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I .  I n t r o d u c t io n

The S ta tem en t o f  th e  Problem
How does one m easure m u s ic a l v a l i d i t y  i n  th e  p ro c e s s  o f  s e l e c t i n g  

m usic to  he p erfo rm ed  hy a  p a r t i c u l a r  ensem ble? T h is  p rim ary  q u e s t io n  

i s  posed  each  tim e  a  c o n d u c to r  b e g in s  th e  t a s k  o f  p ro g ra m -p la n n in g .

I n  th e  a r e a  o f  th e  c o n c e r t  b an d , th e  problem  i s  p a r t i c u l a r l y  c r i t i c a l  

due to  th e  la c k  o f  s t y l i s t i c  v a r i e t y  i n  th e  a v a i l a b le  o r i g i n a l  works 
p u b lis h e d  b e fo re  1950 .

T h is  p a p e r  p ro p o ses  to  e s t a b l i s h  a  s e t  o f  c r i t e r i a  by w hich mus­

i c a l  v a l i d i t y  can  be e v a lu a te d  and th e n  p ro ceed  to  t e s t  th e  c r i t e r i a  in  
th e  e v a lu a t io n  o f  s e v e r a l  o r i g i n a l  w orks p u b lis h e d  b e fo re  1950* The 

c r i t e r i a  must be a s  o b je c t iv e  and r e a l i s t i c  as  p o s s ib l e .  Then, th e  

f e a s i b i l i t y  m ust be d e m o n s tra ted  by  th e  a c tu a l  e v a lu a t io n  o f  th e  chosen  

C o m p o sitio n s.
From w ith in  th e  fo l lo w in g  a r e a s ,  th e  c r i t e r i a  w i l l  be s e l e c t e d .

The c r i t e r i a  w i l l  become th e  b a s i s  f o r  e v a lu a t io n  o f  m u s ic a l v a l i d i t y  
o f  th e  s e le c te d  o r i g i n a l  w orks f o r  band p u b lis h e d  p r i o r  to  1950 
w hich a re  s t i l l  a v a i l a b le  as  in d ic a te d  by t h e i r  in c lu s io n  on th e  C o lleg e  

Band D ir e c to r s  N a tio n a l  A s s o c ia t io n  Recommended S e le c t  L i s t  o f  1969 :

( l )  form , (2 )  s t y l e ,  and ( 3 ) harm ony, rhy thm , and t e x t u r e .  As a  f o u r th  

and f i n a l  s e c t i o n ,  a  summary o f  th e  c r i t e r i a  and th e  c o n c lu s io n s  re a c h e d  

w i l l  appear* u n d e r  th e  h e a d in g  " E v a lu a tio n  o f  M usica l V a l id i ty " .  
D e l im i ta t io n s

Inasm uch a s  any d is c u s s io n  o f  m u s ic a l v a l i d i t y  i s  d i r e c t l y  depend­
e n t  upon th e  g o a ls  o f  th e  p a r t i c u l a r  p e rfo rm an ce , th e  s u b je c t  o f  t h i s  

p a p e r d e a ls  o n ly  w ith  th e  s in g le  a r e a  o f  p erfo rm ance  by a  c o n c e r t  band . 

The d e l im i ta t io n  i s  due , i n  p a r t ,  to  th e  d i f f e r i n g  s e t s  o f  g o a ls  w ith  
w hich other areas of th e  hand program  would he c o n ce rn e d . I t  i s  o bv ious 

t h a t  most p e rfo rm in g  ensem bles have many g o a ls  in  common, b u t s in c e  th e  

m ain co n cern  o f  t h i s  d is c u s s io n  i s  m u s ic a l v a l i d i t y ,  and t h i s  i s  a ls o  a
m ain co ncern  o f  th e  c o n c e r t  ban d , i t  i s  a p p ro p r ia te  to  l i m i t  t h i s  s u b je c t

¥
to  th e  m usic p e rfo rm ed  by a  c o n c e r t  ban d .
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A nother im p o r ta n t d e l im i ta t io n  i s  th e  s e l e c t i o n  o f  m usic to  he 
e v a lu a te d .  I t  i s  th e  i n t e n t  o f  th e  w r i t e r  to  u se  o n ly  m usic f o r  th e  

hand  p u b lis h e d  p r i o r  to  1950? which i s  s t i l l  a v a i l a b le  to  c o n d u c to rs  
o f  b an d s. In  19^9» th e  C o lle g e  Band D ir e c to r s  N a tio n a l  A s s o c ia t io n  

p r in t e d  a  l i s t  o f  ’’Recommended P u b lish e d  Band M u sic" . The l i s t  was 
com piled  by a  com m ittee o f  c o l le g e  band d i r e c t o r s  e x p e r t  in  th e  f i e l d  
o f  c o n c e r t  band , and in c lu d e s  a l l  m usic s t i l l  p u b lis h e d  which h a s  been  

deemed a p p ro p r ia te  by th e  com m ittee f o r  perfo rm ance by a  c o n c e r t  band . 

B ecause i t  d e a ls  w ith  p u b lis h e d  c o n c e r t  band m usic , b ecau se  i t  h a s  been 

s e l e c t i v e ,  and b ecau se  i t  h a s  been  com piled  by a  com m ittee o f  e x p e r t s ,  

t h e  CBDNA L i s t  o f  Recommended P u b lish e d  Band M usic i s  th e  most a p p ro p r i­

a t e  so u rce  a v a i l a b le  f o r  th e  p u rp o ses  e s t a b l i s h e d  h e r e .  The s e v e r a l  
works which a re  s e le c te d  from  t h i s  l i s t  f o r  e v a lu a t io n  r e p r e s e n t  a  c r o s s -  

s e c t io n  o f  a v a i l a b le  p u b lis h e d  o r i g i n a l  m usic f o r  c o n c e r t  band . In  
some c a s e s ,  more th a n  one work by a  com poser i s  s e l e c t e d  in  o rd e r  to  
b e s t  r e p r e s e n t  t h a t  p a r t i c u l a r  com poser, s  o u tp u t .  U su a lly , th e s e  com­
p o s e r s  have w r i t t e n  e x te n s iv e ly  f o r  band  and som etim es have u t i l i z e d  

more th a n  one s t y l e .  T h is  d i v e r s i t y  i s  more c l e a r l y  s u p p o rte d , th e n ,  

by  th e  in c lu s io n  o f  more th a n  one work by th e  same com poser. The 
s e l e c t i o n  o f  th e s e  p a r t i c u l a r  works a ls o  co v e rs  m ost o f  th e  s i g n i f i c a n t  

t r e n d s  w hich o c c u r re d  b e fo re  1950 o r i g i n a l  co m p o sitio n s  f o r  ban d .
The f a c t  t h a t  o n ly  o r i g i n a l  m usic f o r  band i s  s e l e c te d  e l im in a te s  

th e  volumes o f  t r a n s c r i p t i o n s  and a d a p ta t io n s  w hich w ere so p r e v a le n t  

b e fo re  1950. A s i g n i f i c a n t  p o r t io n  o f  th e  o r c h e s t r a l  r e p e t o i r e  h a s  

been  t r a n s c r ib e d  f o r  band a t  one tim e  o r  a n o th e r ,  and i t  was n o t u n t i l  

th e  g e n e ra l  a t t i t u d e  o f  com posers s h i f t e d  (a ro u n d  1950 ) t h a t  th e  band*s 

m usic  began to  show s i g n i f i c a n t  g ro w th . T h is , th e n ,  b r in g s  th e  im p o rtan t 
d e l im i ta t io n  to  t h i s  d is c u s s io n  o f  c o n s id e r in g  o n ly  m usic f o r  band w r i t ­

te n  b e fo re  1950 .
T here a re  many th e o r i e s  which c o u ld  be posed  c o n ce rn in g  th e  tu r n in g  

p o in t  o f  com posers’ a t t i t u d e s  tow ards w r i t in g  s e r io u s  m usic f o r  band , 
b u t t h a t  i s  n o t th e  c h ie f  co n ce rn  o f  t h i s  p a p e r , and c o n se q u e n tly  th e  

th e  tu r n in g  p o in t  a c t s  o n ly  as  a  d e l im i ta t io n  h e r e ,— th e  c o n s id e r a t io n  
o n ly  o f  m usic w r i t t e n  b e fo re  1950. B ecause o f  t h i s  p a r t i c u l a r  d e l in ­
e a t io n ,  how ever, a  much more s ta n d a rd iz e d  system  o f  e v a lu a t io n  can  be
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u s e d . A lso , b ecau se  o f  th e  g r e a t  la c k  o f  g e n e r a l  in fo rm a tio n  a v a i l a b le  
c o n c e rn in g  p u b lis h e d  m usic w r i t t e n  f o r  band b e fo re  1950, t h i s  p ro v e s  

to  be a  m ost i n t e r e s t i n g  and in fo rm a t iv e  d e l im i t a t i o n .

The s e l e c t i o n  o f  c r i t e r i a  i s  th e  f i n a l  and m ost d i f f i c u l t  s te p  

in  fo c u s in g  t h i s  d is c u s s io n  o f  m u s ic a l v a l i d i t y .  The problem  o f  se ­
l e c t i n g  th e  c r i t e r i a  i s  somewhat le s s e n e d  becau se  o f  th e  d e l im i ta t io n s  

a lr e a d y  e s t a b l i s h e d .  The w r i t e r  i s  c h o o s in g  th o s e  c r i t e r i a  by  which 

he would m easure any c o m p o s itio n , and by  t h i s  m ethod he i s  m ost a c c u ra te  

in  m easu ring  th e  s t r e n g th s  and w eaknesses o f  th e  w orks s e l e c t e d .  Each 

co m p o sitio n  shows i t s  own s t r e n g th s  and w eaknesses a c c o rd in g ly , b u t a l l  
show many s i m i l a r i t i e s ,  and th e s e  c o n s i s te n c i e s  m ost o f te n  d e te rm in e  

th e  v a l i d i t y  o f  th e  m usic i t s e l f .  T h e re fo re ,  as  th e  m usic i s  e v a lu a te d ,  
so th e n  a re  th e  c r i t e r i a  e v a lu a te d .  I t  i s  th e  w r i te r * s  i n t e n t  to  p rove

t h a t  th e y  a re  an a c c u ra te  means o f  m e asu rin g  th e  m u s ic a l v a l i d i t y  o f  

th e  s e le c te d  c o m p o s itio n s .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



I I .  D is c u s s io n  o f  C r i t e r i a

Form

In  any d is c u s s io n  o f  m u s ic a l p a ra m e te rs ,  th e  word ’’form ” i s  u sed  

to  fo c u s  a t t e n t i o n  upon th e  s t r u c t u r a l  c o n te n t o f  a  work, c o n c e n tr a t in g  

e s p e c ia l l y  on th e  r e l a t i o n s h i p s  o f  th e  v a r io u s  p a r t s  w ith in  i t .  To 

e la b o r a te  on th e  d e f i n i t i o n  o f  '’fo rm ", l e t  u s  c o n s id e r  W il l i  A p e l’ s 
s ta te m e n t in  The H arv ard  D ic t io n a ry  o f  M usic:

T h is  means— o r  a t  l e a s t  i t  i s  u n d e rs to o d  h e re  to  m ean-- 
th e  g e n e ra l  p r i n c i p l e s  and schem es w hich g cv ern  th e  s t r u c t u r e -  
a t - l a r g e  o f  a  c o m p o s itio n . In  o th e r  w ords, a  m u s ic a l form  i s  
th e  p la n  o f  c o n s t r u c t io n — com parab le  to  th e  a r c h i t e c t ’ s ground  
p la n — w hich e x i s t s  in  th e  mind o f  th e  com poser when he s e t s  o u t 
t o  w r i t e ,  s a y , a  fugue o r  a  s o n a ta .  H is to ry  shows t h a t  i n  a lm o st 
ev e ry  p e r io d  o f  European m usic (much l e s s  so in  O r ie n ta l  m usic) 
c e r t a i n  fo rm al schemes become t r a d i t i o n a l l y  e s t a b l i s h e d  and were 
u se d  by th e  com posers as  m olds, s e t t i n g  th e  g e n e r a l  fram e f o r  
t h e i r  c r e a t iv e  im a g in a tio n .

In  t h i s  d i s c u s s io n ,  th e  form  o f  each  co m p o sitio n  i s  ap p roached  from

th e  same s ta n d p o in t .  Of c o u rs e ,  in  t h i s  s e n s e , th e  form  i s  c lo s e ly

r e l a t e d  to  harmony and rhythm  and t h e i r  i n t e r r e l a t i o n s h i p s .  R e tu rn in g

harm onic  s e c t io n s ,  key  r e l a t i o n s h i p s ,  and th e  r e i t e r a t i o n  o f  rh y th m ic

m o tiv e s  c o n t r ib u te  im m ensely to  th e  d e te rm in a tio n  o f  th e  form  o f  a  work

W alte r  E. N a l l in  d is c u s s e s  j u s t  such  d e te rm in a tio n s  o f  form  i n  h i s  book
The M usica l I d e a :

In  one way o r  a n o th e r ,  m usic c o n t in u a l ly  g row s. Som etim es 
ex p an s io n  i s  acco m p lish ed  by th e  s im p le  a c t  o f  r e p e t i t i o n  ( a s  
when a  song i s  sung o v e r  and o v e r  a g a in ) , o r  by th e  p ro c e s s  o f  
a d d i t io n  ( a s  when a  number o f  c o n t r a s te d  segm ents a re  bound to ­
g e th e r  u n d e r a  common h e a d in g ) .  Growth o f  a  d i f f e r e n t  k in d  
o c c u rs  i n  le n g th y  c o m p o sitio n s  ( o v e r tu r e s ,  c o n c e r to s ,  sym phonies, 
o r  q u a r t e t s ) ,  when m u sic ’ s m a te r ia l s  a re  h a n d le d , shaped  and 
expanded in  a  number o f  w ays.

Each p ro c e s s  d i f f e r s  in  te c h n iq u e  and c o m p le x ity . Mere 
r e p e t i t i o n  i s  u s u a l ly  o b v io u s  enough; s t r a ig h t f o r w a r d  and
a p p e a lin g , i t  h a s  th e  v i r t u e  o f  r e l a t i v e  s i m p l i c i t y .  A lthough  
v e rb a tim  r e c u r re n c e  s t r e n g th e n s  th e  im pact a  work h a s  on a  
l i s t e n e r ,  i t  a ls o  b r in g s  th e  d a n g e rs  o f  m onotony. C o n tr a s t in g  
e p iso d e s  h e lp  to  r e l i e v e  t h i s  ted ium  and b r in g  r e f r e s h in g  change . 
Even more i n t e r e s t i n g  to  a  p e r c e p t iv e  e a r ,  how ever, a re  th e

I W i l l i  A pel. The H arvard  D ic t io n a ry  o f  M usic (C am bridge, M a s sa c h u se tts :  
The H arv ard  U n iv e r s i ty  P r e s s ,  195^)'» PP* 277-279*
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m a n ip u la tiv e  p ro c e s s e s  t h a t  com posers employ to  e la b o r a te  on t h e i r  
m u s ic a l i d e a s . 2

A long th e  same l i n e s ,  Jo se p h  M ach lis  d e s c r ib e s  form :

. . . i n  m u sic , where th e  m a te r i a l  i s  so i n t a n g i b l e ,  where 
an im p re ss io n  i s  no so o n e r r e c e iv e d  th a n  i t  i s  su cceed ed  by 
a n o th e r ,  form  i s  o f  th e  e s s e n c e . . . .  Form i s  t h a t  q u a l i t y  in  a  
work o f  a r t  w hich p r e s e n ts  to  th e  m ind o f  th e  b e h o ld e r  an im­
p r e s s io n  o f  c o n sc io u s  c h o ic e  and ju d ic io u s  a rra n g em en t. I t  
r e p r e s e n ts  law  and o rd e r  in  a r t . . . .  The p r in c ip l e  o f  form i s  
embodied in  a  v a r i e t y  o f  m u s ic a l fo rm s . These u t i l i z e  p ro ­
c ed u re s  worked o u t by g e n e r a t io n s  o f  com posers. No m a tte r  how 
d iv e r s e ,  th e y  a re  b a se d  i n  one way o r  a n o th e r  on r e p e t i t i o n  and 
c o n t r a s t . 3

The g r e a t  im p o rtan ce  o f  fo rm , and th e  way i t  i s  em ployed by a  
com poser, sh o u ld  be o b v io u s . No co m p o sitio n  can be v a l i d l y  e v a lu a te d  

w ith o u t o b s e rv in g  th e  way i n  w hich th e  p ie c e  i s  c o n s t r u c te d .  In  th e  
e v a lu a t io n  o f  each  o f  th e  s e l e c t e d  co m p o sitio n s  f o r  band , form  i s  d i s ­

c u s s e d , b o th  in  i t s  s p e c i f i c  and o v e r a l l  a s p e c t s .  The a p p ro p r ia te n e s s  

o f  th e  chosen  form  f o r  a  w ork, and th e  com poserf s u s e  o f  " c r e a t iv e  

im a g in a tio n "  in  m a n ip u la tin g  t h a t  form w i l l  do much to  h e lp  d e te rm in e  
th e  m u s ic a l v a l i d i t y  o f  a  c o m p o s itio n .

S ty le
Throughout th e  h i s t o r y  o f  m u sic , th e r e  have b een  e r a  o r  p e r io d s  

o f  tim e  in  w hich th e r e  have been  c e r t a i n  s i m i l a r i t i e s  and c o n s i s te n c ie s  

be tw een  th e  v a r io u s  works p ro d u ced . Terms have been  d e r iv e d  to  d e s c r ib e  

in  g e n e ra l  th e s e  c o n s i s te n c ie s  among c o m p o sitio n s  w r i t t e n  d u r in g  th e  
same e r a .  Such w ords a s  "B aro q u e" , " C la s s i c a l " ,  and " N e o -C la s s ic a l" ,  

e t c .  a re  u se d  to  d e s c r ib e  th e s e  v a r io u s  s t y l e s .
A lthough  " s t y l e "  i s  commonly th o u g h t o f  a s  r e p r e s e n t in g  a  s p e c i f i c  

e r a  o f  co m p o s itio n , i t  can— and o f te n  does— ta k e  on d i f f e r e n t  m ean ings. 

