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Our time will hopefully... \

Validate something you already know or do
Challenge your existing thinking without judgment

Offer you something you can try out right away
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Preparation
Realization
Interpretation



Preparation

Are there unintentional
OMISSIons In your score
study process?




Realization

Does your performance
mirror what the composer
has written?




Interpretation

What is not overtly captured
in the notation that should be
considered?




Analysis > Realization

Interpretation Questions




Score Study

“Noticing”
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i L Guide to Score Study

for the Wind Band Conductor
Frank Battisti and Robert Garofalo

FRANK BATTISTI
AND
ROBERT GAROFALO
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Elements to notice... \

Form Melody Harmony
Rh ’::I:L:':\s/?r:em Timbre/Forces Articulations
y P /Texture and Markings
o/Meter
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N 13




Do you work...
and

Micro?




Viet Cuong

c.69-75)

Commissioned by and dedicated to the TMEA Region 18 Middle School Bands
DIAMOND TIDE
L

&
&

Moderato (J

Flute 1

Composed by
GUSTAV HOLST.
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First Suite in Eb for
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Allegro moderato.
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Score Study make-up

85% Analysis
15% Intuition

100% you




“Whenever you play
anything...if there was a
puff of smoke and
Beethoven or even your
teacher or mine were to
appear and ask you,
“Why did you just play it
that way? ... you should
be able to clearly justify
and explain what you’re

\ doing.”

17



/ “There are not safe, foolproof \
formulas for the solution of

interpretive problems - no sure
recipes for the correct ratio between
the performer’s initiative and his
fidelity to the composer and the
text. While this fidelity should be a
principal consideration, it will be
sterile if not pursued with that blend
of instinct, intellect, intuition, and
imagination without which great

performance cannot happen.” /

18



Consider
Subverted
3 EXxpectation
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Attempt

Recomposition
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Would you... \

Adapt a solo for another instrument?

Cut a section of a piece that is too long?

Adapt a tempo 8, 16, 24 BPM for your ensemble?

N
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Clinic Outline

i)

Elements
of Music
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Form \

Are arrivals obvious?

Are your sustains and silences considered?

e
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CUONG:
Renewal

Consider
Three Unique
Arrivals

Role of the
Horns



https://docs.google.com/file/d/1QFhJS5cvFqLiSwBm0XeYmzxfgSOuKsqt/preview

File Edit Window Timeline Help

Timeline: Symphonic Dance No 3

© Timeline: Symphonic Dance No 3

Introduction
Thapr Thepra Theme Waltz Rull Fight ~ Thap~ The Coda
MBI B.CBBI C ' C BB C Bl Bl. C B
A B27C3439 D 48 53 E6265 F G | J 12129 135 139 L 147 M 173
Playback -~ Timepoints and Markers - 1~ Annotations
P E W 4 Add Edit... Theme
C
521/ 7:14 ¢ — | < Mark Delete
Timeline |~ Bubbles ]
Edit Properties... Clear All Edit... Delete
Zoom to Selection Fit to Window Color... Group
Show Annotations Show Times
e All Levels
ev Markers TA
Selected Levels Timepoints Ia
v Marker Annotations
[status: Idle

Variations Audio Timeliner
https://www.singanewsong.org/audiotimeliner/
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Dynamics \

Block Dynamics
Peaks and Curves

Longer notes can shape more than shorter notes

AN
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Diamond Tide, I.

Consider

Ha

irpins

ivals

ing Arri

Differ
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Timbre Changes
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Harmony \

Harmonic Analysis
Harmonic Rhythm > Rate of Change

Consider Dissonance or Consonance both
Vertically and Horizontally
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N\ 29




SOUSA:
Washington
Post

Voice Leading

I, V, and vi
until
Subverted
% Expectation!
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SOUSA:
Washington
Post

Loras Schissel,
Sousa Scholar

The United States
Army Band
“Pershing's Own”



https://docs.google.com/file/d/1ZY11ktdu5pbn1YzkboBG23GWGz7dl41w/preview
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Pulse: Tempo/Rhythm/Meter \

Accuracy of Metric Modulations

Emphasize Strong over Weak Beats?

How flexible are Tempi?

