhythmic 

accuracy, sudden dynamic contrasts, harmonic material, and overall 

stylistic authenticity are important considerations. 
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Beginning with the first march, rhythmic accuracy and exact dotting 

are always problematic in English music. There are tendencies for 

musicians to rush the dotted rhythms or to play them unproportionately. 

If not approached carefully, the dotted eighth and sixteenth note 

rhythms can sound as a quarter note followed by an eighth note in 

the form of a triplet (see Appendix K). 

Certain dynamic changes must be made at the outset of the trio 

section. The fortissimo lines in the upper woodwinds and even eighth 

note pattern in the cornet part must be reduced one dynamic level 

in order for the melody to predominate (see Appendix L). 



- Pitch problems may exist at the beginning of the second movement 

where the clarinets are sustaining a note along with the saxophones 

and horns. "Clarinets in their chalumeau register tend to be sharp 
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and more difficult to tune with the other instruments" (D. R. Presgrave, 

personal communications, March 1987). 

There is a three-octave spread among the piccolo, flute, and 

solo clarinet starting in measure 20 of the second movement. This 

lends itself to being a serious pitch problem. The conductor may 

have to rehearse this phrase very slowly, almost note by note. This 

enables the players to listen more carefully and to correct poor 

intonation. During this section the horns and saxophones are in unison 

at a very soft dynamic level, and this also contributes to intonation 

problems. The conductor should rehearse the French horns and saxo­

phones at a louder volume level so that the pitch is supported, and 

then reduce the volume level after the intonation is fully corrected. 

The conductor must be very sensitive to all of the sudden dynamic 

changes in the third movement (see Appendix M). All of the diminuendi 

and swells should be clearly marked in the score. The accompaniment 

during the trio section is more than mere background rhythm; it is 

also used to create some special dynamic nuances. It is also impera­

tive to make some dynamic changes during the second theme of the trio. 

The upper woodwinds, cornets, and French horns play an important 

counter-melody but should remain as background material to the theme. 

This will allow the theme to be clearly heard without the low winds 

overblowing. 



Chapter VII 

Scenes from "The Louvre" by Norman Dello Joio 

Norman Dello Joio: Riographical Information 

Norman Dello Joio (1913- ) began his music training at an 

early age. At fourteen, he already was organist and choir director 

of the Star of the Sea Church in City Island. After three years of 

study at the Julliard School of Music, he proceeded to the Yale School 

of Music to study under Paul Hindemith. Dello Joio has composed operas, 

orchestral works, ballet, choral, and chamber music. His awards are 

many, including the Pulitzer Prize, the New York Music Critics Circle 

Award, and the Emmy. 

Scenes from "The Louvre", based on ancient airs, is taken from 

the original score of the NBC television special that was first broad­

cast nationally in November 1964. The five movements cover the period 

of "The Louvre's" development during the Renaissance. Themes used 

are from composers of that time. The movements are: 

I The Portals 
II Children's Gallery 
III The Kings of France 
IV The Nativity Paintings 
V Finale 

Analysis and Discussion 

In Norman Dello Joio's Scenes from "The Louvre", the subscript 

"based on Ancient Airs" gives a clue to what one might expect to hear 

in the music. Many elements of medieval writing style, i.e., modal 
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tonality rather than harmonic progressions, polyphonic style and 

homophonic styles of handling the lines, and contrasting choirs of 

instruments is evident throughout the composition. 

The first section of "The Portals" is clearly in a polyphonic 

style of writing, meaning the linear movement of the lines takes 

precedence over the matter of chord "progressions." The harmony is 

a result of the interaction of the voices. The long pedal point (or 

sustained G) in the low voices at the beginning and the open fifths 

and octaves give a strong feeling of modality. In preparing this 

section, the conductor must be very careful to balance the lines properly 

and bring out the moving parts. Care in tuning fifths and octaves 

is always a problem, even with mature players. That matter will require 

much attention in this section. 

The second section is in a homophonic style of writing, meaning 

the lines almost always move together. Again there are long pedal 

points and a rather static feeling of harmonic movement. As in the 

first section, the open fifths and octaves in low voices give a feel­

ing of modality. 