A cco rd ing  to  The H arvard  D ic t io n a ry  o f  M usic:

T here  e x i s t s  a  f u l l  " s c a le "  o f  s t y l i s t i c  p o in t s  o f  v iew  
le a d in g  from  th e  more l im i t e d  ones to  th o s e  o f  w id e s t a p p l i ­
c a t i o n .  The te rm  s t y l e  may be a p p l ie d :  to  s in g le  works ( e . g . ,  
th e  s t y l e  o f  T r i s t a n  a s  com pared w ith  t h a t  o f  th e  H e i s t e r s in g e r : 
work s t y l e ) ;  to  com posers ( e . g . ,  th e  s t y l e  o f  Wagner a s  com pared 
w ith  t h a t  o f  B eethoven: p e r s o n a l  s t y l e ) ;  to  ty p e s  o f  co m p o sitio n  
( o p e r a t i c  s t y l e ,  sym phonic s t y l e ,  m o te t s t y l e ,  ch u rch  s t y l e ) ;  to  
mediums ( in s t r u m e n ta l  s t y l e ,  v o c a l s t y l e ,  k ey b o ard  s t y l e ) ;  to  
m ethods o f  co m p o sitio n  ( c o n t r a p u n ta l  s t y l e ,  homophonic s t y l e ,  
monodic s t y l e ) ;  to  n a t io n s  (F ren ch  s t y l e ,  German s t y l e ) ;  to

^W alte r E. N a l l in ,  The M u sica l Id e a . (New York: The M acm illan C o ., I 968 ) ,  
p .  121.

^Jo sep h  M ac h lis , The Enjoym ent o f  M usic , (New Y ork : W.W. N orton  and 
Company, I n c . ,  1 9 ^ 3 ), p p . 6 6 -7 0 .
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fe r io d s  (B aroque s t y l e ,  Rom antic s t y l e ) ;  e t c .  N a tu r a l ly ,  s e v -  
r a l  such  p o in ts  o f  v iew  may he com bined in to  o n e , as  e . g . ,  

"Bbethoven's symphonic s t y l e " ,  "German Rom antic s t y l e " ,  " i n s t r u ­
m en ta l s t y l e  o f  th e  B aro q u e" , e t c . 4

T h is  combined v iew  i s  u se d  to  an e x te n t  f o r  o u r p u rp o se s  in  e v a lu a t in g
th e  s t y l e  o f  a  c o m p o s itio n . The o v e r a l l  s t y l e  in d ic a te d  f o r  th e  p ie c e s

e v a lu a te d  i s ,  f o r  th e  m ost p a r t ,  a c c o rd in g  to  p e r io d s .

S ty le  i s  an im p o rta n t member o f  th e  s e t  o f  c r i t e r i a  f o r  s e v e r a l
r e a s o n s .  One i s  th e  f a c t  t h a t  a  c o n d u c to r  must c o n s id e r  v e ry  c a r e f u l ly
th e  s t y l e  o f  a  p ie c e  in  h i s  p ro g ra m -p la n n in g . The s e v e r a l  o th e r  f a c to r s

w hich make s t y l e  such  an im p o r ta n t a s p e c t  o f  e v a lu a t io n  a re  summed up

by Jo se p h  M ach lis :

In  a l l  i t s  v ag u en e ss , s t y l e  i s  an in v a lu a b le  co n cep t in  
a r t .  I t  ta k e s  in  a l l  th e  f a c to r s  t h a t  may p o s s ib ly  in f lu e n c e  
th e  grammar, th e  s y n ta x , and th e  r h e t o r i c  o f  th e  lan g u ag e  o f  
a r t .  I t  i s  a  co n cep t t h a t  sh a rp en s  o u r s e n s i t i v i t y  to  a l l  t h a t  
goes in to  a  p a r t i c u l a r  a r t  work; t h a t  e n a b le s  u s  to  see  th e  in d i ­
v id u a l  in  r e l a t i o n  to  th e  t o t a l  o u tp u t o f  an a r t i s t ,  and th e  
in d iv id u a l  a r t i s t  in  r e l a t i o n  to  th e  t o t a l  o u tp u t o f  h i s  t i m e .5

S ty l e ,  t h e r e f o r e ,  i s  a  v e ry  im p o rta n t co n cep t in  th e  e v a lu a t io n  o f  a  

p ie c e  o f  m usic  i n  te rm s  o f  i t s  m u s ic a l v a l i d i t y .  The com poser must be 
s u c c e s s f u l  in  p o r t r a y in g  th e  s t y l e  he w ish es  to  e s t a b l i s h  in  o r d e r  to  
have w r i t t e n  a  m u s ic a l ly  v a l i d  c o m p o s itio n .
Harmony. Rhythm, and T e x tu re

These th r e e  m u s ic a l p a ra m e te rs  a re  p a r t  o f  th e  c r i t e r i a  f o r  e v a l­
u a t io n  c h ie f ly  b ecau se  o f  t h e i r  s ig n i f ic a n c e  and in f lu e n c e  on th e  o th e r  

c r i t e r i a .  Harmony, rhy thm , and t e x tu r e  a re  a l l  im p o r ta n t in  d e te rm in in g  

b o th  th e  form  and th e  s t y l e  o f  a  p ie c e .  When e v a lu a t in g  a  c o m p o s itio n , 

a  c lo s e  lo o k  a t  th e s e  th r e e  e lem en ts  h e lp s  g iv e  a  much b e t t e r  o v e r a l l  
p i c tu r e  o f  th e  w ork.

F o r th e  m ost p a r t ,  we c o n s id e r  "harm ony" to  mean th e  system  o f  
co m p o sitio n  em ployed. T hat i s ,  how th e  v a r io u s  p i t c h e s  a re  g rouped  and 
u t i l i z e d .  F o r  exam ple, " t e r t i a n " ,  " q u a r t a l " ,  " c h ro m a tic " , " tw e lv e - to n e " , 

" to n a l " ,  and " a to n a l"  a re  a l l  te rm s w hich d e s c r ib e  harm onic  sy s te m s . 
M ach lis  c l e a r l y  e s t a b l i s h e s  t h i s  d e f i n i t i o n  o f  harm ony:

Harmony p e r t a in s  to  th e  movement and r e l a t i o n s h i p  o f  c h o rd s .
( I n  a  n a rro w e r s e n s e , a  harmony i s  a  c h o rd .)  A "ch o rd "  may be 
d e f in e d  a s  a  co m b in a tio n  o f  to n e s  o c c u r r in g  s im u lta n e o u s ly  and

^A pel. op . c i t T . p . 714*
5 M ach lis , op . c i t . . p p . 7 0 -7 2 .
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c o n ce iv ed  as  an e n t i t y . . . .  The c h o rd s  may s e rv e  a s  th e  fram e­
work o f  a  c o m p o s itio n . They form th e  s u b s t r u c tu r e  t h a t  h o ld s  
i t  t o g e th e r .  They have m eaning o n ly  in  r e l a t i o n  to  o th e r  c h o rd s ; 
t h a t  i s ,  o n ly  a s  each  le a d s  in to  th e  n e x t .  Harmony th e r e f o r e  
im p lie s  movement, p ro g r e s s io n .  In  th e  l a r g e r  s e n s e , harmony 
d e n o te s  th e  o v e r - a l l  o rg a n iz a t io n  o f  to n e s  in  a  m u s ic a l work 
in  such  a  way a s  to  a ch ie v e  o rd e r  and u n i ty .

A lthough  o u r  e v a lu a t io n s  in v o lv e  b o th  c o n c e p ts  o f  harm ony, we a re

c h i e f l y  co n ce rn ed  w ith  th e  d e f i n i t i o n  i n  " th e  l a r g e r  s e n s e " .
"Rhythm", a s  u se d  h e r e ,  a p p l ie s  to  a l l  a s p e c ts  o f  th e  te m p o ra l 

o r g a n iz a t io n  o f  sound . M ach lis  a p t ly  d e f in e s  and d e s c r ib e s  th e  r o l e  

o f  rhythm  in  m usic :
"Rhythm"— th e  word means " flo w "  i n  G reek— d e n o te s  th e  con­

t r o l l e d  movement o f  m usic in  t im e . I t  i s  th e  p r i n c i p l e  o f  o r ­
g a n iz a t io n  and d e s ig n . t h a t  r e g u la te s  th e  d u r a t io n  o f  th e  to n e s .  
. . . T e t ,  s in c e  m usic i s  an a r t  t h a t  e x i s t s  s o le ly  in  tim e , rhythm  
in  th e  l a r g e r  sen se  c o n t r o l l s  a l l  th e  r e l a t i o n s h i p s  w ith in  a  
co m p o s itio n , from  th e  o v e r - a l l  u n i ty  o f  th e  a r c h i t e c t u r e  to  th e  
m in u te s t  d e t a i l . ^

Our d is c u s s io n s  o f  rhy thm , th e n ,  in v o lv e  tempo and m e te r as  w e ll as

rh y th m ic  p a t t e r n s  a s  su ch .
"T e x tu re "  i s  th e  way in  w hich th e  d i f f e r e n t  p a r t s  o f  an ensem ble 

a r e  woven to g e th e r .  A cco rd ing  to  The H arv ard  D ic t io n a ry  o f  M usic:

T h is  te rm , which g e n e r a l ly  d e n o te s  " c h a r a c t e r i s t i c  d i s ­
p o s i t i o n  o f  in te rw o v en  th r e a d s ,  f i l a m e n ts ,  e t c , "  i s  v e ry  u se ­
f u l  in  r e f e r r i n g  to  a  number o f  phenomena r e s u l t i n g  from th e  
f a c t  t h a t  m usic  i s  tw o -d im en s io n a l in  c h a r a c te r ,  c o n s i s t in g  
o f  h o r iz o n ta l  as  w e ll a s  v e r t i c a l  e le m e n ts . The fo rm er a re  
r e p r e s e n te d  by s u c c e s s iv e  sounds fo rm in g  m e lo d ie s , th e  l a t t e r  
by th e  s im u lta n e o u s  sounds fo rm in g  h a rm o n ie s . The an a lo g y  be­
tw een m usic and th e  warp and woof o f  a  f a b r i c  i s  p a r t i c u l a r l y  
ob v io u s  i n  th e  c a se  o f  c o n tr a p u n ta l  m usic , i . e . ,  m usic w r i t t e n  
in  a  g iv e n  number o f  p a r t s .  H ere each  p a r t ,  r e p r e s e n t s  a  h o r i ­
z o n ta l  l i n e  o f  in d iv id u a l  d e s ig n ,  b u t co n n ec ted  w ith  th e  o th e r  
l i n e s  by th e  ( v e r t i c a l )  r e l a t i o n s h i p  o f  consonance o r  o f  harm ony. 
Such m usic i s  s a id  to  be c o n tr a p u n ta l  o r  p o ly p h o n ic  in  t e x t u r e .
A d i f f e r e n t  s i t u a t i o n  e x i s t s  in  t h a t  ty p e  o f  m usic  commonly 
r e f e r r e d  to  a s  "accom panied m elody". Here th e  t e x t u r e  i s  p r i ­
m a r i ly  v e r t i c a l ,  b e in g  b a sed  on a  s u c c e s s io n  o f  c h o rd a l b lo c k s  
w hich a re  h o r i z o n ta l l y  c o n n ec ted  by a  to p  m elody. Such texture 
i s  c a l l e d  c h o rd a l o r  hom ophon ic .. . .  Between th e  a n t i - p o le s  o f  
s t r i c t l y  homophonic m usic t h e r e  e x i s t s ,  o f  c o u rs e , a  la r g e  va­
r i e t y  o f  in te rm e d ia te  ty p e s  o f  t e x t u r e s . y

6 l b i d . . p . 20.
? I b i d . . p . 24.
^A p e l, op . c i t . . p . 742.
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T hese c o n c e p ts  o f  th e  term  " te x tu r e "  a r e  u sed  i n  th e  e v a lu a t io n s .

As in d ic a te d  p r e v io u s ly ,  harm ony, rhy thm , and t e x tu r e  a re  u se d  

m a in ly  to  com plim ent th e  o th e r  e s t a b l i s h e d  c r i t e r i a .  A ll  th r e e  r e f l e c t  

upon b o th  th e  form and th e  s t y l e  o f  a  p ie c e  o f  m u s ic . In  a d d i t io n ,  an 
e x am in a tio n  a lo n g  th e  l i n e s  o f  th e s e  t h r e e  m u s ic a l p a ra m e te rs  h e lp s  

in d i c a t e  th e  s k i l l  and c ra f tm a n sh ip  w ith  which th e  com poser h a n d le s  h i s  
m u s ic a l t o o l s .  In  t h i s  s e n s e , th e n ,  harm ony, rhy thm , and t e x tu r e  a lso  

a id  in  th e  d e te rm in a t io n  o f  a  w o rk 's  m u s ic a l v a l i d i t y .
E v a lu a tio n  o f  M usica l V a l id i ty  .

T h is  h e a d in g  i s  m eant to  be a  summary s e c t io n  in  each  o f  th e  

e v a lu a t io n s  o f  th e  chosen  w o rk s . I n  i t  th e  w r i t e r  draw s to g e th e r  th e  
o b s e r v a t io n s  and c o n c lu s io n s  re a c h e d  u n d e r  each  c r i t e r i a  s e c t io n ,  d i s ­

c u s s e s  th e  w ork 's- s e v e r a l  a s p e c t s ,  and draw s a  c o n c lu s io n  r e g a r d in g  th e  

o v e r a l l  m u s ic a l v a l i d i t y  o f  th e  p ie c e .
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I l l ,  A p p lic a t io n  o f  C r i t e r i a  to  S e le c te d  Works

The p u rp o se  o f  t h i s  p a p e r  i s  to  e s t a b l i s h  a  m ean in g fu l s e t  o f  

c r i t e r i a  by which th e  m u s ic a l v a l i d i t y  o f  a  c o m p o sitio n  can be accu­
r a t e l y  and o b je c t iv e ly  m easu red . The d e l im i ta t io n s  and s p e c i f i c a t i o n s  

o f  t h i s  p a r t i c u l a r  s tu d y  c o n f in e  th e  a r e a  u n d e r e x am in a tio n  to  th o s e  
c o m p o sitio n s  w r i t t e n  o r i g i n a l l y  f o r  th e  c o n c e r t band medium b e fo re  

1950 , The 1969 C o lle g e  Band D ir e c to r s  N a tio n a l A s s o c ia t io n  L i s t  o f  
Recommended P u b lish e d  Band M usic i s  u se d  a s  a  so u rc e  f o r  such  compos­

i t i o n s  s t i l l  a v a i l a b le  to . c o n d u c to rs  o f  b an d s.

The c r i t e r i a  f o r  e v a lu a t io n  a re  s e t  up to  in c lu d e :  ( l )  fo rm , ( 2 ) 

s t y l e ,  and (3 )  harm ony, rh y th m , and t e x t u r e .  As a  c o n c lu d in g  s e c t io n  

i s  an " E v a lu a tio n  o f  M usica l V a l i d i t y " .  F o r th e  e v a lu a t iv e  p ro c e s s ,  

each  o f  th e  th r e e  c r i t e r i a  h a s  been  c a r e f u l l y  d e f in e d , a s  i t  i s  u sed  
f o r  th e  p u rp o se s  o f  t h i s  s tu d y . Form i s  "u sed  to  fo c u s  a t t e n t i o n  upon 
th e  s t r u c t u r a l  c o n te n t o f  a  w ork, c o n c e n tr a t in g  e s p e c i a l l y  upon th e  

v a r io u s  p a r t s  w ith in  i t . "  S ty le  i s  d e f in e d  f o r  o u r p u rp o se s  to  d e s c r ib e  

a  c o m p o sitio n  in  te rm s o f  i t s  c o n s i s te n c ie s  w ith  and d i f f e r e n c e s  from 

o th e r  c o m p o s itio n s , e s p e c i a l l y  as  t h a t  r e l a t e s  to  p e r io d s .  Harmony 
d e n o te s  " th e  o v e r a l l  o r g a n iz a t io n  o f  to n e s  in  a  m u s ic a l work in  such  

a  way a s  to  a c h ie v e  o rd e r  and u n i t y . "  Rhythm, a c c o rd in g  to  o u r d e f in ­
i t i o n ,  i s  u sed  " to  a p p ly  to  a l l  a s p e c ts  o f  th e  te m p o ra l o r g a n iz a t io n  o f  

so u n d " . T ex tu re  i s  a  term  " r e f e r r i n g  to  a  number o f  phenomena r e s u l t i n g  

from  th e  f a c t  t h a t  m usic i s  tw o -d im en s io n a l in  c h a r a c te r ,  c o n s i s t in g  o f  . 
h o r i z o n ta l  a s  w e ll a s  v e r t i c a l  e le m e n ts " . F in a l ly ,  an E v a lu a tio n  o f  

M usica l V a l id i ty  s e rv e s  a s  a  summary s e c t io n ,  r e a c h in g  a  c o n c lu s io n  as  

to  w hether o r  n o t th e  work i s  m u s ic a l ly  v a l i d  f o r  p e rfo rm an ce  by a  
c o n c e r t  band .

On th e  fo l lo w in g  p ag es  a re  e v a lu a t io n s ,  a c c o rd in g  to  th e  e s ta b ­
l i s h e d  c r i t e r i a ,  o f  tw en ty  o r i g i n a l  w orks f o r  c o n c e r t  band w hich were 

w r i t t e n  p r i o r  to  1950» and- w hich a re  chosen  from  th e  1969 CBDNA L is t  

o f  Recommended P u b lish e d  Band M usic. Those s e l e c te d  works a r e :
(1 )  Hymn and F ugu ing  Tune No. _1 by Henry C ow ell

(2 )  S h o o n th ree  by H enry Cowell

9
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10
(3 )  Legend lay P au l C re s to n

(4 )  The U n iv e rs a l  Judgm ent by C am ille  De N a rd is
(5 )  Symphony in  B F l a t  by P au l F auchet
(^ )  M i l i t a r y  Symphony in  F by F ra n c o is  Jo se p h  G ossec
(7 )  B a l la d  f o r  Band by M orton Gould

(8 ) H o lid ay  M usic: F o u r th  o f  J u ly  by M orton Gould

(9 )  I r i s h  Tune from  County D erry  and Shepherd*s Hey 
lay P e rc y  A ld rid g e  G ra in g e r

(10 ) L in c o ln s h ire  Posy by  P e rc y  A ld rid g e  G ra in g e r

(11 ) Am erican F o lk  Song Rhapsody (F our A m erican F o lk  Songs) 
b y  G la re  2 . Grundman "

(12 ) Youth T rium phant O v e rtu re  by Henry H adley

(13 ) F i r s t  S u i te  in  E F l a t  by G ustav  H o ls t

(1 4 ) O v e rtu re  in  F by E t ie n n e -H e n ri  Mehul

(1 5 ) O v e rtu re  f o r  Band by F e l ix  M endelssohn

(16 ) S u i te  F ra n c a is e  by D a riu s  M ilhaud

(1 7 ) H un ting tow er B a l la d  f o r  Band by O tto r in o  R esp ig h i
(18 ) Theme and V a r ia t io n s ,  Op, 43a  by A rno ld  S choenberg

(19 ) A Solemn M usic by  V i r g i l  Thomson
(20 ) T o c c a ta  M arz ia le  by R alph  Vaughan W illiam s

F o r th e  a d d i t io n a l  in fo rm a tio n  o f  th e  r e a d e r ,  a  copy o f  th e  f i r s t  s c o re  

page o f  each  o f  th e s e  works i s  in c lu d e d  in  th e  ap p en d ix .
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C ow ell, H enry. Hymn and F ugu ing  Tune No. 1 . New Y ork: Leeds M usic
C o rp o ra tio n , 1945» • ' ”
Condensed C o n d u c to rf s S co re
P erfo rm ance Time: A pprox im ate ly  th r e e  and o n e - h a l f  m in u te s  

I*  Form

The "hymn” s e c t io n  c o n s i s t s  o f  f o u r  s ix -m e a su re  p h ra s e s .  Each 

o f  th e  l a s t  t h r e e  p h ra s e s  i s  a  s o r t  o f  v a r i a t i o n  on th e  o r i g i n a l  s i x -  

m easure hymn p h ra s e .  The " fu g u in g  tu n e " ,  a s  th e  t i t l e  im p l ie s ,  i s  
im i t a t i v e  in  form .