\ Mensuration
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CUONG:
Moth

Consider

How does
tempo affect
the perception
of details?

DR
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Edited by
SOULIMA STRAVINSKY IGOR STRAVINSKY
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STRAVINSKY:

Tango

Consider

How much
flexibility does
the composer
allow?

O 0
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Melody \

Ornaments versus dictated rhythms

Vibrato: con and senza, depth and speed

Trills: distance and speed

AN

DN 35




N

Melody \

Non-Chord Tones: what'’s their role?

Sequences: emphasize each restart?
Repeated Phrases: are changes possible?

\ Surface Rhythms: always played exactly?

NN 36
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Melody \

Releases: is the J release convention used?

Line: short seeks long? sustains versus
moving notes? ascending versus descending?

AN

N 37




“As arule, crescendo is used for
ascending passages and diminuendo
for descending ones |[...]. This rule shall

be observed as well when the composer
did not indicate such way of execution.
Where else he wishes the opposite
effect, the composer shall undoubtedly
indicate that.

38



BARNES
CHANCE:
Variations on a
Korean Folk
Song

Consider
Break or no
break?
ED‘ ~Pice. Vibrato on Melody versus Inverted Pedal Point?
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DAUGHERTY:
Bells for
Stokowski

Consider
Balance
Ornaments
Register
Vibrato
“Freely”
“Expres.”

Percussion and String
Bass not pictured

O O O
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/AN .
Timbre/Texture/Forces \

Color how do the choirs blend?
Timbre brassy? nasally?

Orchestration edits are idiomatic in marches

fL

N Jns




FUCIK: The
Florentiner

Consider
Orchestration

Form > Pulse

Dynamics
Harmony
Vibrato

Subverted
Expectation



https://docs.google.com/file/d/1ngQ9roPhYriSiljPBY8x19tbyWgMLTDn/preview

How do you interpret >?

John Barnes Chance

Howard Hanson

Vincent Persichetti

Each note should be accented as it is attacked, but not
shortened ... except in certain music where this has
become a stylistic convention, as in traditional
marches...

...a simple accent on each note, also the separation of
one tone from the next, non-legato.

Sharp attack and tone held.

43



How do you interpret A ?

John Barnes Chance

Howard Hanson

William Revelli

| have always employed this mark to indicate that a
particular note should be projected dynamically above
its surroundings by accenting it for the whole of its
duration (not just its attack)... this is evidently a purely
personal eccentricity...

This marking means a “bell-like” attack. Considerable
decay after attack and marked separation between
sounds.

Sharp accent with tongue. Firm, no diminuendo.

44



“All of the above \

[articulations] depend
upon the character of the

music of which they are a
part.”

o /
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“The interviewer then added this elling posttude: “*Amen? 10 those
sentiments, I said. And as I Tooked at John Philip Sousa there were
tears in his eyes.”

ESSAY ON
“THE STARS AND STRIPES FOREVER”

“Hurnah for the lae of the fros!

m. 7,8: Articulate the woodwind passages with great clrity and
clogncs. Inim. . wai o play he grce ot s 25 posible,and
then e uickly and lightly. “The note to which i is attached
Should be mlﬂy elppod i lengh

5 ERRANNGT O IR

(Both times)
Pick-up Nnus While marked marcato, these should .umn given
a

22 (which i Contusion
often arises between accent and marcat marks since. Sonca sme.

counter-balance 1o the low register, war-like mood of the break-up
st The econd o e on 1 exact ot o he bt scae
again providing enonmous compositional contrast, and
g p th inviabl ~grnd" fnal etun o he il melody

PERFORMANCE SUGGESTIONS
“THE STARS AND STRIPES FOREVER”

INTRODUCTION

(e st strai s siking for Sous,since it i cight bars con-  Contemporaries of Sousa decribed is performances s tiling,

n‘lxl!m busle, compleiy ad actvity. Hamony ch

and the final grandiosos as “giving goose bumps” and “m: mking el
i stand on end”. Ifthe s pardon a sports analogy,

b
esing ol aring i .12 on 3 e i march may b lkened (04 coseh diagramming 3 play. e