Perhaps the greatest rehearsal problem in this section is getting 

the band to play with a rich, full symphonic sound and not to overblow 

their parts, especially since each part is marked fortissimo. Rehear­

sing at a lower dynamic level and paying careful attention to balance 

and blend of sound is one way to develop this concept. The sound 

should be rich and full, not loud and uncontrolled. 

The second movement, "Children's Gallery", is very delicate in 
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nature and in contrast to the first movement. The first section centers 

around F Major with a feeling of harmonic progressions because the 

theme is clearly a four-measure melody with a two-measure e x tension. 

The opening of this movement is problematic because of the open fourths 

and fifths, i.e., measures 3-6 (Appendix N). The movendo, or accel­

lerando section, leading into the theme at measure 11, is a problem 

in that the conductor must have a clear idea of how fast the first 

theme is to go, and not to arrive at measure 11 at an overaccelerated 

tempo. 

Great care must be taken to balance the parts so the theme is 

always predominant. This is a problem in the restatement of the theme 

at measure 16. Care must also be tak en to keep all the accompanying 

parts in the background and light in style. It is also imperative 

that the bassoon be heard with the piccolo in this section, written 

as a duet. The muted trumpet part is a nice, almost bold, contrast 

to the other parts and should be easily heard. A forte dynamic level 

should be used here. 

In the second section of this movement, the tex ture becomes much 

thinner. As the second theme is introduced by the horns and trumpets, 

the first trumpet part should predominate. However, at measure 31 

the oboe has the important material and everyone else accompanies; 

at 35 the solo flute predominates. If the accompaniment is too heavy, 

the conductor may use one on a part. 

The ending of this section lends itself to a ritard. It just 

feels natural to do it therre. If so, the conductor must decide when 
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to begin subdividing the beat, depending upon how much ritard he/she 

wishes to make. The conducting style and beat pattern must be clear 

and exact. 

The first section is repeated again with slightly different instru­

mentation with the same balance problem discussed earlier applying here. 

The repeated sixteenth-note material should accompany the light and 

delicate melodic line. The last four measures are the most problematic 

of this movement. The technical skills of the players might dictate 

how fast this movement should go. If the technical demands of these 

four measures are too great, slow the tempo down or consider changing 

the articulation of the sixteenth-notes (see Appendix 0). 

The third movement, "The Kings of France," begins in a polyphonic 

style. As in the first movement, the writing style is polyphonic. 

The conductor must strive to achieve a rich, resonant symphonic sound 

here and not let the level overblow. That is oftentimes the result 

when the entire ensemble is marked for ff. Great care must be taken to 

achieve a balance that will allow the listener to hear the moving lines. 

This is especially true at 10 with the addition of the brass section. 

Accompaniment material must be kept in the background. 

The second part of the A theme changes to a 3/4 time signature 

and is in a canonic style. Each entrance must be clearly heard. 

Proper cueing by the conductor will help eliminate wrong entrances 

by players, which happens frequently in canonic passages. One finds 

in both the first and second ending a contrast between the brass and 

woodwind choirs in a more homophonic style. The fully balanced brass 
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section playing forte should be echoed by the woodwinds playing "subito 

piano," meaning suddenly soft. This idea of contrasting choirs and 

subito dynamics was very much a part of the Renaissance style of writing; 

it also employs canonic writing but this time the theme is fanfare-like 

and the style is definitely marcato. 

The B theme is in a canonic marcato style in direct contrast 

to the previous first and second endings. Each entrance in the canon 

must be clearly heard and properly cued. In order to accomplish this 

clarity, the conductor may wish to drop the dynamics back one level 

once the theme has been played and the continuation of the line becomes 

accompaniment. This is especially true as the texture thickens. 

From 50 to 60 there is a nice contrasting section in homophonic 

style. Here balance and blend of sound is essential. One way to 

accomplish this is to work at a lower dynamic level, perhaps starting 

with fewer voices and adding parts when the balance and blend satisfies 

the conductor's musical desire. 