The form  o f  t h i s  work i s  a  v a l i d  one f o r  th e  B aroque f e e l i n g  \  
t h a t  th e  com poser c r e a t e s .  The form i s  r e m in is c e n t  o f  th e  B aroque 
" p re lu d e  and fu g u e"  in  many w ays.

I I .  S ty le  :

T h is  co m p o sitio n  r e c a l l s  th e  s t y l e  o f  th e  B aroque e r a .  I t s  u se  

o f  c o u n te r p o in t ,  m otor rh y th m s, and a  form  v e ry  s im i l a r  to  th e  Baroque 
" p re lu d e  and fu g u e"  a l l  su p p o rt t h i s  s t y l e .  P e rh ap s th e  f a c t  t h a t  th e  
p ie c e  i s  in  th e  D o rian  mode i s  an i n d i c a t io n  t h a t  th e  com poser was a t ­

te m p tin g  to  add a  to u c h  o f  o r i g i n a l i t y  to  th e  B aroque e f f e c t  he was 
c r e a t in g .

T h is  p ie c e  i s  q u i t e  s u c c e s s f u l  i n  e s t a b l i s h in g  th e  s t y l e  i t  p ro ­
p o s e s .

I I I .  Harmony, Rhythm, and T e x tu re

I n s te a d  o f  th e  e x p ec te d  to n a l  o r i e n t a t i o n ,  t h i s  work i s  m odal.
The co m p o sitio n  i s  in  th e  D o rian  mode on D. M inor dom inan ts a re  u sed  
th ro u g h o u t, c o n t r ib u t in g  to  th e  o v e r a l l  f e e l i n g  o f  m o d a lity .

The rhythm s a re  t r u e  to  th e  t r a d i t i o n a l l y  B aroque c o n c e p ts .
The t e x tu r e  i s  p o ly p h o n ic . The "hymn" i s  e s s e n t i a l l y  in  f o u r  p a r t s ,  

each  w ith  a  m elo d ic  l i n e  o f  i t s  own, b u t a t  th e  same tim e  fo rm in g  d e f i n i t e  
vertical harmonies. The "fu.gu.ing tune", o f  course, is contrapuntal and 
i m i t a t i v e .  A v o ic e  o r  l i n e  o f te n  sw itc h e s  in s tru m e n ts  in  th e  m id d le  o f  
a  p h ra s e . T h is  i s  p ro b a b ly  d u e , in  p a r t ,  to  th e  l a r g e r  in s t ru m e n ta t io n  
o f  th e  band medium. I t  a ls o  a p p ea rs  to  be done a t  t im e s  to  accommodate 

th e  ran g e  o f  a  m elody.
The above o b s e r v a t io n s  co n ce rn in g  th e s e  th r e e  m u s ic a l p a ra m e te rs  

p o in t  b o th  to  th e  c o n s is te n c y  o f  th e  B aroque s t y l e  th ro u g h o u t th e  work and
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t o  th e  c r e a t i v i t y  and a d a p t a b i l i t y  w ith  w hich th e  com poser u s e s  h i e  

m a te r i a l s  in  t h i s  co m p o s itio n .

IV . E v a lu a tio n  o f  M usica l V a l id i ty

Many p o ly p h o n ic  p ie c e s  from  th e  B aroque have been  s u c c e s s f u l ly  
t r a n s c r ib e d  f o r  band , and i t  may have been  th e  com poser, s  i n t e n t i o n  

w ith  Hymn and F ugu ing  Tune No. jL to  w r i te  j u s t  such  an o r i g i n a l  com­
p o s i t i o n  in  t h a t  s t y l e  f o r  b an d . He h a s  been  q u i t e  s u c c e s s f u l  i n  e s ­
t a b l i s h i n g  b o th  th e  c h a r a c t e r i s t i c  form  and s t y l e  o f  th e  B aroque p e r io d .  

I n  a d d i t io n ,  he h a s  shown b o th  c r e a t i v i t y  and in g e n u ity —m ost e s p e c ia l l y  

i n  h i s  u se  o f  m o d a lity  and in  h i s  a d a p tio n s  o f  t e x t u r e  to  f i t  th e  con­

c e r t  band medium. F o r th e s e  r e a s o n s ,  t h i s  c o m p o sitio n  i s  ju d g ed  to  be 

m u s ic a l ly  v a l i d .

% •
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C ow ell, H enry. S h o o n th ree . New York: M ercury M usic C o rp o ra tio n , 1943. 

Condensed C o n d u c to r 's  S core
P erform ance Time: A pprox im ate ly  t h r e e  and o n e - h a l f  to  f o u r  m in u tes

I .  Form
The form  o f  t h i s  p ie c e  i s  ABA'. To an e x te n t ,  th e  form i s  d e te r ­

m ined hy th e  o v e r a l l  harm onic s t r u c t u r e .  The l a r g e r  s e c t io n s  can Be 

f u r t h e r  Broken' down i n t o :  A (a B a ) , B ( c c f ) ,  and A* (a B a ) . The tempo 
changes w ith  each  ap p earan ce  o f  B.

The c l a s s i c  t e r n a r y  form  u sed  in  t h i s  work i s  one w hich h a s  p roven  

to  Be e f f e c t i v e  and m u s ic a l ly  v a l i d  f o r  c e n tu r i e s .  I t  i s  u se d  most 

a p p r o p r ia te ly  h e re  when th e  t o p ic  and th e  le n g th  o f  th e  c o m p o sitio n  a re  

c o n s id e re d .
9 "

I I .  S ty le

"S h o o n th ree"  i s  th e  G a e lic  word f o r  m usic o f  s l e e p .  The com poser 
h a s  s t a t e d  t h a t  i t  was " c o n c e iv e d  as  th e  o p p o s ite  o f  a  lu l la B y ,  s in c e  
th e  m usic grows s t r o n g e r  a s  s le e p  p r o g r e s s e s ."9 T h is  s u g g e s ts  t h a t  th e  
m usic  was in te n d e d  to  Be p ro g ram m atic , d e s c r ib in g  s l e e p .  I t  i s  c l e a r l y

i n  th e  s t y l e  o f  Rom antic E n g lish  n a t io n a l is m .
T h is  s t y l e  i s  an a p p r o p r ia te  o ne , e s p e c i a l l y  s u i t e d  to  a  s h o r t  

program m atic  work i n  t e r n a r y  form .

I I I .  Harmony, Rhythm, and T e x tu re

The harmony in  t h i s  c o m p o sitio n  i s ,  f o r  th e  m ost p a r t ,  t e r t i a n .

I t  i s  in  th e  key  o f  F m a jo r, w ith  an em phasis on C in  th e  m id d le  o r  

B  s e c t io n .  A lthough  th e  m e lo d ie s  a re  a t  tim e s  c h ro m a tic , th e  harmony 

rem a in s  e s s e n t i a l l y  t o n a l .
Though v e ry  c o n v e n tio n a l ,  th e  rhythm  does much to  d i s t i n g u i s h  

Between th e  fo rm al s e c t io n s  o f  th e  p ie c e .  S e c tio n  A i s  c h a r a c te r iz e d  
By a  theme in v o lv in g .a  t r i p l e t ,  f ig u r e :

1 J j n  it] \ m  i h )  I . . .
w h ile  s e c t io n  £ i s  c h a r a c te r iz e d  by a  m elody w ith o u t t r i p l e t s :

I m r n  W d  W? J S l  • • •
S hoon th ree  i s  e s s e n t i a l l y  homophonic in  t e x t u r e ,  though  a  few  • 

co u n te rm e lo d ie s  do e x i s t , — e s p e c i a l l y  in  th e  B and A* s e c t io n s .

9Henry C ow ell, S h o o n th ree , (New York: M ercury M usic C o rp o ra tio n , 1 9 4 3 ).

& •
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The m u s ic a l v a l i d i t y  o f  t h i s  work i s  enhanced  by i t s  harm ony,

rh y th m , and t e x t u r e .  As can  be seen  c l e a r l y  in  th e  above o b s e r v a t io n s ,  

th e s e  th r e e  p a ra m e te rs  com plim ent b o th  th e  form and th e  s t y l e  o f  th e  
w ork.

IV . E v a lu a tio n  o f  M usica l V a l id i ty

A ll  th in g s  p o in t  to  th e  m u s ic a l v a l i d i t y  o f  t h i s  p ie c e .  I t s  form 

and s t y l e  a re  q u i t e  a p p r o p r ia te  f o r  u s e  a lo n g  w ith  th e  com poser’ s p ro -  

r gram m atic i n t e n t io n s  in  c o n n e c tio n  w ith  s le e p .  The u s e  o f  o c c a s s io n a l  
ch ro m a tic  m e lo d ie s  and t r i p l e t s  add s p e c i a l  i n t e r e s t  to  th e  w ork.

B ein g  a r e l a t i v e l y  s h o r t  p ie c e ,  S h o o n th ree  would f i t  w e ll on many p ro ­
g ram s.
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C re s to n , P a u l .  Legend. New Y ork: L eed s  M usic C o rp o ra t io n , 1 9 44-45 . 

Condensed C o n d u cto r’ s S co re
P erfo rm ance Time: A pprox im ate ly  s i x  and o n e - h a l f  m in u te s

I .  Form
T h is  work i s  th ro u g h -co m p o sed . P e rh ap s  th e  l a r g e s t  s in g le  

u n i f y in g  f a c t o r  i s  th e  u se  o f  t r i p l e t s .  They a re  u s e d  s t r o n g ly  in  an

accom panim ental f ig u r e  in  th e  b e g in n in g , more s u b t ly  th ro u g h o u t th e  
b u lk  o f  th e  p ie c e ,  and th e n  s t r o n g ly  once more a t  th e  end.

The th rough-com posed  n a tu r e  o f  t h i s  p ie c e  i s  in  k e e p in g  w ith  i t s  

s t y l e ,  and i s ,  o f  c o u rse , a c c e p te d  as  a  m u s ic a lly  v a l i d  fo rm .

u se  o f  d is so n a n c e  w ith in  an e s s e n t i a l l y  to n a l  fram ew ork . To c l a s s i f y  

i t  a c c o rd in g  to  s t y l i s t i c  e r a ,  one m igh t s im p ly  say  t h a t  i t  i s  in  a  

t o n a l  tw e n t ie th - c e n tu r y  s t y l e .  T h is  p ie c e ,  a lo n g  w ith  o th e r s ,  h a s  come 
to  be re g a rd e d  a s  s i g n i f i c a n t l y  c h a r a c t e r i s t i c  o f  th e  s t y l e  o f  much o f

C e r ta in ly  t h e r e  i s  n o th in g  o b je c t io n a b le  to  th e  s t y l e  o f  t h i s  
p ie c e .  I t  i s  i n t e r e s t i n g l y  co n ce iv e d  and p r e s e n te d ,  and c o u ld  be

when c o n s id e r in g  o r i g i n a l  w orks f o r  c o n c e r t  band , i s  t h a t  t h e r e  a re  so 
many p ie c e s  w r i t t e n  s i m i l a r l y .  U n less  th e  c o n d u c to r i s  e x tre m e ly  c a re ­
f u l  in  p ro g ram -p lan n in g , one m igh t e a s i l y  t i ' r e  o f  t h i s  " s t y l e ” o f  com­

p o s i t i o n  f o r  ban d .

I I I .  Harmony, Rhythm, and T e x tu re

The harmony o f  t h i s  work i s  e s s e n t i a l l y  to n a l  ( i n  G f l a t  m a jo r ) ,  
w ith  o v e r - ly in g  ch ro m atic ism  and d is so n a n c e .

P erh ap s th e  rhythm  i s  th e  s in g le  m ost im p o r ta n t e lem en t i n  t h i s  

p ie c e .  The u n u su a l rhythm s g iv e  th e  p ie c e  i t s  v i t a l i t y ,  d r iv e ,  and
orom nl a  •

O ff - b e a t  a c c e n ts  and sy n c o p a tio n  g iv e  th e  p ie c e  a  modern f e e l i n g .

I I .  S ty le

The s t y l e  o f  Legend i s  c h a r a c te r iz e d  by rh y th m ic  v i t a l i t y  and th e

th e  b an d ’ s o r i g i n a l  l i t e r a t u r e  w r i t t e n  s in c e  abou t 1950

ju d g ed  as  m u s ic a l ly  v a l i d .  The o n ly  d an g er w ith  t h i s  s t y l e ,  e s p e c ia l l y

r

The t e x tu r e  i s  a lm o st s t r i c t l y  hom ophonic.
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The rh y th m ic  e lem en t p a r t i c u l a r l y  adds to  th e  m u s ic a l v a l i d i t y  

o f  t h i s  c o m p o s itio n . I t  com plim ents and enhances th e  o th e r  a r e a s  u n d e r 

d is c u s s io n ,  w h ile  g iv in g  th e  work a  u n iq u e  f e e l i n g .

IV . E v a lu a tio n  o f  M usical V a l id i ty
The form and s t y l e  o f  t h i s  work a r e  m u s ic a l ly  v a l i d ,  a s  a lr e a d y  

m en tio n ed . The rhythm s p a r t i c u l a r l y  g iv e  th e  p ie c e  i n t e r e s t  and a  

•’p e r s o n a l i t y ” o f  i t s  own. A gain , th e  o n ly  draw back to  Legend, e s p e c ia l l y  

w ith  r e g a rd s  to  s t y l e ,  i s  t h a t  th e r e  a r e  so many p ie c e s  w r i t t e n  f o r  hand 
s in c e  1950 which a re  v e ry  s i m i l a r .
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De N a rd is ,  C a m ille . The U n iv e rs a l  Judgm ent. E d i te d  by A ntonio  C a r a r e l l a .  
New Y ork: C a r l F is c h e r ,  I n c . ,  1934.
Condensed C o n d u c to r 's  S co re
P erfo rm ance Time: A pprox im ate ly  t e n  m in u tes

I .  Form

A sym phonic poem, t h i s  work i s  e x ten d ed  in  fo rm . I t  d iv id e s  i t ­

s e l f ,  by tempo in d i c a t i o n s ,  in to  s e v e r a l  s e c t io n s :

A lle g ro  con fuoco  ,
M oderato a s s a i  
Tempo I  
M aestoso
A lle g ro  (Tempo I ,  a s s a i  p iu  m osso)

The t h i r d  s e c t io n ,  in d ic a te d  by th e  "Tempo I "  m ark in g , c o n s t i t u t e s  a  

r e c u r re n c e  o f  th e  o p en in g  movement, b u t  in  a l t e r e d  fo rm . The f a n f a r e  

id e a  p re s e n te d  in  th e  "M oderato a s s a i "  i s  a lso ' r e c a l l e d  in  th e  "M aesto so". 

T h is  ty p e  o f  th e m a tic  r e c u r re n c e  h e lp s  g iv e  th e  work u n i ty  and co h er­

e n c e , s u g g e s tin g  th e  " id e e  f i x e "  p r i n c i p l e .

A m ulti-m ovem ent ex ten d ed  form i s  o f te n  u se d  in  c o n n e c tio n  w ith  
sym phonic poems. I t  i s  made more m u s ic a l ly  v a l i d  i n  t h i s  in s ta n c e  by 

th e  r e c u r re n c e  o c c a s io n a l ly  o f  th e m a tic  m a te r i a l .

I I .  S ty le
T h is  work was w r i t t e n  in  th e  n in e te e n th  c e n tu ry  by C am ille  De 

N a rd is ,  a  d i r e c t o r  o f  th e  C o n se rv a to ry  a t  N a p les . I t  i s  a  sym phonic 

poem in  th e  R om antic s t y l e  o f  much program  m usic o f  th e  n in e te e n th  

c e n tu ry .  I t s  s u b je c t ,  as  in d ic a te d  by th e  t i t l e ,  i s  th e  l a s t  judgm ent. 
The co m p o sitio n  a tte m p ts  to  p o r t r a y  t h i s  a s  i n  th e  "M oderato a s s a i " ,  in  
which— a c c o rd in g  to  th e  com poser— th e  th r e e  p a i r s  o f  tru m p e ts  r e p r e s e n t  
th e  c h o ir  o f  a n g e ls .

The s t y l e  o f  t h i s  work i s  u n u su a l in  th e  l i t e r a t u r e  f o r  c o n c e r t 

b an d . The com posers o f  th e  n in e te e n th  c e n tu ry  w ro te  many R om antic 

sym phonic poems, b u t few f o r  th e  band . The U n iv e rs a l  Judgm en t. f o r  
t h a t  re a s o n , h o ld s  a  u n iq u e  p o s i t io n  in  th e  b a n d 's  l i t e r a t u r e  as  f a r  a s  

s t y l e  i s  co n ce rn ed .

I I I .  Harmony, Rhythm, and T e x tu re
The harmony o f  t h i s  co m p o sitio n  i s  to n a l  w ith  some ch ro m a tic ism .

lO c a ra ille  De N a rd is , The U n iv e rs a l  Ju d g m en t. (Hew Y ork: C a r l F i s c h e r ,
I n c . ,  193 4 ).
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I t  i s  i n  th e  key  o f  c m in o r.

The rhy thm s a re  q u i t e  c o n v e n t io n a l ,  w ith  th e  u se  o f  t r i p l e t s  

th ro u g h o u t , and sy n c o p a tio n  i n  th e  r e c u r re n c e  o f  th e  " f a n f a r e "  s e c t io n .

The t e x tu r e  i s  c h i e f ly  hom ophonic, th e  o n ly  c o u n te rp o in t  e x i s t i n g  
i n  th e  form  o f  c o u n te rm e lo d ie s .

IT . E v a lu a tio n  o f  M u sica l V a l id i ty

The m u s ic a l v a l i d i t y  o f  t h i s  work would have to  he ju d g ed  a s  

m e d io c re . I t  i s  v a l i d  from th e  s ta n d p o in t  o f  s t y l e ,  s in c e — as  d i s ­
c u sse d  p re v io u s ly — th e r e  a re  few works w hich re sem b le  i t  i n  th e  b an d ’ s 

o r i g i n a l  l i t e r a t u r e .  T h is  work f a l l s  s h o r t ,  how ever, i n  t h a t  th e  com­
p o s e r  d id n ’ t  u se  h i s  m a te r ia l s  ( c r i t e r i a  number t h r e e )  in  a  p a r t i c u l a r l y  

c r e a t iv e  o r  e x c i t i n g  way.

%  -
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Pau.ch.et, P a u l .  Symphony i n  B P l a t . New Y ork: M. W itraark and S ons. 

" O v e r tu re "  (rev ised T y ""Jam es  R. G i l l e t t e ) ,  1934.
’‘N o c tu rn e” ( r e s c o r e d  by P . C am pbell-W atson), 1949*
"S c h e rzo ” ( r e s c o r e d  by P . C am pbell-W atson), 1948.
" F in a le ” ( r e v i s e d  by Jam es R. G i l l e t t e ) ,  (no d a te  g iv e n ) .

Condensed C o n d u cto r’ s S co re
P erfo rm ance Time: A pprox im ate ly  t h i r t y  m in u tes

I .  Form

T h is  p ie c e  i s  much more l i k e  a  s u i t e  th a n  a  symphony in  a c tu a l  
fo rm . The form s o f  th e  r e s p e c t iv e  movements a re  a s  fo l lo w s :

" O v e r tu re ” AB ( tw o - p a r t  form )
"N o ctu rn e” Through-com posed

"S ch erzo "  T r a d i t io n a l  s c h e r z o - t r i o  form  ( i . e . ,
s c h e rz o , t r i o ,  and d a  capo o f  sch e rz o )

" F in a le "  AB ( tw o -p a r t  form , th e  f i r s t  p a r t  b e in g  
c o n s id e ra b ly  lo n g e r  th a n  th e  second)

The form s in  t h i s  symphony show c r e a t i v i t y  on th e  p a r t  o f  th e

com poser, ad d in g  i n t e r e s t  to  th e  p ie c e  and p o in t in g  to  i t s  m u s ic a l
v a l i d i t y .

I I .  S ty le

j  T his c o m p o sitio n  i s  th o u g h t to  be th e  f i r s t  symphony w r i t t e n  f o r  

b an d . The com poser, P au l F a u c h e t, was b o rn  in  F ran c e  in  1 8 5 8 .3''*' He 

w ro te  i t  i n  th e  s t y l e  o f  th e  R om antic o r c h e s t r a l  sym phonies o f  h i s  tim e .
I t  g oes w ith o u t s a y in g  t h a t  th e  s t y l e  r e p r e s e n te d  in  t h i s  work 

i s  m u s ic a l ly  v a l i d .  In  a d d i t io n ,  t h i s  symphony i s  a t t r a c t i v e  b ecau se  
o f  th e  r a r i t y  o f  i t s  s t y l e  in  th e  b a n d ’ s o r i g i n a l  l i t e r a t u r e .

I I I .  Harmony, Rhythm, and T e x tu re

The harmony i s  to n a l  and q u i t e  c o n v e n tio n a l .  The to n a l  schemes 
o f  th e  v a r io u s  movements a re  a s  fo l lo w s :

"O v e r tu re "  B f l a t  m ajo r (u s in g  i t s  r e l a t i v e
m in o r, g , and i t s  dom inan t, F m ajo r)

"N octu rne" g m inor
"S ch erzo "  sch e rz o  in  B f l a t  m a jo r, t r i o  i n  E 

f l a t  m ajo r
" F in a le ” B f l a t  m ajo r (T h is  movement d e p a r ts

-^ R ic h a rd  Franko Goldman, The B and’s  M usic . (New Y ork: P itm an P u b lis h in g  
C o r p o r a t io n . , 1 9 3 8 ), p . 170.
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from  th e  home key  most s i g n i f i c a n t l y ,  
and i s  th e  most d ev e lo p m en ta l o f  th e  
movements i n  t h a t  r e s p e c t . )

F o r th e  m ost p a r t ,  th e  rhy thm s a re  c o n v e n t io n a l .
The t e x tu r e  i s  m ain ly  hom ophonic,— e x cep t f o r  th e  "N o c tu rn e” ,

w hich p r e s e n ts  s e v e r a l  m e lo d ie s  s im u lta n e o u s ly .

Each o f  th e  th r e e  m u s ic a l e lem en ts  above complement th e  form  and

th e  s t y l e  o f  t h i s  work, a d d in g  to  i t s  a p p ro p r ia te n e s s  and v a l i d i t y .

IV . E v a lu a tio n  of. M usica l V a l id i ty

F a u c h e t 's  symphony f o r  b an d , a s  a lr e a d y  m en tio n ed , i s  m ost u n u su a l 

i n  th e  band*s o r i g i n a l  l i t e r a t u r e ,  and t h i s  i s  a  s t r o n g  p o in t  i n  f a v o r  
o f  i t s  m u s ic a l v a l i d i t y .

f '

«
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G ossec , F ra n c o is  J o se p h . M i l i t a r y  Symphony in  F . E d i te d  by R ic h a rd  
Franko Goldman, and R o b ert L. L e i s t .  Hew Y ork: M ercury M usic 
C o rp o ra tio n , 1950.
Condensed C o n d u c to rf s  S co re
P erform ance Time: A pprox im ate ly  n in e  m in u te s , w ith  a l l  r e p e a t s

I .  Form

Movement I  "A lle g ro  M aestoso" A-'fl:BA'|
Movement I I  " L a rg h e tto "  , j:A'|j:BA:jj 
Movement I I I  "A lle g ro "  ||:A;jj:B|

The form s in  t h i s  p ie c e  a re  v a l i d .  W ritte n  i n  1793, t h i s  symphony 

r e f l e c t s ,  fo rm a lly  a t  l e a s t ,  th e  p e r io d  o f  t r a n s i t i o n  betw een th e  

Baroque and C la s s ic  e r a s .

I I .  S ty le  *
T h is  p ie c e  i s  in  th e  e a r ly  c l a s s i c  s t y l e .  I t  was w r i t t e n  spe­

c i f i c a l l y  f o r  m i l i t a r y  band , c o n s i s t in g  o f  p ic c o lo s ,  f l u t e s ,  o b o e s , 
c l a r i n e t s ,  b a sso o n s , h o rn s , t ru m p e ts ,  and s e r p e n ts .  T h is  in s tru m e n ta t io n  
(e x c e p t  f o r  th e  s e r p e n ts )  was r e t a in e d  by th e  e d i t o r s ,  w h ile  th e  r e ­

m ain in g  in s tru m e n ts  o f  to d a y ’ s band w ere added . A lthough  th e  p ie c e  i s '
c a l l e d  a  symphony, i t  i s  n o t a  l a r g e - s c a l e  symphony in  to d a y 's  sen se  o f  

12th e  w ord. I t  v e ry  a c c u r a te ly  r e p r e s e n t s  th e  symphony o f  th e  e a r ly  

c l a s s i c  s t y l e ,  and in  t h a t  r e s p e c t  i s  q u i t e  e x c e l le n t  and m u s ic a l ly  

v a l i d .

I I I .  Harmony, Rhythm, and T e x tu re
T h is  p ie c e  i s  v e ry  t y p i c a l  o f  th e  e a r ly  c l a s s i c  p e r io d  in  b o th  

th e  h a n d lin g  o f  to n a l  ha rm o n ies  and i t s  key schem es. The scheme o f  

k ey s  fo llo w s  c lo s e ly  t h a t  u se d  in  th e  ro u n d ed  b in a ry  form s o f  th e  l a t e  

Baroque and e a r ly  C la s s ic  p e r io d s  o f  m u sic , 

e . g . ,  Movement I  |^A:|rBA-|
|*  m ajor-C  m ajo rf:C  m a jo r-F  m a jo r! 

I n t e r e s t i n g l y  enough, th e  f i r s t  two movements o f  th e  work a re  in  Fi
m a jo r, w h ile  th e  l a s t  movement i s  in  th e  key  o f  th e  dom inan t, C m a jo r .
The M i l i t a r y  Symphony in  F ends w ith  a  0 m ajo r ch o rd !

F o r th e  m ost p a r t ,  th e  rhy thm s a re  in  c h a r a c te r  w ith  th e  s t y l e  

and e r a  in  w hich th e  p ie c e  was w r i t t e n . ' T here  a r e ,  how ever, some a c c e n ts  

on b e a ts  two and f o u r ,  and some t i e s  a c r o s s  b a r  l i n e s , — q u i te  p r o -

^ F r a n c o i s  Jo se p h  G ossec, M i l i t a r y  Symphony in  F , (New York: M ercury 
M usic C o rp o ra tio n , 1950)* ~*
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gressive for 1793*

The t e x tu r e  i s  horaophonic, accom panying a  m e lo d ic  l i n e .

The su rv e y  o f  th e  above th r e e  m u s ic a l e lem en ts  shows t h i s  com­
p o s e r ^  c r e a t i v i t y  and im a g in a tio n , w h ile  a ls o  "being t r u e  to  th e  s t y l e  

and form s w ith  w hich he was w ork ing .

IV . E v a lu a tio n  o f  M usica l V a l id i ty

From e v e ry  s ta n d p o in t ,  t h i s  work i s  m u s ic a lly  v a l i d .  I t  r e p r e s e n ts  
th e  s t y l e  o f  th e  e a r ly  C la s s ic  e r a , — som eth ing  w hich i s  a  r a r i t y  i n  th e  

"bandf s  o r i g i n a l  l i t e r a t u r e .  The com poser h as  i n t e r e s t i n g l y  h a n d le d  "both 
h i s  form s and m u s ic a l m a te r i a l s ,  c r e a t in g  an e x c e l le n t  p ie c e  f o r  "band.

.#
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G ould, M orton. B a l la d  f o r  Band. Hew Y ork: C h ap p e ll and C o ., I n c . ,  1947. 
Condensed C onductor *s S co re
P erfo rm ance Time: A p prox im ate ly  e ig h t  and o n e - h a l f  m in u te s

I .  Form
The form o f  t h i s  work i s  ABA*, one t y p i c a l l y  u s e d  in  c o n n e c tio n  

w ith  B a l la d s .  '

I I .  S ty le

The s t y l e  o f  B a l la d  f o r  Band r e f l e c t s  i t s  t i t l e .  I t s  e x p re s s iv e  

n a tu r e ,  e s p e c i a l l y  in  th e  slow  s e c t io n s  (A and A*), su g g e s t a  b a l l a d .
The tem pos and m e te rs  change f r e q u e n t ly ,  g iv in g  a  f e e l i n g  o f  freedom  

and s p o n ta n e i ty ,  a s  in  th e  f o l k  b a l l a d .  Composed in  1947, t h i s  p ie c e  

i s  i n  th e  tw e n t ie th - c e n tu r y  s t y l e ,  a s  d e s c r ib e d  i n  th e  e v a lu a t io n  o f  

Legend by P au l C re s to n . (p .  15)

I I I .  Harmony, Rhythm., and T e x tu re

The harmony i s  r a t h e r  n eb u lo u s  i n  t h i s  work, n o t b e in g  a l to g e th e r  
t o n a l ,  b u t t r i a d i c  w ith  d is s o n a n c e s . Sometimes t h e r e  i s  ,,p o l y t o n a l i t y ,, 
a s  in  th e  s im u lta n e o u s  E f l a t  m ajo r and  B f l a t  m a jo r ch o rd s  w hich end 

th e  p ie c e .
The rhy thm s in  t h i s  c o m p o sitio n  a r e  q u i t e  c o n v e n tio n a l in  most

j

a s p e c t s ,— an o c c a s io n a l  u s e  o f  sy n c o p a tio n  b e in g  th e  o n ly  d e p a r tu r e .  

Tempo, how ever, i s  one o f  th e  m ost i n t e r e s t i n g  a s p e c ts  o f  th e  p ie c e .

I t  i s  c o n s ta n t ly  ch an g in g , g iv in g  a  f r e e ,  b a l l a d - l i k e  f e e l i n g  to  th e  
c o m p o s itio n .

The T e x tu re  i s  hom ophonic, th ough  th e  melody i s  o f te n  p a s s e d  from 

one in s tru m e n t to  a n o th e r .  A few c o u n te rm e lo d ie s  do e x i s t .
A lthough a d eq u a te  in  s u p p o r t  o f  th e  s t y l e ,  t h e s e  th r e e  e lem en ts  

do n o t f u n c t io n  e s p e c ia l l y  im a g in a t iv e ly  w ith in  t h i s  p ie c e .

IV . E v a lu a tio n  o f  M usica l V a l id i ty
With respect to musical validity, Ballad for Band is acceptable, 

b u t by no means o u ts ta n d in g .  A gain , i t  i s  in  th e  s t y l e  o f  many o th e r  
o r i g i n a l  works f o r  band , c e r t a i n l y  n o t a  s t ro n g  p o in t  in  i t s  f a v o r .
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G ould , M orton. H o lid ay  M usic: F o u r th  o f  J u l y . New York: C h a p e ll and 
C o ., I n c . ,  1948*
••Compact S co re"
P erfo rm ance Time: A pprox im ate ly  two and o n e - h a l f  m in u tes

I .  Form

T his work i s  th rough-com posed , s e v e r a l  them es o r  m o tiv es  h e in g  
u se d  th ro u g h o u t th e  c o m p o sitio n  as  a  means o f  a c h ie v in g  u n i ty .  The form 

i s  a p p ro p r ia te  f o r  th e  s t y l e  and le n g th  o f  th e  w ork.

I I .  S ty le
T w en tie th  c e n tu ry  in  s t y l e ,  t h i s  H o lid ay  M usic i s  q u i t e  s im i la r

to  o th e r  p ie c e s  d e s c r ib e d  a s  h a v in g  th e  same s t y l i s t i c  c l a s s i f i c a t i o n .
The work seems to  have been  w r i t t e n  w ith  a  s p i r i t  o f  c e le b r a t io n  in  

m ind. Much i s  t o l d  abou t th e  s t y l e  in  th e  com poser’ s i n s t r u c t i o n :

"V ery f a s t  and row dy".
A lthough n o th in g - o u t - o f - th e - o r d in a r y ,  th e  s t y l e  o f  t h i s  work i s  

c e r t a i n l y  a p p ro p r ia te  and v a l i d .

I I I .  Harmony, Rhythm, and T ex tu re

L ike  o th e r  p ie c e s  by M orton G ould , th e  harmony i s  h a rd  to  c l a s s i f y  

e x a c t ly .  T here a re  many p la c e s ,w h e re  th e  harmony seems to  be q u a r t a l ,  
i n  o th e r s  i t  i s  t e r t i a n ,  and in  some ( a s  a t  th e  end) th e  m inor second  

i s  o f  im p o rtan c e . O v e ra l l ,  t h i s  p ie c e  does n o t a l lu d e  to  any one 
t o n a l i t y  o r  harm onic  sy stem .

The rhy thm s a re  f a i r l y  c o n v e n t io n a l .  A c l a r i n e t  m elody does 
f e a tu r e  sy n c o p a tio n , th u s :

I  J l / J  J ' l J ’ J . . . |
and some u n u su a l a c c e n ts  a re  fo u n d ,— as in  th e  f l u t e s :

I f m  J t o  I j r h  j x d i  . ..
1 2 1

The m e te r s ig n a tu r e  o f  t h i s  p ie c e  i s  4» g iv in g  th e  f e e l i n g  o f  a  m arch.
The t e x tu r e  i s  m ain ly  hom ophonic, h u t w ith  r a t h e r  d e c o r a t iv e

accom panim ental f ig u r e s  and c o u n te rm e lo d ie s .

The a s p e c ts  o f  th e  t h r e e  p a ra m e te rs  d e s c r ib e d  above h e lp  p ro v id e  
i n t e r e s t .  M u s ic a lly , th e y  a re  a d e q u a te .

IV . E v a lu a tio n  o f  M usica l V a l id i ty

A ll f a c t o r s  c o n s id e re d , t h i s  work i s  a  b i t  t r i t e .  I t  may be appro­
p r i a t e  f o r  some o c c a s io n s , b u t s t r i c t l y  as a  c o n c e r t  num ber, i t  i s  n o t

p a r t i c u l a r l y  v a l i d .
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G ra in g e r , P e rcy  A ld r id g e . I r i s h  Tune from  County D erry  and S hepherd*s 

Hey. Hew Y ork: C a rl F i s c h e r ,  I n c . ,  1918.
Condensed C onducto r*s S co re
P erfo rm ance Time: A pp ro x im ate ly  e ig h t  and o n e - h a l f  m in u te s

I .  Form
In  t h i s  w ork, G ra in g e r  h a s  a r ra n g e d  two E n g lish  f o lk  tu n e s  f o r  

m i l i t a r y  hand . The f i r s t ,  " I r i s h  Tune from  County D erry"  ( b e t t e r  known 

a s  "L ondonderry  A i r " ) ,  i s  p r e s e n te d  tw ic e  th ro u g h . The second  i s  an 

E n g lish  M orris  Dance tu n e ,  "S hepherd*s Hey", which Mr. G ra in g e r  has 

a rra n g e d  f o r  ban d . The fo rm , th e n ,  o f  £he e n t i r e  p ie c e  i s  tw o - p a r t .

F o r th e  p u rp o s e s , c h a r a c te r ,  and s t y l e  o f  t h i s  p ie c e ,  th e  form  

d e s c r ib e d  above i s  p e r f e c t l y  v a l i d .  •

I I .  S ty le

The com poser has c a r e f u l l y  p re s e rv e d  th e  s t y l e  o f  E n g lish  f o lk  

m usic as r e p r e s e n te d  by th e s e  two tu n e s ,  and h a s  t r a n s f e r r e d  i t  to  th e  
c o n c e r t  band medium. O v e ra l l ,  th e  work i s  s t y l i s t i c a l l y  t h a t  o f  Rom antic 

n a t io n a l is m . The s t y l e  o f  t h i s  work i s  v e ry  a p p r o p r ia te  and v a l i d .

I I I .  Harmony, Rhythm, and T e x tu re

The harmony i s  e s s e n t i a l l y  t o n a l ,  though  b ecau se  f o lk  tu n e s  a re  

in v o lv e d , th e  m e lo d ie s  do n o t alw ays a d h e re  s t r i c t l y  to  o u r m a jo r-m in o r 
sy stem . '

The rhy thm s a re  c o n v e n tio n a l ,  th o u g h  in  "S hepherd*s Hey" some 
s y n c o p a tio n s  and o f f - b e a t s  a re  employed i n  th e  accom panim ent.