In the coda, beginning in measure 59, strive for a full rich 

ensemble sound, but be sure the moving lines are heard. In this penul­

timate measure, subdividing will ensure proper placement of the notes 

during this "molto ritard." 

The fourth movement, "The Nativity Paintings," begins with open 

fifths in the accompaniment. The tonal center is G, however, there 

are modal implications because of the use of F 1:j_ It is very important 

that accompanying parts play very softly to allow the solo lines to 

predominate. For example, the conductor may wish to use one clarinet 
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00 a part beginning in measure 4 so that the solo clarinet, flute, 

and oboe can be heard. 

The second section moves to a C center. Again, all parts must 

accompany the solo line. At measure 26, the texture thickens and 

the pace accelerates. It is interesting that Dello Joio gives no 

indication of where to pull the tempo back, or if in fact he wants 

the tempo to slow down again before the end. That decision is left 

to the conductor. Because of the rhythmic material in measure 33, 

this would be a good place to slow the tempo. 

The fifth movement, "Finale," begins with a brilliant fanfare 

leading to the theme which begins in measure 13. The repeated eighth­

and six teenth-note motive must be properly balanced, carefully tuned 

and not over-blown . The predominance of open fourths and fifths plus 

the ff dynamics make this introduction problematic. 

The theme is introduced by the trumpets and first cornet accom­

panied by the low brass . This accompaniment should stay in the back­

ground allowing the theme and also the short fantasia motive beginning 

in measure 17 to predominate. 

Beginning in measure 23, there is an interplay of two very impor­

tant lines, the theme and the fantasia motive. As the fantasia motive 

develops and becomes more predominant (measures 35-43), the style 

becomes more homophonic. The style should remain light even though 

the sixteenth-note motive is marked fortissimo. 

The biggest obstacle is not allowing the ensemble to overblow. 

It will help to keep all accompaniment parts marked down--even two 

dynamic levels. 
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· Chapter VIII 

Incantation and Dance by John Barnes Chance 

John Barnes Chance: Bio graphical Information 

John Barnes Chance (1932-197 2) began studying composition at the 

age of fifteen and received both his Bachelor and Master of Music 

degrees from the University of Texas. He wrote music for chorus , band, 

orchestra, solo instruments, and chamber groups. In addition to 

composition, Chance performed as timpanist with t he Austin Symphony and 

as arranger for the Fourth and Eighth United States Army Bands. He was 

accidentally electrocuted while working in the back yard of his home in 

Lexington, Kentucky , on August 16, 1972. 

Analysis and Discus sion 

The Incanta tion and Dance suggests a religious or cult orientation. 

Incantations are uttered in rituals of magica l demonic rites. They 

conjure up evil spirits. "When the spirit and the practitioners 

interact, there is wild dancing" (Norman and Stoutamire, 1977, p. 37). 

The work is composed of two parts, the incantation and the dance. 

The Incantation serves as an introduction. Its sound is of mystery , 

wandering, and it is without a defined tonality . The Dance begins 

quietly , but as the percussion instruments enter there is a strong 

building of rhythmic complexity and drive . This single movement work 

is not concerned with a pretty melod y . It is about rhyt hm , accents, 
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and flourishes of wild sounding woodwind lines that drive on and 

on to a shattering climax of exhaltation. When the dance is finally 

over, the worshipper is fulfilled (Norman and Stoutamire, 1977). 

The Incantation theme is introduced by the flute section playing 

in unison and in the low register. It is a Phrygian sounding melody-­

ominous and mysterious. The accompaniment is sparse and bland. 

In the second statement of the theme, measure 19, the low voices 

play the Phrygian melody and are marked forte. The clarinets are 

playing a repetitive chant-like motive under a sustained flute trill, 

but this material is filigree and should be background material. 

This is also indicated by the dynamic marking, (p) piano. 

The third statement of the theme begins in measure 27 and is 

played by the brass, saxophones, and clarinets. The use of muted 

brass adds a new color to the sound of the ensemble. This leads with­

out pause into the Dance. 