The " I r i s h  Tune from C ounty D e rry "  i s  a lm o st c o n tr a p u n ta l  in  te x ­

t u r e .  "S h ep h erd ’ s Hey", how ever, i s  more hom ophonic.
The th r e e  p a ra m e te rs  o f  harm ony, rhy thm , and t e x tu r e  do much to  

complement th e  s t y l e  o f  t h i s  p ie c e .
/

IV . E v a lu a tio n  o f  M usica l V a l id i ty
T h is  work would be an e x c e l le n t  a d d i t io n  to  a  c o n c e r t  band  program .

V

I t  i s  v e ry  t a s t e f u l l y  and m u s ic a l ly  do n e .
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G ra in g e r , P ercy  A ld r id g e . , L in c o ln s h ir e  P osy .  London: S c h o tt and C o .,

L t d . ,  I 940 .
"Com pressed S co re"
Perform ance Time: A pprox im ate ly  f o u r te e n  and o n e - h a l f  m in u te s

I .  Form
T his i s  a c tu a l ly  a  s u i t e  o f  s i x  E n g lish  f o lk  songs s e t  f o r  m i l i t a r y

■band:

1 . "D u b lin  Bay" ( S a i l o r 's  Song)
2 . "H arkstow  G range" ( n a r r a t i n g  l o c a l  h i s to r y )
3 . "R u ffo rd  P ark  P o a c h e rs"  (P o ach in g  Song)
4 . "The B r is k  Young S a i lo r "  ( r e tu r n e d  to  wed h i s  t r u e  lo v e )
5 . "L ord  M elbourne" (War Song)
6 .  "The L o st Lady Found" (A Dance Song)

Number f i v e ,  "L ord  M elbourne", i s  a  ro n d o . A ll th e  o th e r  movements 

in v o lv e  th e  p r e s e n ta t io n  o f  a  s im p le  m elody which i s  th e n  harm onized  
i n  v a r io u s  ways and g iv e n  to  d i f f e r e n t  v o ic e s .  They a re  th ro u g h -  

composed, and p e rh ap s  in  a  g e n e r a l  s e n se  c o u ld  be c l a s s i f i e d  as "them es 

and v a r i a t i o n s " .

The s u i t e  form , as a  w hole , i s  a p p r o p r ia te  f o r  a  work o f  t h i s  s o r t .

I I .  S ty le

T h is  c o m p o sitio n  i s  b o th  n a t i o n a l i s t i c  and , i n  a  s e n s e , R om antic 

i n  s t y l e .  I t  p r e s e n ts  s i x  E n g lis h  f o lk  tu n e s ,  w hich c o n t r o l  th e  b a s ic  

s t y l e  o f  th e  p ie c e .  The com poser h im s e lf  h a s  c a l l e d  i t  a  to n e  p a in t in g  

o f  E n g lish  f o lk  s in g e r s  he h a s  k n o w n .^  P e rh ap s  a  c lo s e r  lo o k  a t  th e  
com poser*s in te n t io n s  f o r  t h i s  work would g iv e  f u r t h e r  i n s ig h t  in to  

i t s  s t y l e :
" L in c o ln s h ire  P o sy " , a s  a  whole w ork, was c o n ce iv ed  and 

s c o re d  by me d i r e c t  f o r  w ind band e a r ly  in  1937»*«» T h is bunch
o f  "m u sica l w ild f lo w e rs "  (h en ce  th e  t i t l e  " L in c o ln s h ire  P osy") 
i s  b a sed  on f o lk  songs c o l l e c te d  in  L in c o ln s h i r e ,  E ng land , and the  
work i s  d e d ic a te d  to  th e  o ld  f o lk s in g e r s  who san g  so sw e e tly  to  
me. In d eed , each  number i s  in te n d e d  to  be a  k in d  o f  m u s ic a l p o r­
t r a i t  o f  th e  s i n g e r 's  p e r s o n a l i t y  no l e s s  th a n  o f  h i s  h a b i t s  o f  
song— . . . 14

Thus t h i s  work i s  a co m b in a tio n  o f  b o th  Rom antic to n e - p a in t in g  and 

R om antic n a t io n a l is m .

I I I .  Harmony, Rhythm, and T e x tu re  •' ’
The harmony o f  t h i s  p ie c e  i s  v e ry  f l e x i b l y  t o n a l .  As i s  e x p e c te d

■^Percy A. G ra in g e r , L in c o ln s h ir e  P o sy . (London: S c h o tt  and C o ., L td . ,  
1 9 4 0 ).
^ L o c .  c i t .
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w ith  f o l k  m usic o f  most s o r t s ,  a  s t r i c t  k ey , t o n a l i t y ,  o r  mode i s  n o t 

a lw ays ad h ered  t o .  The v a r io u s  songs a re  t o n a l ,  how ever, in  a  tw e n t ie th -  

c e n tu ry  s t y l e .  "D u b lin  B ay", f o r  exam ple, b e g in s  i n  D f l a t  m ajo r and 

ends on i t s  do m in an t, A f l a t  m a jo r . I t  i s  i n t e r e s t i n g  t h a t  th e  e n t i r e  

work b e g in s  w ith  a  song in  D f l a t  m ajo r and ends w ith  one in  a  d m inor 

(D o rian ) mode. T h is  g iv e s  a  s o r t ;  o f  N e a p o lita n  f e e l i n g  to  th e  p ie c e  as  

a  w hole .
T here  a re  many u n u su a l rh y th m ic  f e a tu r e s  in  L in c o ln s h ir e  P o sy .

Many o f  th e s e  a re  a s  a  r e s u l t  o f  Mr. G ra in g e r f s  a tte m p t to  re p ro d u c e  

f a i t h f u l l y  th e  o r i g i n a l  f o lk  tu n e s .  Rhythms and m e te rs  a re  n e c e s s a r i ly  
u n u s u a l ,  c h an g in g , and uneven  a t  tim e s  in  o rd e r  to  accommodate th e  

im p ro v ise d , f r e e  f e e l i n g  o f  an o r i g i n a l  f o lk  so n g . Thus t h i s  p ie c e  con­

t a i n s  many u n u su a l and r e l a t i v e l y  c o m p lic a te d  rhy thm s a s  w e ll a s  
ch an g in g  m e te rs , and a t  t im e s ,  no m e te r  a t  a l l .

The t e x tu r e  o f  th e  work i s  m ain ly  hom ophonic. At some p o in t s ,  

how ever, c o u n te rm e lo d ie s  a re  u s e d  to  su ch  an e x te n t  t h a t  th e  t e x tu r e  
becomes p a r t i a l l y  p o ly p h o n ic .

The above o b s e r v a t io n s  c o n c e rn in g  th e s e  th r e e  m u s ic a l p a ra m e te rs  
p o in t  v e ry  c l e a r l y  to  th e  im a g in a tio n  and c r e a t i v i t y  w ith  w hich t h i s  

p ie c e  was w r i t t e n ,  and hence  to  i t s  m u s ic a l v a l i d i t y .

IV . E v a lu a tio n  o f  M usica l V a l id i ty
T h is  work h a s  been  seen  to  be an e x c e l le n t  p ie c e  o f  m usic from 

a l l  s t a n d p o in ts .  Mr. G ra in g e r f s  co m b in a tio n  o f  s t y l e ,  form , and mus­

i c a l  m a te r ia l s  make t h i s  work o u ts ta n d in g  i n  e v e ry  r e s p e c t .
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Grundman, C la re  E. Am erican F o lk  Rhapsody (F o u r Am erican F o lk  S o n g s), 
New Y ork: Boosey and Hawkes,. 1948.
F u l l  S core

• P erfo rm ance Time: A pprox im ate ly  s ix  and o n e - q u a r te r  m in u te s

I .  Form
T h is  i s  a  m edley o f  f o u r  Am erican f o lk  so n g s:

"My L i t t l e  Mohee"
"Shantyman* s L ife "

"Sourwood M ountain"

*"Sweet B e tse y  from  P ik e"
The m edley form  i s  a c c e p ta b le  and s u c c e s s fu l  when u se d  w e l l .

I I .  S ty le  f

T h is  p ie c e  i s  h a rd  to  c l a s s i f y  a s  f a r  a s  s t y l e  i s  c o n ce rn ed . I t  

i s  a  r a t h e r  s t r a i g h t  a rran g em en t o f  f o u r  Am erican f o l k  tu n e s  w hich , 
a lth o u g h  w r i t t e n  d u r in g  th e  tw e n t ie th  c e n tu ry ,  m ight f i t  in to  th e  

c a te g o ry  o f  R om antic Am erican n a t io n a l i s m . S t y l i s t i c a l l y ,  t h i s  i s  
a ls o  a c c e p ta b le .

I I I .  Harmony, Rhythm, and T ex tu re

| The harmony i s  d e f i n i t e l y  t o n a l .  I t  i s  i n  th e  key  o f  F m a jo r, 

w ith  m o d u la tio n s  to  B f l a t ,  E f l a t ,  and A f l a t  m a jo r.

The rhy thm s a re  c o m p le te ly  c o n v e n tio n a l .  N o th in g  more com plex 
th a n  j  j j j a n d j j  a p p e a rs .

The t e x tu r e  i s  hom ophonic.

A lthough th e  com poser h a s  u se d  te c h n iq u e s  in  th e  p a ra m e te rs  o f  
harm ony, rhy thm , and t e x tu r e  w hich a re  a c c e p ta b le ,  he  h a s  shown l i t t l e  
im a g in a tio n  o r  c r e a t i v i t y  in  h i s  m a n ip u la tio n  o f  them .

IV . E v a lu a tio n  o f  M usica l V a l id i ty

In  h i s  Am erican F o lk  R hapsodyt Mr. Grundman h a s  u se d  a  form and
s t y l e  w hich a re  b o th  a p p r o p r ia te  and a c c e p ta b le .  T here i s  c e r t a i n l y
n o th in g  wrong v d th  h i s  h a n d lin g  o f  harm ony, rhy thm , and t e x t u r e .  What 

t h i s  p ie c e  l a c k s ,  r a t h e r ,  i s  im a g in a tio n . Thus, i t  s im p ly  i s  n o t a
v e ry  i n t e r e s t i n g  p ie c e  m u s ic a l ly .  P e rh ap s i t  i s  to o  p r e d i c t a b l e .  In
an o v e r a l l  e v a lu a t io n  o f  i t s  m u s ic a l v a l i d i t y ,  one m ight say  t h a t  i t  i s  

a d e q u a te , b u t by no means o u ts ta n d in g .
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H adley , H enry. Youth T rium phant O v e r tu re . New Y ork: C a r l F is c h e r .  19^1 
F u l l  S core
P erform ance Time: A pprox im ate ly  seven  m in u tes

I .  Form

As w ith  many c l a s s i c a l  o v e r tu r e s ,  t h i s  p ie c e  re sem b le s  th e  s o n a ta  

fo rm . I t  h as  two m ain th em es, r e p r e s e n t in g  two t o n a l i t i e s ,  E f l a t  m ajo r 

and A f l a t  m a jo r. The f i r s t  them e, how ever, i s  u l t im a te ly  in  a  t r a n s ­

p o s i t i o n  to  A f l a t  m a jo r, i n  w hich key th e  p ie c e  e n d s . T h is  s u g g e s ts  

t h a t  p e rh ap s  th e  t o n a l i t y  o f  th e  work i s  a c tu a l ly  A f l a t  m a jo r, and t h a t

th e  op en in g  s ta te m e n t i s  an in t r o d u c t io n  on th e  d o m in an t.
*

The form em ployed h e re  i s  q u i t e  a p p ro p r ia te  f o r  u se  w ith  an 
o v e r tu r e ,  and th e  com poser h a s  been  c r e a t iv e  in  v a ry in g  th e  form  to  
f i t  h i s  id e a s .

I I .  S ty le

T h is  co m p o sitio n  i s  R om antic i n  a lm o st ev ery  a s p e c t .  I t  i s  a ls o  
p rogram m atic  in  n a tu r e ,  d e s c r ib in g  y o u th , s s t r u g g le s  w ith  and u l t im a te  
tr iu m p h  o v e r th e  d i f f i c u l t i e s  o f  l i f e . ^ 5

The s t y l e  o f  t h i s  work, b e in g  b o th  p rogram m atic  and R om antic , i s ,  

o f  c o u rs e , q u i t e  v a l i d ,  and f i t s  w e ll w ith  i t s  fo rm a l e le m e n ts .

I I I .  Harmony, Rhythm, and T e x tu re
The harmony i s  t o n a l ,  th e  p ie c e  b e in g  in  A f l a t  m a jo r.

The rhythm s a re  t y p i c a l  o f  R om antic m usic . T r i p l e t s ,  s e x tu p l e t s ,

d o t te d  rh y th m s, and sy n c o p a tio n  add v i t a l i t y  and i n t e r e s t .  The m e tr ic
4 2

changes c o n s is t  o f  a l t e r n a t i o n s  betw een  4 and 4 .

The t e x tu r e  iis p r im a r i ly  hom ophonic.

The u se  o f  an in t r o d u c t io n  bn th e  dom inant and th e  u se  o f  th e  

u n u su a l rh y th m ic  d e v ic e s  d e s c r ib e d  above h e lp  add i n t e r e s t  to  a  work 
w hich co u ld  o th e rw is e  e a s i l y  become ” j u s t  a n o th e r  R om antic o v e r tu r e ” .

IV . E v a lu a tio n  o f  M usica l V a l id i ty
T h is  co m p o sitio n  i s  a c c e p ta b le  a s  f a r  as m u s ic a l v a l i d i t y  i s  con­

c e rn e d , b u t i t  i s  by no means o u ts ta n d in g .

^■^Henry H adley . Youth T rium phant O v e r tu re , (New Y ork: G. S c h irm er, I n c .  
1 9 4 8 ).
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H o ls t ,  G u stav . F i r s t  S u i te  i n  E F l a t . New Y ork: B oosey and Hawkes, 1921. 

F u l l  S co re
P erfo rm ance Time: A pprox im ate ly  n in e  m in u tes

I .  Form

T h is  s u i t e  i s  made up o f  th r e e  movements:
I .  "Chaconne" ( v a r i a t i o n s  on an o s t i n a to  them e)
I I .  " In te rm ezzo "  (ABABj p la y e d  s im u lta n e o u s ly )

The form s o f  th e s e  movements a re  q u i t e  a p p r o p r ia te  f o r  a  s u i t e .
Mr. H o ls t ’ s u s e ,  in  th e  l a s t  two m ovem ents, o f  b o th  th e  A and B them es 

s im u lta n e o u s ly  c re a te s -  an i n t e r e s t i n g  and u n iq u e  e f f e c t .

I I .  S ty le

The s t y l e  o f  t h i s  s u i t e  i s  t h a t  o f  Rom antic E n g l is h  n a t io n a l is m , 

s im i l a r  to  t h a t  o f  R alph Vaughan W illia m s . I t  i s  m ost v a l id  s t y l i s t i c a l l y  
fo r  u se  w ith  s e r io u s  c o n c e r t  m u sic .

I I I .  Harmony, Rhythm, and T e x tu re

H arm o n ica lly , t h i s  work i s  v e ry  t o n a l .  The "Chaconne" i s  i n  E f l a t  

m a jo r, th e  " In te rm e z zo "  i s  in  c m inor/C  m a jo r, and th e  "March" i s  in  
E f l a t  m ajo r once m ore.

The rhythm s a re  c o n v e n tio n a l .

The t e x tu r e  o f  t h i s  c o m p o sitio n  v a r i e s .  O fte n  i t  i s  hom ophonic, 
b u t th e  com poser’ s d e v ic e  in  th e  second  and t h i r d  movements o f  p r e s e n t in g  

two them es s im u lta n e o u s ly  c r e a t e s  a  v e ry  i n t e r e s t i n g  c o n tr a p u n ta l  e f f e c t .
• Mr. H o ls t ’ s u se  o f  th e  above th r e e  m usica l p a ra m e te rs  in  t h i s  work, 

tho u g h  n o t p a r t i c u l a r l y  u n u s u a l ,  i s  a r t i s t i c  and m u s ic a l .  H is c o u n te r ­
p o in t  o f  two s im u lta n eo u s  them es g iv e s  t h i s  p ie c e  an e f f e c t  a l l  i t s  own.

IV . E v a lu a tio n  o f  M usica l V a l id i ty

A lthough  t h i s  work i s  v e ry  s im p le  in  many r e s p e c t s ,  i t  i s  a ls o*
v e ry  m u s ic a l. The u se  o f  c o u n te rp o in t  betw een two them es p ro v id e s  th e  
p ie c e  w ith  a c e r t a i n  u n iq u e n e s s .  The c o m p o sitio n  i s  a  good o n e ,— due 

to  th e  s k i l l  and m u s ic a l i ty  o f  G ustav  H o ls t ,  a  f i n e  com poser o f  s e r io u s  

m u sic . 4

I I I .  "March" p la y e d  s im u lta n e o u s ly )
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M ehul, E tie n n e -H e n r i . O v e rtu re  in  F . New York: S o u th e rn  M usic P u b lis h in g  

Company, I n c . ,  1952 .  "* •
Condensed C o n d u cto r’ s S co re
Perform ance Time: A pprox im ate ly  s i x  m in u tes

I .  Form

T h is  p ie c e  i s  in  th e  c l a s s i c  o v e r tu re  form , w ith  an in t r o d u c t io n  

and s e c t io n s  ABA’ . .The form  i s  a  c l a s s i c  one , and g e n e r a l ly  a c c e p te d  

a s  b e in g  m u s ic a l ly  v a l i d .

I I .  S ty le

E tie n n e -H e n ri Mehul was a  F ren ch  com poser a ro u n d  th e  tim e  o f  t h a t  

c o u n try ’ s r e v o lu t io n ,  and was a  con tem porary  o f  F ra n c o is  G ossec . T h is  

o v e r tu r e  was w r i t t e n  as  a  s e r io u s  p ie c e  o f  m usic f o r  m i l i t a r y  ban d . I t  

i s  one o f  a  v e ry  few o r i g i n a l  works w r i t t e n  f o r  band d u r in g  th e  c l a s s i c  

e r a ,  and in  th e  c l a s s i c  s t y l e .  The e d i t o r s  have c a r e f u l l y  p re s e rv e d  th e  - 
com poser’ s o r i g i n a l  in t e n t io n s  in  t r a n s c r i b i n g  t h i s  p ie c e  f o r  bands w ith  

modern in s t ru m e n ta t io n .* ^  ,

I I I .  Harmony, Rhythm, and T e x tu re  •

The harmony in  t h i s  work i s  t o n a l .  The in t r o d u c t io n  b e g in s  in  F 
m a jo r, cad en c in g  on C. The body o f  th e  p ie c e  b e g in s  in  F m a jo r, to u c h in g  
on s e v e ra l  o th e r  to n a l  a re a s  b e fo re  e n d in g  a g a in  in  F . The u se  o f  r e ­
l a t e d  to n a l  a re a s  and m o d u la tio n s  in  t h i s  work i s  q u i t e  p ro g r e s s iv e  f o r  

th e  e a r ly  c l a s s i c  e r a .

Much o f  th e  i n t e r e s t  in  t h i s  c o m p o sitio n  i s  due to  th e  u s e  o f  

rhy thm . The fo l lo w in g  exam ple d e m o n s tra te s  M eh u l's  u se  o f  rhy thm s to  
p ro v id e  i n t e r s t  and v i t a l i t y :

l .J J i \ ...
The t e x tu r e  o f  t h i s  work i s  m a in ly  hom ophonic.

True to  th e  s t y l e ,  th e  harm ony, rhy thm , and t e x tu r e  a c c e n tu a te  th e  
f i n e  p o in ts  o f  t h i s  m usic .

*
1 7 . E v a lu a tio n  o f  M usica l V a l id i ty

T h is  work i s  most c e r t a i n l y  m u s ic a l ly  v a l i d .  The f a c t  t h a t  i t  i s
i n  th e  c l a s s i c  s t y l e  adds to  i t s  a p p ea l f o r  band . I t  i s  t a s t e f u l l y  done.

*

^ E t ie n n e - H e n r i  M ehul. O v e rtu re  in  F , (New York: S o u th e rn  M usic P u b lis h in g  
Company, I n c . ,  1 9 5 2 ).
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M endelssohn, F e l ix .  O v e rtu re  f o r  Band. A dapted f o r  band by F e l ix  G r e is s le  

New York: G. S ch irm er,' I n c . , 1948.
F u l l  S core
P erform ance Time: A pprox im ate ly  e ig h t  and o n e - h a l f  m in u te s  
T h is  p ie c e  was composed in  1824*

I .  Form
T h is  o v e r tu re  i s  in  s o n a ta  form w ith  an in t r o d u c t io n .

I I .  S ty le

T h is co m p o sitio n  was w r i t t e n  by M endelssohn when he was f i f t e e n  - 

y e a r s  o ld .  He w ro te  i t  s p e c i f i c a l l y  f o r  th e  v e ry  f i n e  wind band a t  a  
B a l t i c  s e a  r e s o r t  n e a r  w hich he was s ta y in g .  I t  was in te n d e d  as  a  con­
c e r t  p ie c e  f o r  ban d , as he composed i t  e s p e c ia l l y  f o r  th e  group to  p e r ­

form  a t  one o f  i t s  c o n c e r t s . ^

The s t y l e  o f  t h i s  p ie c e  co u ld  be d e s c r ib e d  as  " ro m a n t ic a l ly  c l a s s i c " .  
I t  h as  a s p e c ts  o f  b o th  th e  C la s s ic  and Rom antic e r a s .  I t s  e le g a n c e  and 

re f in e m e n t p re d o m in a te , i t  seems, o v e r th e  s u b t le  to u c h e s  o f-R o m an tic ism . 

R e g a rd le s s , i t  i s  v e ry  m u s ic a l ly  v a l id  in  te rm s  o f  s t y l e .

I I I .  Harmony, T e x tu re , and Rhythm . >
The harmony o f  t h i s  work i s  t o n a l ,  b e in g  in  th e  key  o f  C m a jo r.

I t  r e f e r s  to  G m ajo r in  i t s  c e n te r  s e c t io n ,  and ends in  C m a jo r.

The rhy thm s u sed  in  t h i s  work a re  q u i te  c o n v e n tio n a l .  M endelssohn 

u s e s  them in  such  a way,, how ever, t h a t  th e y  in f u s e  th e  p ie c e  w ith  a 
s e n se  o f  l i f e  and d r iv e .

The t e x tu r e  i s  hom ophonic, w ith  some c o u n te rm e lo d ie s .

O v e ra l l ,  th e  harm ony, rhy thm , and t e x tu r e  a re  c o n v e n tio n a l ,  b u t 
th e y  a re  u sed  in  an im a g in a tiv e  and m u s ic a l way.

IV . E v a lu a tio n  o f  M usica l V a l id i ty

D e f in i t e ly  v a l i d  from  a  m u sica l s ta n d p o in t ,  t h i s  c o m p o sitio n  would 
make an excellent addition to  a program o f  concert band music. It i s  

f r e s h  and l i g h t ,  and in  a  s t y l e  n o t o f te n  found  in  c o n c e r t  band l i t e r a ­

t u r e .  The f a c t  t h a t  i t  is  a  y o u th fu l  work by M endelssohn adds to  i t s

a p p e a l .  .
*

1 7 F e lix  M endelssohn, O v e rtu re  f o r  Band, (New Y ork: G. S ch irm er, I n c . ,
1 9 4 8 ).
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M ilhaud , D a r iu s . S u i te  F r a n c a i s e . New Y ork: Leeds M usic C o rp ., 1945» 

Condensed C o n d u c to r’ s S core
P erform ance Time: A pprox im ate ly  s ix te e n  m in u te s

I .  Form
T h is  i s  a  s u i t e  c o n s i s t in g  o f  f i v e  s h o r t  movements:

1 . "N orm andie” ( t e r n a r y )
2 . "B re ta g n e ” (them e and v a r i a t i o n s )
3 . " l i e  de F ra n c e ” ( t e r n a r y )
4 .  " A lsa c e -L o rra in e "  ( t e r n a r y )
5 . " P rovence" (ro n d o )

A ll  o f  th e s e  fo rm s a re  w e l l - e s t a b l i s h e d  and a re  a p p r o p r ia te  f o r  u se  w ith ­
i n  a  s u i t e .

I I .  S ty le  „

The s t y l e  o f  t h i s  co m p o sitio n  i s  n o t one which can be a d e q u a te ly  

d e s c r ib e d  by one " s to c k "  w ord. In  h i s  s u i t e ,  D a riu s  M ilhaud com bines 

a  t o n a l  f e e l i n g  w ith  d is s o n a n c e ,  c o n v e n tio n a l rh y th m s, and a  tw e n t ie th -  
c e n tu ry  k in d  o f  c o u n te r p o in t .  The r e s u l t  i s  a  u n iq u e  s t y l e ,  o n ly  s o f t l y  

modern to  o u r  e a r s .  I f  a  d e s c r ip t i v e  te rm  need  be a p p l ie d ,  p e rh a p s  i t  
c o u ld  be s a id  t h a t  i t  i s  i n  th e  " c o n s e rv a t iv e  s t y l e  o f  th e  tw e n t ie th  

c e n tu r y " .

I I l J  Harmony, Rhythm, and T e x tu re

One o f  th e  most i n t e r e s t i n g  a s p e c ts  o f  t h i s  p ie c e  i s  i t s  to n a l  

harm ony. I t  would have to  be s a id  t h a t  i t  i s  b a s i c a l l y  t o n a l ,  b u t in  
a  d i f f e r e n t  k in d  o f  way. Many ch o rd s  w ith  added to n e s  a re  u t i l i z e d ,  
g iv in g  a  f e e l i n g  o f  s o f t  d is s o n a n c e . At tim e s  a  m a jo r-m in o r r e v o l ­
u t io n  around  a t o n a l  c e n te r  i s  em phasized . Key s ig n a tu r e s  a re  n o t u sed .

The rhy thm s in  t h i s  work a re  q u i t e  c o n v e n tio n a l ,  e s p e c i a l l y  f o r  

th e  tw e n t ie th  c e n tu ry .
T e x tu r a l ly ,  t h i s  p ie c e  i s  a ls o  i n t e r e s t i n g .  I t  em ploys a  u n iq u e  

co m b in a tio n  o f  homophony and po lyphony . Much i s  c h o rd a l ,  and when 
c o u n te rp o in t  a p p e a rs , i t  o f t e n  i s  be tw een  o n ly  two v o ic e s  w ith  c h o rd a l 
accom panim ent. '

IV . E v a lu a tio n  o f  M usica l V a l id i ty

T h is  co m p o sitio n  i s  in  a  s t y l e  d i f f e r e n t  from much o f  th e  tw e n t ie th -  

c e n tu ry  m usic f o r  band , and i s  v a l i d  m u s ic a l ly .  '
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R e s p ig h i. O t to r in o .  H u n ting tow er B a l la d  f o r  Band. New Y ork: G. R ic o rd i 

ana  Company, 1937T.
P u l l  S core
Perform ance Time: A pprox im ate ly  s i x  and th r e e - q u a r t e r s  m in u te s  
Commissioned hy th e  A m erican B an d m aste r’ s A s s o c ia t io n  and f i r s t  
p e rfo rm ed  a t  t h a t  o r g a n iz a t io n ’ s A p r i l  1932 c o n v en tio n

I .  Form

The form o f  t h i s  work i s  o v e r a l l  an ABA’ . The f i r s t  s e c t i o n .  A,
3 6

i s  "an d an te  l e n to "  in  4 . S e c tio n  B b e g in s  a t  th e  " a l l e g r o " ,  in  8 , w ith

a  v e ry  s h o r t  m idd le  s e c t io n  a t  th e  same tempo in  ^  whiuh r e c a l l s  m a te r ia l  
grom A. The B s e c t io n  p r e s e n ts  two d i s t i n c t l y  d i f f e r e n t  m e lo d ie s  in

8 on e i t h e r  s id e  o f  t h i s .  A m elody in  t ,  " a n d a n te " , a p p ea rs  b e fo re  A* 
r e c a l l s  m a te r ia l  from th e  o p en in g  s e c t io n  and c lo s e s  th e  p ie c e .

An o f te n -u s e d  form , ABA* i s  a p p ro p r ia te  f o r  u s e  w ith  a  b a l l a d .

I I .  S ty le

P erh ap s th e  b e s t  way to  d e s c r ib e  th e  s t y l e  o f  t h i s  c o m p o sitio n  i s  

to  say  t h a t  i t  i s  in  th e  c h a r a c t e r i s t i c  s t y l e  o f  O tto r in o  R e s p ig h i. T h is 
p ie c e  f o r  band g iv e s  th e  same f u l l ,  r i c h  f e e l i n g  w hich i s  so much a  p a r t  

o f  R e s p ig h i’s  o r c h e s t r a l  w orks. The in s t r u m e n ta t io n  i s  q u i t e  l a r g e ,  

c a l l i n g  f o r  soprano  saxophone, b a s s  saxophone, b o th  b a r i to n e  and 

euphonium , and two s t r i n g  b a s s e s .  P e rh ap s t h i s  work sh o u ld  be g iv e n  a  
"R om antic" l a b e l  even though  i t  was w r i t t e n  w e ll in to  th e  tw e n t ie th  

c e n tu r y .  C e r ta in ly  t h i s  s t y l e  i s  a p p ro p r ia te  f o r  ban d .

I I I .  Harmony, Rhythm, and T e x tu re

The key s ig n a tu r e  o f  t h i s  work c o n ta in s  s ix  f l a t s ,  w ith  th e  to n a l
c e n te r  b e in g  e - f l a t  m in o r. The t o n a l i t i e s  f l u c t u a t e  a round  E f l a t  m ajo r,
c m in o r, and B f l a t  m a jo r, b u t e - f l a t  m inor i s  th e  p redom inan t k e y .

The rhythm s in  t h i s  p ie c e  a re  n o th in g  o u t - o f - th e - o r d in a r y  e x c e p t,
6

p e rh a p s , f o r  some g ra c e  n o te  p ic k u p s  to  a  t r i l l  i n  th e  8 s e c t io n :

i  j .  ■

The t e x tu r e  i s  a lm ost e n t i r e l y  hom ophonic. T here  i s ,  hoviever, 

a  more p o ly p h o n ic  f e e l i n g  a t  th e  v e ry  end o f  th e  p ie c e  where some 

m o tiv e s  a re  frag m en ted  and p re s e n te d  i n  d i f f e r e n t  in s t ru m e n ta l  v o ic e s .

O v e ra l l ,  R e s p ig h i’ s u se  o f  th e  t h r e e  m u s ic a l p a ra m e te rs  j u s t  
d is c u s s e d  was n o t p a r t i c u l a r l y  e x c i t in g  o r  im a g in a tiv e .
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IV . E v a lu a tio n  o f  M usica l V a l id i ty

The H un ting tow er B a l la d  f o r  Band was w r i t t e n  By R esp ig h i upon th e

r e q u e s t  o f  D r. Edwin Franko Goldman (on  B e h a lf  o f  th e  Am erican Band-
18m a s t e r 's  A s s o c ia t io n ) .  A lthough  t h i s  work was s p e c i f i c a l l y  co n ce iv ed  

By th e  com poser f o r  c o n c e r t  Band, i t  i s  th e  o n ly  a tte m p t Mr. R e sp ig h i 

made a t  co m p o sitio n  f o r  Band. S in ce  t h i s  work was w r i t t e n  upon re q u e s t  

and B ecause o f  a  com m ission, one m igh t Be le d  to  B e lie v e  t h a t  R esp ig h i 

was n o t . s in c e r e ly  i n t e r e s t e d  i n  com posing f o r  th e  c o n c e r t  Band medium.

The aBove e v a lu a t io n  o f  h i s  work (a c c o rd in g  to  th e  e s t a b l i s h e d  c r i t e r i a )  

i n d i c a t e s  t h a t  a lth o u g h  th e  co m p o sitio n  m ight Be a d eq u a te  m u s ic a l ly ,  i t  
i s  n o t v e ry  im a g in a tiv e , and c e r t a i n l y  i s  n o t one o f  th e  f i n e r  p ie c e s  
w r i t t e n  f o r  c o n c e r t  Band. The one p o in t  in  i t s  favor, m ight Be th e  
s ig n i f ic a n c e  o f  Mr. R esp ig h i a s  a  com poser in  g e n e r a l .

it

^G o ld m an , op . c i t . . p .  319*
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S choenberg . A rn o ld . Theme and V a r ia t io n s ,  Op. 4 3 a . New Yoric: G. S ch irm er,
i n c . ,  1949 . : ; ;
P a l l  S core

• P erfo rm ance Time: A pprox im ate ly  f o u r te e n  m in u te s

I .  Form
The form  o f  t h i s  p ie c e  i s  i n d ic a te d  "by i t s  t i t l e .  I t '  c o n s i s t s  o f  

th e  p r e s e n ta t io n  o f  th e  them e, seven  v a r i a t i o n s  on t h a t  them e, and a  

r e l a t i v e l y  lo n g  f i n a l e .

Theme and v a r i a t i o n s  i s  an o ld  and p roven  fo rm , and , i n t e r e s t i n g l y  

enough, one w hich h a s  n o t heen  u sed  to o  o f te n  in  c o n n e c tio n  w ith  o r ig i n a l  

l i t e r a t u r e  f o r  c o n c e r t  hand .

I I .  S ty le

T h is work i s  one o f  a  v e ry  few in  th e  h a n d 's  o r i g i n a l  l i t e r a t u r e  

w hich a d e q u a te ly  r e p r e s e n ts  one o f  th e  most s i g n i f i c a n t  s c h o o ls  o f  

tw e n t ie th - c e n tu r y  c o m p o s itio n . S t y l i s t i c a l l y ,  i t  i s  c h a r a c te r iz e d  hy 
ch ro m a tic  m e lo d ie s  ("bordering  on s e r i a l i s m ) , d is s o n a n t  h a rm o n ie s , and 
v e ry  a c t i v e ly  ch an g in g  rh y th m s, m e te rs , and tem pos. To g iv e  th e  s t y l e  

o f  t h i s  work a  s p e c i f i c  l a b e l , - - p e r h a p s  i t  would h e s t  he c a l l e d  " tw e n t ie th  
c e n tu ry  p a n to n a lism " .

! T h is  s t y l e  i s  m u s ic a lly  v a l i d ,  and i t  i s  even more v a lu a b le  i n  a

p ie c e  f o r  c o n c e r t  hand b e ca u se  o f  i t s  r e l a t i v e  r a r i t y .

I I I .  Harmony, Rhythm, and T e x tu re

A lthough t h i s  work i s  n o t b a sed  on S c h o e n b e rg 's  tw e lv e - to n e  te c h ­
n iq u e s ,  i t  i s  q u i t e  c h ro m a tic  and a to n a l  a t  t im e s .  Key s ig n a tu r e s  a re  
g iv e n  in  t h i s  p ie c e .  The work opens w ith  a  g m inor n in th  ch o rd  and 

ends w ith  a  G m ajo r s ev e n th  ch o rd  so u n d in g  s im u lta n e o u s ly  w ith  a  C m ajor 
c h o rd . A lthough some c o n t in u i ty  o f  t o n a l  c e n te r  i s  p ro v id e d  in  t h a t ,  

th e  e x te n s iv e  u s e  o f  ch ro m atic ism  g iv e s  t h i s  p ie c e  d e f i n i t e  a to n a l  

te n d e n c ie s .
The rhy thm s o f  t h i s  work a re  v i t a l .  They a re  q u i t e  com plex, p ro ­

v id in g  i n t e r e s t  and d r iv e .  The m e te rs  and tem pos a re  c o n s ta n t ly  ch ang ing .

T e x tu r a l ly ,  t h i s  work i s  more p o ly p h o n ic  th a n  a n y th in g  e l s e ,  a l ­

though  s e v e ra l  c h o rd a l s e c t io n s  a re  s e e n .
Prom a l l  o f  th e  above in d i c a t i o n s ,  t h i s  work i s  b o th  e x c i t in g  and
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im a g in a tiv e  i n  te rm s  o f  i t s  u s e  o f  m u s ic a l 'e le m e n ts .