The Dance begins mysteriously with sustained notes in the wood­

winds that continue for twenty-one measures combined with percussion 

entrances that begin very simply and become more and more complex 

as each player enters. The resulting rhythmic complexity and shifting 

accents are a foreshadowing of the frenzy that follows in the Dance 

section. 

Measures 53 to 71 are harmonically static with strong rhythmic 

material in both the percussion and unison brass. 

chant-like material leads to the Dance theme. 

This repetitive, 

The Dance theme begins in measure 71 and is four measures long 

with a one measure extension (see Appendix P). The theme is introduced 
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by the trumpets, and the upper woodwinds reinforce certain motives 

of the theme to add to its rhythmic drive. The theme is then stated 

by different sections of the ensemble with fragmented rhythmic punctu­

ations serving as the accompaniment. This rhythmic fragmentation 

plus accents and sforzando markings all add to the rhythmic complexity 

and vitality of the Dance theme. 

Measures 101 to 115 serve as a transition. The sustained notes 

in the brass voices plus the repetitive motive and uneven phrasing 

in the upper woodwinds create a static feeling during this section. 

Measure 115 restates the Incantation theme. Although it is played 

by the brass section, the accompanying parts should remain strictly 

background material. 

Measure 130 is a repetition of the introductory material used 

earlier in measure 33, and foreshadowing that a new section is to 

follow. The new section, starting at measure 148, uses the Incantation 

theme but begins giving more prominence to a motive that was previously 

an accompaniment figure. This section features the interplay of these 

two ideas. As was indicated in earlier sections, chant-like repetitive 

figures are used as accompaniment material. 

In measure 168, a motive that was used earlier as an accompani­

ment figure now becomes a prominent motive that continues to the end 

of the work. It is introduced by the trumpets. Measure 176 marks 

a point where all of the formally structural material has been intro­

duced. The remainder of the work is an interplay of the Incantation 

theme, the Dance theme, and the two accompaniment motives that have 

become prominent. 
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_ This work was written for a high school band and although the 

individual parts are idiomatically written, it still presents a rhythmic 

challenge for the players. 

The rhythmic problems will have to be isolated and rehearsed 

by the sections of the band that find them problematic. Rehearsing 

slowly and having the band members count and clap their rhythms will 

help solve this problem. 

The major problem to overcome in this work is balancing the parts 

so that the important material is heard. Many times the texture is 

so thick and accompaniment parts so plentiful that it is of utmost 

importance that the conductor make decisions about what parts are 

to predominate. For example, in measures 187 to 192, the woodwind 

parts should reduce their volume--perhaps even as much as two levels-­

to ensure that the important parts are heard (see Appendix Q). 

With a work such as this, which is rhythmically vital and contains 

so many accents, sforzando markings, and loud dynamic markings, the 

conductor must work very hard to keep this material under control 

and not let it become overblown. Rehearsing at a lower dynamic level 

and concentrating on a full sound rather than a loud harsh sound is 

one way to solve this problem. 
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Chapter IX 

Emperat-a Overtu~e by cfaude T. Smith 

Claude T. Smith: Biographical Information 

Claude T. Smith (born in Monroe City, Missouri, 1932) attended 

Central Methodist College and the University of Kansas. He was in 

the 371st Army Band during the Korean War and later taught instrumental 

school music in Nebraska and in Mexico, Missouri. After teaching 

at the high school level, Smith taught composition and conducted the 

orchestra at Southwest Missouri State University and served as an 

educational consultant for Wingert-Jones Music Company. Today he exclu­

sively composes for Wingert-Jones Music Company. 

Smith's instrumental and choral works have been performed by 

leading musical organizations in the United States and several other 

countries. He is active as a clinician and guest conductor with many 

awards and honors, including election to the presidency of the Missouri 

Music Education Association. 

Emperata Overture is one of Smith's early works for band, but 

still remains one of his most popular works. To the listener familiar 

with the band repertoire, it is unmistakably Smith's style: strong 

rhythmic drive, a harmony that freely uses color notes in traditional 

chords (i.e., major sevenths, ninths, and added sixths), and usually 

a measure of complex meter used as an extension of a phrase (employing 

both duple and triple subdivisions of the beat). The complex meter 
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gives an uneven feeling to the measure (i.e., eighth notes grouped 

-
[3+2+2] or [2+2+3]). Beautiful song-like melodies and a well employed 

percussion section are very characteristic of Smith's style. 