IV . E v a lu a tio n  o f  M usica l V a l id i ty

Theme and V a r ia t io n s , Op. 43a was o r i g i n a l l y  co n ce iv ed  and w r i t t e n  
f o r  th e  c o n c e r t  band medium. L a te r ,  and v e ry  u n u s u a l ly ,  th e  com poser 

t r a n s c r ib e d  th e  p ie c e  f o r  symphony o r c h e s t r a ,  and gave th a t  th e  opus 43t> 

d e s ig n a t io n .  T h is  work i s  a  v e ry  s i g n i f i c a n t  member o f  th e  b a n d 's  o r ig i n ­
a l  l i t e r a t u r e , — most e s p e c i a l l y  in  te rm s  o f  s t y l e .  I t  i s  m u s ic a l ly  v e ry

v a l i d ,  c r e a t i v e ,  and u n u s u a l .  • t;

Here i t  i s  i n t e r e s t i n g  to  compare th e  e v a lu a t io n  o f  t h i s  work by

Schoenberg  w ith  R e s p ig h i 's  H u n tin g to w er B a l la d  f o r  Band (p p . 3 5 -3 6 ) .
B oth c o m p o sitio n s  a re  th e  o n ly  a tte m p t a t  w r i t in g  f o r  c o n c e r t  band by 

two v e ry  p rom inen t tw e n t ie th - c e n tu r y  com posers . In  th e  e v a lu a t io n  o f  
th e  R esp ig h i i t  was co n clu d ed  t h a t  " a l th o u g h  th e  co m p o sitio n  m igh t be 

ad eq u a te  m u s ic a l ly ,  i t  i s  n o t v e ry  im a g in a t iv e ,  and c e r t a i n l y  i s  n o t 
one o f  th e  f i n e r  p ie c e s  w r i t t e n  f o r  c o n c e r t  b an d " . W ith re g a rd s  to  th e  
S choenberg , how ever, i t  was d e c id e d  t h a t  th e  Theme and V a r ia t io n s  " i s  

m u s ic a lly  v e ry  v a l i d ,  c r e a t i v e ,  and u n u s u a l" .  T h is  s u p p o r ts  th e  f a c t  
t h a t  o u r d e f in i t o n  o f  m u s ic a l v a l i d i t y  em phasizes c r e a t i v i t y  and u n iq u e n ess  
A work canno t be re g a rd e d  as o u ts ta n d in g  in  te rm s o f  m u s ic a l v a l i d i t y

s im p ly  b ecau se  i t  i s  a  s i g n i f i c a n t  c o m p o se r 's  o n ly  a tte m p t a t  w r i t in g  
f o r  th e  c o n c e r t  band .
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Thomson, V i r g i l .  A Solemn M usic. .New Y ork: G. S c h irm er, I n c . ,  1949* 
Condensed C o n d u cto r’ s Score
P erform ance Time: A pprox im ate ly  fo u r  and o n e - h a l f  m in u tes  
W ritte n  f o r  th e  Goldman Band

I .  Form
T his  co m p o sitio n  seems to  combine a s p e c ts  o f  two s e p a r a te  fo rm s.

I t  i s  p a r t l y  a s e t  o f  v a r i a t i o n s  o v e r a  c o n s ta n t ly  r e c u r r in g  ch o rd  p ro ­

g re s s io n  ( a  chaconne) and p a r t l y  a  t e r n a r y  fo rm . T hese two form s a re  

com bined i n  A Solemn M usic. C o n tin u o u s v a r i a t i o n s  above th e  harm onic 
ch o rd  p ro g re s s io n  form th e  f i r s t  s e c t io n ,  A. Then, f o r  tw e n ty - fo u r  

m easu res , th e  harm onic p ro g re s s io n  i s  n o t ad h ered  t o ,  g iv in g  u s  s e c t io n  
B. The c h a c o n n e - lik e  p o r t io n  r e t u r n s ,  and comes to  a  cad en ce , c lo s in g  

th e  p ie c e  w ith  A*.
Here i s  an example o f  a  work in  which th e  com poser h a s  ta k e n  two 

a c c e p te d  and p roven  fo rm s, a p p l ie d  h i s  c r e a t iv e  im a g in a tio n , and come up 

w ith  som ething  q u i t e  i n t e r e s t i n g  and u n u s u a l .  '  -

I I .  S ty le

T h is  i s  a  slow , r i c h l y  sono rous co m p o sitio n  in  a  f a i r l y  modern v e in .  
The ch rom atic ism  o f  th e  b a s s  movement i n  th e  p ro g r e s s io n  le n d s  a  more 

c u r r e n t  f e e l i n g  to  a  p ie c e  w hich em ploys r a t h e r  t r a d i t i o n a l  p ro c e d u re s  

i n  some o f  th e  o th e r  p a ra m e te rs . P e rh ap s th e  o n ly  s t y l i s t i c  l a b e l  to  
be a p p r o p r ia te ly  g iv en  t h i s  p ie c e  would be sim p ly  " tw e n t ie th  c e n tu r y " .

I I I .  Harmony, Rhythm, and T e x tu re  ,

T h is  work b e g in s  w ith  a  c m inor ch o rd  and ends w ith  one in  G m a jo r. 

I t  i s  n o t n e c e s s a r i ly  t o n a l ,  a s  b o th  ch o rd  c l u s t e r s  and t r i a d i c  fo rm a tio n s  
a re  fo u n d .

R h y th m ic a lly , t h i s  p ie c e  i s  q u i t e  c o n v e n tio n a l .  The m a jo r i ty  o f
th e  v o ic e s  move in  h a l f  n o te s ,  a lth o u g h  th e r e  a re  some moving p a r t s  above

this basic chordal background.
By n a tu r e ,  t h i s  p ie c e  i s  v e ry  hom ophonic.

The com poser’ s u se  o f  th e s e  t h r e e  p a ra m e te rs  i s  q u i t e  a r t i s t i c .

IV . E v a lu a tio n  o f  M usica l V a l id i ty

T h is  work i s  m u s ic a lly , v a l i d ,  e s p e c i a l l y  c o n c e rn in g  th e  com poser’ s 

im a g in a tiv e  u se  o f  form .
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W illia m s . R alph Vaughan. T o c c a ta  K a r z ia le .  London: Boosey and Hawkes,

L t d . ,  1924 .
Condensed C o n d u c to r 's  S core
P erform ance Time: A pprox im ate ly  fo u r  and one—h a l f  m in u te s

I .  Form

As in d ic a te d  hy th e  t i t l e ,  t h i s  p ie c e  i s  a  t o c c a t a .  A lthough  th e  
e x a c t d e f i n i t i o n  o f  such a form  v a r i e s  (m a in ly  b e ca u se  o f  i t s  u se  th ro u g h  

many d i f f e r e n t  c e n t u r i e s ) ,  i t  i s  im p r o v is a t io n a l  and f r e e - f lo w in g  in  

n a tu r e .  . ,

An e s t a b l i s h e d  and p ro v en  form w ith  r e g a rd s  to  m u s ic a l v a l i d i t y ,  
th e  t o c c a ta  i s  u se d  by th e  com poser in  t h i s  in s ta n c e  in  co m b in a tio n  w ith  
th e  m a rc h - lik e  f e e l i n g  th o u g h t to  be so c h a r a c t e r i s t i c  o f  b a n d s .

I I .  S ty le

T h is  p ie c e  i s  r e p r e s e n ta t i v e  o f  Vaughan W illia m sf c h a r a c t e r i s t i c  

s t y l e .  I t  i s  m e lo d ic , so n o ro u s , and i n  an in d e f in a b le  way, " E n g l is h " .

To. c a te g o r iz e  th e  s t y l e ,  i t  i s  a  p a r t  o f  Rom antic n a t io n a l i s m ,— a 
s t y l e  w hich , a s  we have s e e n , h a s  been  s u c c e s s f u l ly  u se d  q u i t e  o f t e n  in  
c o n n e c tio n  w ith  th e  c o n c e r t  band .

I I I .  Harmony, Rhythm, and T e x tu re

I n  th e  key  o f  B f l a t  m a jo r, t h i s  co m p o sitio n  i s  t o n a l .

The rhy thm s a re  c o n s ta n t ly  m oving in  t h i s  p ie c e .  The f e e l i n g  o f  
alw ays b e in g  p r o p e l le d  fo rw a rd  i s  c r e a te d  by a  c o n s ta n t  movement o f  

e ig h th  a n d /o r  s ix te e n th  n o te s .

T h is  work i s  p o ly p h o n ic  in  t e x t u r e .
Mr. Vaughan W illiam s h a n d le s  h i s  m u s ic a l m a te r i a l s  v e ry  a r t i s t i c a l l y .  

Of th e  th r e e  m u s ic a l e lem en ts  d is c u s s e d  above, th e  rhythm  i s  th e  most 

o u ts ta n d in g  b ecau se  o f  th e  c o n tin u o u s  m o tion  i t  p ro v id e s .

IV . E v a lu a tio n  o f  M usica l V a l id i ty
* ‘ f

T o co a ta  M a rz ia le  i s  an e x c e l le n t  p ie c e  f o r  p e rfo rm an ce  by c o n c e r t

b an d . M u sic a lly  v a l i d  in  a l l  r e s p e c t s ,  i t  h as  been  d e s c r ib e d  a s  "one

o f  th e  g r e a t  c o n t r ib u t io n s  to  th e  o r i g i n a l  band r e p e r to r y  made by a
19d i s t in g u is h e d  con tem porary  com poser". '

^ G o ld m an , op . c i t . . p . 437*
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IV . C o n c lu sio n

The w r i t e r  h a s  e v a lu a te d  tw en ty  o r i g i n a l  works f o r  c o n c e r t  hand 

w r i t t e n  b e fo re  1950- T hese works were chosen  from  th e  C o lle g e  Band 

D ir e c to r s  N a tio n a l  A s s o c ia t io n  L i s t  o f  Recommended P u b lish e d  Band M usic 

( 1969 ) .  Each work was e v a lu a te d  a c c o rd in g  to  th e  c r i t e r i a  e s t a b l i s h e d  
by t h i s  p a p e r : ( l )  form , (2 )  s t y l e ,  and (3 ) harm ony, rhy thm , and t e x tu r e .

A f o u r th  h e a d in g , e n t i t l e d  '‘E v a lu a tio n  o f  M usica l V a l i d i t y ” , s e rv e d  as  

a  summary. The o b s e r v a t io n s  and c o n c lu s io n s  re a c h e d  were u n iq u e  f o r  each 
w ork. The th r e e  p o in ts  o f  e v a lu a t io n  p ro v ed  to  be q u i t e  com prehensive 

in  th e  o v e r a l l  e x am in a tio n  o f  each  c o m p o s itio n . As e v id en ced  in  th e  
in d iv id u a l  comments on th e  v a r io u s  w orks, th e  f a i l u r e  to  meet th e  e s t ­
a b l i s h e d  e x p e c ta t io n s  u n d e r any o f  th e  c r i t e r i a  o r  th e  la c k  o f  c r e a t i v i t y  
in  one o r  s e v e r a l  o f  th e s e  a r e a s  o f te n  r e s u l t e d  in  th e  c o n c lu s io n  t h a t  
th e  p ie c e  was n o t in  a  g e n e ra l  sen se  s u c c e s s fu l  o r  m u s ic a l ly  v a l i d .

In  a d d i t io n ,  th e  u n iq u e n e ss  o f  a  work o f te n  p la y e d  an im p o rta n t 
r o l e  in  en h an c in g  i t s  m u s ic a l v a l i d i t y .  I t  m ust f i r s t  have b een  v a l id  

w ith  r e s p e c t  to  th e  e v a lu a t io n s  a c c o rd in g  to  th e  t h r e e  c r i t e r i a .  The 

u n iq u e n e s s , th e n ,  s e rv e d  to  enhance th e  w o rk 's  f a v o ra b le  c h a r a c t e r i s t i c s  

and d e s i r a b i l i t y .  An exam ple o f  t h i s  may be seen  i n  a  com parison  o f  two 
works w hich were u n iq u e  i n  th e  same s e n s e ,— b o th  w ere th e  o n ly  co m p o sitio n s  

w r i t t e n  f o r  band by n o ta b le  tw e n t ie th - c e n tu r y  com posers. The Schoenberg  

was e v a lu a te d  as  b e in g  more m u s ic a l ly  v a l i d  th a n  th e  R e s p ig h i, though  

th e y  were u n iq u e  i n  th e  same way. The d i f f e r e n c e  was found  in  th e  

e v a lu a t io n s  a c c o rd in g  to  th e  c r i t e r i a  e s t a b l i s h e d  i n  t h i s  p a p e r .

I t  i s  th e  o p in io n  o f  th e  w r i t e r  t h a t  th e  t h r e e  c r i t e r i a  e s ta b l i s h e d  

f o r  th e  e v a lu a t io n  o f  m u s ic a l v a l i d i t y ,  and hence a p p ro p r ia te n e s s  f o r  
c o n c e r t  p e rfo rm an ce , have p ro v en  th e m se lv e s  to  be s u c c e s s f u l .  By ex­

am in ing  a  c o m p le te ly  u n f a m i l ia r  work in  th e  a re a s  e s t a b l i s h e d ,  a co n d u c to r 
can d e te rm in e  w h e th er o r  n o t a  c o m p o sitio n  m ig h t.b e  s u i t a b l e  f o r  c o n s i­
d e r a t io n  and e v e n tu a l  p e rfo rm an ce . The c r i t e r i a  a id  in  th e  e l im in a t io n

o f  i n f e r i o r  w orks, le a v in g  th e  f i n a l  d e c is io n  as to  th e  v e ry  s u b je c t iv e  
and in d iv id u a l  f e e l i n g s  o f  p e r s o n a l  m u s ic a l t a s t e s  up to  th e  m u s ic ian  

and c o n d u c to r .

40 . '  .
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APPENDIX•

P ar th e  a d d i t io n a l  in fo rm a tio n  o f  th e  r e a d e r ,  fo l lo w in g  a re  

re p ro d u c ed  th e  f i r s t  pages o f  each  o f  th e  s c o re s  e v a lu a te d  i n  th e  

t e x t .
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Condensed Conductor's Score

C om posed  for Band by PAUL CRESTON
D e d lc s tsd  to  RICHARD FRANKO GOLDMAN

Slow ly  J =  58 A p p ro x im o ta  Playing: T im e: 6  %  m inulos

S o lo  & 1s t  C l a r .
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CONDUCTOR

. ' ■ <  W

The Universal Judgment
Symphonic Poem

Camille De Nardis  
Arranged by Antonio E. Cafarella

J 321
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Time  12 m i n u t e s

Condensed Score 
Maestoso * = 60

SYMPHONY in B flat
OVERTURE

(F irst Movement) PAUL FAUCHET
R e v is e d  fo r A m e r ic a n  B a n d s  

b y  JA M E S  R . G I L L E T T E

E.ci.;;

r il'cTXi::

r T T T E J
SMjHti. 3  '
p  sost.

’ U J f  y u  u
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S o lo  C c r .

'C an tab ile  espressivo

n r  r fC c r s . ,  H n s .
& B’ss’n*. 

B a r .  S a x .

y T
?  r  . T u b a

19597-15
C opyrigh t MCMXXVI by E vette  & Schaeffer, P a ris  

Copyright MCMXXXIV by M. W itm ark  & Sons 
All r ig h ts  for the  U nited S ta te s  and Canada contro lled  by M. W ITM ARK & SONS 

P u b l i s h e r  m e m b e r  o f  A .S .C .A .P .
I n t e r n a t i o n a l  C o p y r i g h t  S e c u r e d .  M a d e  i n  U  S  A

. A L L  R IG H T S  R E S E R V E D  IN C L U D IN G  P U B L IC  P E R F O R M A N C E  F O R  P R O F IT
T h e  m a k in g  o f  a n y  u n a u th o r iz e d  a d a p ta t io n ,  a r r a n g e m e n t  o r  c o p y  o f  t h i s  p u b l ic a t io n , o r  a n y  p a r t  t h e r e o f  
is  a n  in f r in g e m e n t o f  c o p y r ig h t  a n d  s u b je c t s  t h e  in f r in g e r  t o  s e v e re  p e n a l t i e s  u n d e r  th e  C o p y r ig h t  A c t!
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S Y M P H O N Y  in B f i a t
0V4 m in u te s

Condensed Score

LeiitoU = 5 2-0 6 )
1st Hn.

Pr -p-Q-g-jl

N OCTURNE
(Second Movement)

- - 1_____.___  k»Wgii.s,e*»«~«J'c4___1_I_______ ._____________ j -I...'... T)

P P  molio sostenuto ed espressivo

PAUL FAUCHET
Rescored for A m erican Bands 
by F. CAM FBELL-W ATSON
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& it

f o c o  rit .

0  Engl, Hn. <or Ob.) 
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C opyright MCMXL1X by M. W itm ark  & Sons. N. Y.
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A L L  R IG H T S  R E S E R V E D  IN C L U D IN G  P U B L IC  P E R F O R M A N C E  F O R  P R O F IT  
T h e  m u k tn tf o f  a n y  u n a u th o r iz e d  a d a p ta t i o n .  a r r a n g e m e n t  o r  c o p y  o f  th i>  p u b l ic a t io n , o r  a n y  p a r i  t h e r e o f ,  
us an in f r in g e m e n t  o f  ro p y  r ig h t  a n d  s u b je c t s  t h e  in f r in g e r  to  s e v e re  p e n a l t ie s  u n d e r  t h e  C o p y r ig h t  A c t.
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6 3̂  m i n u t e s

Condensed Score

V ivo, g iocoso , m olto le g g e ro

Symphony in B flat 
S C H E R Z O

(Third M o v e m e n f ) PAUL FAUCHET
Rescorecf for A m e r i c a n  Bands  b y
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C opy rig h t MCMXXVI by E v ette  & Schaeffer, Paris 

C opyrigh t M CMXLVIII by M. W itm ark  & Sons, N. Y.
P u b l i s h e r  m e m b e r  o f  A .S .C .A .P .

AU rig h ts  for th e  U nited S ta te s  and C anada contro lled  by M. W itm ark  & Sons 
In t e r n a t io n a l  C o p y r ig h t  S e c u r e d . M a d e  tn  U. S .  A .
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T h e  m a k in g  o f  a n y  u n a u th o r iz e d  a d a p ta t io n ,  a r r a n g e m e n t  o r  c o p y  o f  th i s  p u b l ic a t io n , o r  a n y  p o r t  th e r e o f ,  
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SYMPHONY in B fla t
Time Atinutes F IN A L E

C ondensed Score
PAUL FAUCHET

R e v ise d  fo r  A m erican  H ands 
by JA M E S  R . G IL L E T T E

Allegro vivace (L 152) , P i c c .  
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CONDUCTOR

MILITARY SYMPHONY IN F

Edited by Richard Franko Goldman d Robert Leist FRANCOIS IOSEPH GOSSEC (1734-1829)
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C onductor’s Condensed Score
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F O U I T H  O P  J U L Y
(H O L ID A Y  MUSIC)

Compact Score in Concert Key.
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N? 20 of BR ITISH  FOLK-MUSIC SETTIN G  S

(Lovingly and  reverently dedicated to the memory o f Edvard Grieg)

Irish Tune from County D eny
Set for M ilita ry  Band 

by

Percy A ldridge Grainger
This tune was collected by-M iss J. Ross, of New Town,Lima- 

vady, C? Derry, Ireland, and published in The Petrie Collec - 
tion o f the Ancient illusic o f Ireland, Dublin, IS55

COM PRESSED SCORE
(Conductor)

FLOWINGLY m.m. J * about so
B a rito n e , T ro m b s . I , I I ,  H o rn  IV , B a r. S a x .,  A lto  C la r .

United states. 
M ilita ry  I  
P a n d  j ' l  I

g en tly  hu t fe e lin g ly

Tsassoon
B a s se s ,

8

F or G rainger's se ttin g  of 
“Irish  T une from G9 Der­
r y ” for s tr in g  o rc h e s tra  
(3  H orns a d  lib.) see  
“B r i t is h  F o l k - m u s i c  
S e tt in g s ’,’ N9 15.