Analysis and Discussion 

The form of this work is traditional. It is a three-part form 

with the A section marked Allegro (or fast), the B section marked 

Andante (or a medium tempo), and the A section repeated. It should 

be noted that the last A section is thicker in tex ture compared to 

the opening A section. This is reflective of many works composed 

by Smith. 

Smith is a master craftsman when it comes to manipulating themes 

and subordinate material. After the brilliant fanfare that serves 

as an introduction, he presents the first theme played by the clarinets 

at letter A. Along with this theme is rhythmic material used repeatedly 

throughout the work, many times as prominent material. This shall 

be referred to as A' material, not to be confused with A section 

(A-B-A form), or letter A (place of reference in the score) (see Appen­

dix R). Once the first theme is presented, Smith reorchestrates it 

for full ensemble, repeating the A' material and introduces new material 

to be used throughout the work. The new material also has moments 

of prominence with the first theme referred to as B' material. 

After the second statement of the theme, there appears a twelve-

measure fantasia section where the listener can hear fragments of 

earlier motives. This brief fantasia is a rhythmic motive emphasizing 

a syncopation (placing an accent on a portion of the beat that ordin-

arily would not be accented). This leads to the third statement 
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of the first theme with the B' material almost more prominent than 

the theme itself. 

At letter Ethe listener is introduced to the second theme which 

is stated in unison by the french horn section. This appears as an 

eight-measure phrase followed by a four-measure extension. The exten­

sion is played by the clarinets preparing the upcoming Andante section 

at letter F. After one statement of the second theme, the composer 

moves into the B section of the work (referring to the overall form, 

i.e., A-B-A) where the prominent material is the second theme. 

A point should be made that the composer consistently states 

the second theme in diminution in the B section of the work. Diminu-

tion is a term referring to the breaking up of notes in a melody into 

quicker figures, or double time. This technique is used quite fre­

quently in music variations. 

The tempo moves ahead slightly (piu mosso) at letter G with an 

introduction of a six-measure interlude theme played by the cornet 

section (see Appendix S). This interlude (music played between themes 

of a composition) contains new material that is heard only during 

this brief section. Whenever these brief six measures are used again, 

it will be referred to as interlude material. 

At the end of the B section, the second theme is slightly trans­

formed by intervalic or rhythmic alterations (see Appendix T). This 

part of the B section from letter L to letter M serves as a transition 

to the repeated A section (A-B-A form). 

The final A section of the work finds all material being used; 

the first theme, second theme, interlude material, and the A' material 
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and B' material. Throughout this section, the themes and subordinate 

accompaniment materials change in their position of prominence. For 

instance, at letter S (see Appendix U), all materials are present 

and marked forte. Depending on the strengths and weaknesses of your 

band, dynamic considerations will have to be made in order for all 

parts to be heard equally. For example, if the trombone section is 

fairly weak in your band, you may need to reduce the volume of your 

trumpet section or upperwoods carrying thematic material in order 

to hear the now important accompaniment material. 

Smith has been very accurate with his dynamic markings throughout 

the work. When one theme or various materials are to be prominent, 

he has marked them at a higher dynamic level. An important rehearsal 

strategy in determining what material is marked louder than other 

material, might include rehearsing each material separately until 

a controlled sound is heard. Balance can be achieved throughout the 

band because each player in every section is more aware of their role 

and how loud or soft to play. 

This work was written for a high school band so the parts are 

very idiomatic to the instruments. Even the complex meters have accent 

markings showing how the notes are to be grouped together (see Appendix 

R). 

Perhaps the greatest challenge for the conductor will be to not 

let the band overblow, creating a raucous and unbalanced sound when 

the dynamics are at a very loud level. This is especially the case 

when the full ensemble is playing (see Appendix V). It is the con­

ductor's responsibility to rehearse various themes and materials 

together and make decisions of what he wants to be presented as most 
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