(Schott & C9, Loudon)

F or G rainger's se ttin g  of 
“Irish  Tune from C ? Der­
r y ” fo r m ixed  chorus a  
cap e lla  sce“Br'.tisli Folk- 
m usic  S e ttin g s ’; N9 5.

(Schott & C9, London)

For G rainger's se tting  of 
“I rish  Tune from  C9 Der­
r y ” fo r p ian o  solo  se e  
“ B r i t i s h  F o l k - m u s i c  

" S e t t in g s ”, N9 6 .
(Schott & C?, London) 

(Cr.Schirracr, Lie., Xcov York)

XI

- P  A fo n 7 T |>
-4 ,1  VAlto S ax .

lots.

C opyright 1913 hy Schott & C?, London 
Copyright, 19/S, by Percy G rainger 

In te rn a t io n a l  C o p y rig h t S e c u re d  
P ublished  by Carl Fischer, Xeto York
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5

Pl»jftng-Omo r

C cm plets ’‘Lincolnshire Posy”  : 14.58 mini 

*’ Dublin 6sy'*: 1.30 m in t

Th« eounter.m elody (on  horn*, etc.} 
bejlnn irif at bar 35 of ”  Dublin Bay"' is 
based on the first phrase of "T h e  Duke of 
M jilb o ro j£ h ‘* folksong n o ted  do* n  by 
Lucy t .  Breadwood from  tite singing of 
H r . H. Burstow, of H orsham , Sussex, 
England.

Permission to  use this m elody has been  
kindly granted by M essrs. Boosey 5 Co. Ltd., 
publishers of ’‘English Traditional Sengs 
»nd Carols”  by Lucy E. Broadw ood. The 
w hole of th>s tune Is u sed  lr> "T h e  Puke 
of Marlborough Fanfare”  fo r Brass Choir 
(British Folh-Mjslc Settings, N r 36).

*' Lord M elbourne”  (N r 5 In ”  Lincolnshire 
Posy” ) Is a variant of this sam e song.

Dedicated to tl.e folksingers who sang 
so sweetly to me.

P e r c y  A l d r i d g e  G r a i n g e r

[ er itis  k jfoiK-MU sTc~sIrnHCS~j

N I  3 4 .  ‘‘ LINCOLNSHIRE P O S Y ’
Based on English Folksongs gvRercd in Lincolnshire 

FOR MILITARY BAND

1. "D U B L IN  B A Y ” (Sailor’s Song)

Noted down by Percy Aldridge Grainger (1905) from the singing of 
Mr. Deane (of Hibbaldstowe, Lincolnshire, England) and set for 
Military Band

by

PERCY ALDRIDGE GRAINGER 

COMPRESSED FU LL SCORE

This version of “ Dublin Bay" 
for Military Band (scored Jan. 
o r Feb. 1937) is an off-shoot 
from  the root-form  which 
was tone-wrought for Wind 
5-somo (June-Juiy 1931) on 
sketches for chorus dating 
from  March 19, 1906.

Bl'isk, J- = about U6,with plenty of lilt (which means; Beats 1 and 4 much heavier
^TRUM PETS,HORN than beats 3 and °)-

gripe? ,mu ted'*

S I

(Bsn.LHn.I muted) Ĵ s» ^ ----------  —

 __________ T fW
(Trpt.I, m utedy ; ;^ 1 detached

1 -fjrr-
jF :zz£ZJp~£ill #•

10
LeA

SAXS
%fS3S&

J

18
WO 0 D  -W IN D , S A X S

fQ V w /* d e tached

(gop.&  A ltos L Il)

i§
M

I S y 5. i  ^  4  i-  4  i  A  4 , 4

6AII) jy€>b.
f tjr .g .H n .A itA  
tC l .A l t .S a x . l / i;.1

( i 5 ci.Snp.SKx)

-<Ej gj- —Hr

y ~ r J
detached

T”

■&- - O — 1 w
< S h M lL § ? £ I3  n i f  d e t a c h e d

' x n
(B asd cT.Bsr.s.Ter..& Bar.Saxs.Euph)

- L -

(D -B sr-.S trft.B ass/ . . .  ,
W  (p lu c k e d ^ /  d e ta ch ed

XT

fcvia—---------e H —--- i g -

> •  f  V

K-DRUMS 3 §

r ^ - i — n  

1 3 3 = * = ! ;
. ' - i  i  i

-S

tn/J

C o p y rig h t 1940 b y  P e rc y  A ld rid g e  G ra in g e r S.&  C o. L td . 6009
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Boosey & Hawkes Q. M. B. Edition K? 158
W A R N IN G ;-  U n a u th o r iee d  arrangem ents c o ts t i i fu fo  in f r i n g e m e n t  o f  C o p yr ig h t.  

Ded fo a le d  to  M a n le y  R. W h itco m b  a n d  th e  
O h io  S t a te  U n iv e r s i ty  S y m p h o n ic  B a n dP i« t s e  i n c l r d o  f u l l  d e t a i l s  

o f  t i t l e ,  c o m p o s e r ,  a n d  
p c b l i s t e r o f t h i s  T vcrk on  
T H E  TE K FO R M IN S R IG H T  
SOCIETY'S r e tu r n s  w h e n e v e r 
i t  16 p n M lc ly  p e r  fox c i td .

AM ERICAN FOLK RHAPSODY
Four A m erican Folk Songs

D U R A T I O N  

a p p r o x .  G |  x n ln s .

Allegro <J= 120
CLARE E. GRUNDMAN

accel.

• C oncert F lu tes 
A Piccolo

E t C la rin e t 

Oboes 

Solo B t C la r in e t 

1st B t C la rin e t 

2nd B l C la rin e t 

• 3 rd  B!> C la r in e t 

E t A lto C la rin e t 

Bt> B ass C la r in e t

1st El> A lto 'Saxophone 

2nd El> A lto Saxophone 

BS> T enor S ax ophone  

El> B a rito n e  Saxophone

B assoons 

1st & 2nd  H orne in  Ei> 1 K-u=i;ky—
3 rd  & 4 th  H orne in  E!>

Solo 4  1st B t C o rn e ts 

2nd Bl> C ornet 

3 rd  B f C ornet 

Bl> T rum pets

1st Trom bone 

2nd Trom bone

B a s s  T r o r o b o n o

E u p h o n iu m ^  (B aritone) 

B asses

T im p an i

B rum s

Cym bals, T ria n g le  
& Wood B lock

LA~y.

LT/U1

a T u t t l  o p e ny  o n e  ro u te d

T c t t i  open

T a t t i  o p e n

T in n .  M ic k s

mf  Allegro Jz iso
Copyright IMS in U S A . by Booscy i  H aokcs, Inc.
Copyright lor all co jo triw

Printed In U S A .

A ll  r i g h t s  r e s e r v e d  
T o u s  d r o i t s  r e s e r v e s  

B .&  H. 1 6 2 7 8
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Score 
J  311 M odcrato  c m aestoso(j! = 7$)

P cdica tcd  to the A m erican  Bandmaster** A ssocia tion

Youth T rium phant
O V E R T U R E

A p p ro x im a te  t lm n  of 
p e r fo rm a n c e  1 m in u te #

H E N K V  H A D L E Y

1st & 2nd F lutes

D b Piccolo

1st & 2nd Oboes

E h  Ch

.v......

^___
~-tr .~TT:-----------

2nd Bb Clarinet

3rd Bb Clarinet.

Bb Bass 
Clarinet

1st & 2nd Bassoons

J ib  S o p ra n o  Sax

E b  A lto Sax.

Bb T enor Sax.

E b  Bar. Sax.

1st & 2nd Hon 

in F

3rd & 4th Horns

Solo & 1st Bb Cors. 
2nd Bb Cornet

1st & 2nd Bb Trum pet;

1st & 2nd Trombor.i

3rd Trom bone

Euphonium

S tr. Ba;

T im pan i

Pcrci

C o p y r ig h t M C M X X X I  b y  C a r l  F i t c h e r  I n c AVie Y o rk  
I n t e r n a t i o n a . !  C o p y r ig h t  S e c u r e d

► B'NTtO IN U.S.A.
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Bsees? & £5s»fea» ff. 13. D. Kdttfcm f«? 150

First Suite in Eb for Military Band
1. CHACONNE. Composed by

A lle g ro  H o d e ra to  GUSTAV HOLST.Score

C F lu te  k P icco lo

C talo -io t Bb

Pb P la to  fr P icco lo

Oboca

Pb C lw iriftt

cad Pb Claxisiot

^ rd  Pb C lc rin o t 

Pb Alto CJĵrinert 
Pb B-%&3 Cl&gi.sst

B.Trb

A lleg ro  Moderate

lot-sad fe&s&oas

Pb A lto  ScasopboEe 

Bb Teffior SsxopliSAO

■ f e r i to a e  Ssarof&oae

Bb Bass Siurcf^OflC 
centra, Bsac C le rln o t

l e t  Bb Cornet 

ead Bb C oraet 

Bb rroapsts 

plû el Horen 

let-fiRd Bb Home 

^ rd -^ tb  Xb Eoreo O k

^f^KH==gĝ rrrr&rr“ ==*=.--t=g==:======
x~ ■ L--_*?----- i---- ,... -̂-- *—-- P— 1ir—--- pf. ........ i.......trrrarz: .' "T -- ---- -'• ~~ * '... . ==■■.=:.

* a-oajy ,—_—«—| —-r —
,J . '■ —a---i-U- —jl---« =====

:C3=:V

^===f

E5JE33E

©awe Prc*9fees Bran a
iO & D*>

i r t - e a d  Trouboaee

3rd frcsboac / :

T ispsjiiuxj Triangle 
C opyright 1021 in U.S.A. hy Boosey & Co. 
C opyrigh t for all co u n tr ie s  
C opyrigh t renew ed 1948

E .10J-SS. 

Prin ted  in U.S.A.
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**> S'- 1 1 3  • O v e r t u r e  i n  F

fiTIENNE-HENRI MfiHUL

Z ~ ^ s'<9— u ^ r r r i f r..C l.  1+2 F I.,O b .

C l. 1+2

Hn. C t.

B .C l., B sn ., Bar.

C l.

Hns.
C ts Ob., 1 Clij- ip ^  ++■

B. C., B a r .

Bsn.

l ~ . h  ^  C l., H ns.

H n s . r

W. W.

. - P . . - .

. : .. 1
■y+’c ? —li

Tin.

Copyright 19S2 by Southern M usic Publishing Company, Inc. 
International Copyright Secured

/ill Right* Reserved Including the Right of Public Performance for Profit
Printed in U. S. A. 

ProfitPerformance for
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Score O v e r t u r e  f o r  B a n d 1
F el ix .  M e n d e ls so h n

A n d a n t e  c o n  m o t o , J “ 6 6 A d ap te d  fo r co n te m p o ra ry  b an d  by F e lix  G reissle
Piccolo

O b o e  J]

Bassoon

Eb C lo rin e l

Alio Clattnel

Alto

Ton

Baritone'

Cornet in Bb

Trumpet In

3PPNorn in F

Trombone

String Bass

C o p y r ig h t. 1 9 4 8 , b y  C . S c h ir r ru r , I n c .  
I n te r n a tio n a l  C o p y r ig h t S e c u re d  

P r in te d  in  th e  V .  S .  A .
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2 C o n d e n s e d  C o n d u c to r 's  S co re

s  SH Sf 1
A y ^ '  C o m p o s e d  for Band by DARIUS MILHAUD

" •« 
X»

I

Anime J* 
Ê CUs.

144 !♦ N O R M A N D I E A p p r o x lm o te  F la y in g  T im e  I d  m in u se s

;P'>;—'.rzL-jifczb’c.̂ -?j— — zrtnfc*d.‘ .'..' •• w:  VI —_ .-cl;-.—---------------- ^---<—*/-------l£I_V> ZXL pi----ZTCZCZn—Vi—j—4------ U—p
J cos*.

cu.it+ia

£ = = p
■ >

A lto  Sox 
A4A Htoft.I *H Adi Tso.Sox.

 E»sJK-tI£_

f^ E E E

Tx&i.
- f i - J?5>

3E

i—' p q sq r irc E ±
’- v V

s*f

 hjO-
s trb :

- j r r̂•5\_
■ 4 i

A lio  Soof 
T-stvt&.A£

G-a^n?
— r

Atfo S o x  IT
etal». K'a.v Tr+ir Ess.xiit

3

k a  f e

7U.WU

U i oil*. JT ^ I i  4
E = ± E fe

T«rsuS&x.

S'Tiitr^n

^ UwWH 1&«.

L342 ©  C o p y rig h t W CM XLV , M C M X LV I, M C M X L V Ii, by 
LEEDS M USIC C O R PO R A T IO N , 3 2 2  W e s t 4 8 th  S t., b lew  Y ork  3 6 , N . Y.
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TO  EDWIN FR.ANKO GOLDMAN |

AND

THE AMERICAN BANDMASTERS' ASSOCIATION

HUNTINGTOWER
BALLAD FOR BAND

OTTORINO RESPIGHI (1932)
Andante lento

3 F lu te

2. Oboes 
Engl Horn

Eb Clarinet

Bb Clarinets
Hi &

Alto Clarinet

Bass Clarinet

Bassoons

Bb Soprano

Eb Alto ■

Bb Tenor

Eb Baritone

Bb Basses

2 Cornets 
(B b )

2  Trumpets

4 Horns F
o

3 Trombones

Baritone

Euphoniun

Basses -4- 
String Bass

Timpani
Percussion

COPYRIGHT 1932 BY G..RICORDI CO., N. Y. C.

INTERNATIONAL COPYRIGHT SECURED PRINTED IN THE U. S. A. ALL RIGHTS RESERVED
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•v

I *>
; v(

THEME AND VARIATIONS
Arnold Schoenberg, O p. 43b

Poco allegro (J~84)
Piccolo

Flufo

O boo

English Horn 
t

Clnrlne! I 
in &•* ||

Bass Clarinet 
in 6^

Bassoon * 
it

C ontra-bossoon

\  15 -1„ <5

! J  H- 

■ h_ 1 p = = = = = » * = = -= ^ = 4 Z^===±=3=t====^ll===^ : - - r : - - -  i ° _ r = r r . .

A - ■  ~
..........- ................ ----- ------ ;«----------------- , „ t«...----------- ---- gfr~  “ ■-■ .. . . . . . . ------- r e . . . ............................

L p -* - --/t - - —  — --------- ---  ■■ .T~<■=^====mz=========-^ j -.— — = t====x l t  —r r r ^ =
p j — - -  — .................

1 p
----- -~y——•*x==--------------- ’r l H E E E ^ ^ r - '™ —r -:■■■-'y—~■**•—------------ ~

j i) ........_4 " _ ................. ............

— -.'j ...:.:— J,>-------■■_ ; r:r :. " ~ z =

t i ?
r ^ 4  —  4 f= ^ e ^ l_ =

4 .^ 1  P ' ........—
-3 -

----^ ---1-------------gtaSfe-WS*,.. . .
tf-cfrrrrrf^fc:_____

--------------------------- — — _zn:-rz^zr---- - •. ..._ ...—

Horn 
in F

Trumpet- 
in C

Trombone

Tuba

Timpani

Percussion

III
IV

ESHT^Sgti?^
k# = 4

~TT*rrryẑ r—

=53t>r=T iJ ; iF ;

Poco allegro (J=84)

Violin

Viola

Violoncello

Bass

. ^ ► 5______

t V *  i t ------------------------------------------1

-------- 1 --------- m r j ^ ------  • 1. - -  .--ŷ ._..-._.| ^ = = z z r - 3 M .

—7— 'z ^ = ~ r r z r - ~ — T—±~. — — r ^ ^ " r~ - “ ~ = = j -  ------1 - r r ~ — w r r : ___________ —

{

7 " '77=—r r r r r ^ - r T Z - r , - ' ;  - - - '~ ~ ~ ^ = = = = = = = = A r r r - - — - . 7 r 7 ^ n z ^ r r ^ 7 3 » n r r i . -  . — —

: *

|~ r~ r~ :------------— : : t ' - . -------------- — — .-.- ^ u r _ ^ T J L — _ £ * ------- r r r r r r r

42196c

jE ^ ^ O S  P'mr too t oorr. the end of which ho* been morked with the sign """"J 
13 means: secondory oart, me end of wmch has been rr.orked with fhe sign‘d  
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A SOLEMN MUSIC
Condensed Score

Largo nobile (J=48-54)
Virgil  T h o m s o n

MP3

SAX.
HN

P P
c r e s c . p o co

, ,ten.

331C _  
TUBA p "

£ m
ten .

i-O---

c r e s c . poco

J .--4P
-0  4- B . C D i o

t e n .f

CNT.
8rPT.

+ ALT. CL. ten . 
EUPH.

yF==^i
cresc.

t e n .^Jen.
>•£>• t

S S j g E ®

m p  
TRB.
TUBAS 16

PIGC^FL. 
CLS. k'LLrJ -c-

i==fi§ E = f# sS
75

c re s c .

te n .

42245c

C o p y rig h t, 1 9 4 9 ,  b y  G . S ch irm or, In c  
In le rn o tk x n o l C o p y r ig h t  S e c u re d  

P r in te d  in th e  U .S .  A-
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H a w kc s  4  S o n 's  M. B. E di t ion
N ?  473/

C o n d u c t o r *
T O C C A T A  M A R Z I A L E .

R.VAUG H AN W ILLIAM S.
A lleg ro  m aestoso.

Clarts.
^ • Trombones ft Horns,

nfcj wnrii

,:e ' p T

•jT-5
pSSSST

s
Cornets

E u p h .£  B ass. 
Sax.-fr Bassoons S \a sun-.

/ fc’con 8va 
Drums.

mm. ^

Wood 8V>
Comets

->—•''A' T rum pets.Wood. stm.
-•'■L-------4-3------M- -Li -c  f- -r '.-<=3-*

tssHssTrumpets J  
4* Trombones.

o rns .

s i a ipa^ar_xj
te sb fc< 3 ± fii

T s = F f f&--S-1\ H g E g p :
Drums. Z  E uph.

Bass.

Trombones^

B ass.
Triangle.

F lu te  &va

V
r> 1st Horn.

Y U g f g

E ^ E
\ £ '  &

b^-r-R
~*S5SS3~

pPl| ^

te S = s E 3 3

p f r m t S r 3
Trombones.

£

g ^ S S

ILj “Lb«»»<ct*
1st Cornet-

X — E S I. / S

“t ?

e-<r/
S.D. Euph. B ass .

Cymb.

4V NOTE. The Trumpet part is essential,and must be played on Comets if Trumpets are not available.lt must be of equal strength with the two Cornet parts. 
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