Moo :r.om The inalcight bars provide eif, They consist o a

“The brand new Sousa march, however, was quite an event
Itwas excellent. It reated a furor: None of us were satisfied until
he band, good-naturedly enough, had played it three times over.
1 predict its popularity.” . Raymond Parke in the Philadelphia
Tiem, May 15, 1897.

ces that hs atended st prodoction” e sald: *1 beiieve
is. perhaps, better developed than any

ofis llmltre.mzn

clean-cut. The whole process s an exacting one. There must be
2 peiody whch oppa 1o the macal end wompaion ot
There must be no confusion in counterpoints,  The composer
must, 0 be sure, follow accepted harmonization: but that is not
enough. He must be gified with the ability to choose here and
there, 10 throw off the domination of any one tendency. If e is

called purist in music, that tendency will rule his marches
ll imit their appeal.

How are marches written? 1 suppose every composer has a
somewhat similar experience in his writing. With me the
thought comes, sometimes. slowly, sometines with euse and

apidity. The idea gathers force in my brain and takes form not
oty meladicaly but harmanically at thesame s It mst be
complete before 1 commit it 1o paper. Then I instrumen it
cccording 1o the foct i equies

John Pip S, Maching Ak

one finds the bass line in the third and fourth measures of the first
in (1nm.7,8) tuens out (0 recur a i -

ond s melody(n.23.23). Lest he el ik we s s
o m Is uslnaing 1 discovet that Souse
ded i ceebratd b e e e b muny fully scored the
march for
he work, It s reasonabl assumption that his goal was greater the-
matic unity.

similaites. ‘The doued quartrfeighth myu.m that pervades the sec-

reased melodic activity (mr
66,67, 6 n the rio). Both have similar chordal lincs inth tubs st

53,54

e Pl E By
Wesrvle. Ol Ity Pres, 1994

It

the ). And sikinl. il o s of b iy o
cal cadence:

are twice fore-

agenda of the-
contrapural

of any foot-tapping Sousa march lurks an artful hidd
matic evolution, plus masterful schemes for harmonic,

“There is far i
is obvious at first glance, and a crat far decper than Sousa’s popular
reputation for good tunes and jaunty rhythms.

M s e i S St i

the dogfight
mamw i caie mocve n th bt e e 3335 1 h
62:66 i the trio) this bat-
e scene (mm.72, 73) are reminders of the disjointed octaves of the
second strain (mm. 22,23).

“This “batile interlude’” also provides strong thematic and thylhunic
‘contrast o al tha has come before, and._provides a dramatic buildup

the “greatest ale. Itis
piece of music ever writien by an American composer.” and  relationships.
Siipes Forere” cetanly provids an excllent opportuity 0 study
symme- AU : e added ies of the rising picco-

ol
wies. In ) gl ks sch of e ivo
major sections: Inroduction, First Stain, Second Strain, Trio and
B Swsa, by wing il e, tamacta e shytinic
connections. Along the way, the music abounds in artul composition-
o conence s e i e o pemoniication of e seon
sle Thas In Souse's hands,an ooy millary march is -
formed it delciouly ayred “min” ymphosi fom, oe it

of his sophisticated musical training and his - sirong
desi or dnmy of expression,

THEMATIC UNITY

e would suppose the introduction might be the first thing
compose woul witefor 8 e, Notwih Sous. I fc.
was often his practice 10 compose the first part The reason is
simple:he waited until everything else was e ad e e

busier”
i et pm\m a per(a:l ‘match for each other. In its

sccond srin. The trombone
where.
tune (m. 99, for instance). He al the end of the dogfight
105109, s el s <xactly quning he e of e second s
(.21, 109, 20d beat,
and m. 110).

is even richer in details found else-

RHYTHMIC UNITY

T emone beleves marches ae itnded for marching—o be

pulsc of the music. Sousa charmingly and playfully transforms the
nonmal st paterms of his mrches,constandly alring the cxpet

“The introduction toThe Stars and Stripes Forever” s a case study
of Sousa’s use of the four bar intro 4 a concise overture, every note
predicting something to come. ‘The fiest measure combines an impor-
tant motise of the o with the rhythm that opens the second sirain

secor irectly quotes measure 51 of the tro. The third
bar is drawn from the dogfight. 1t simply inverts the pattem of mea-
sures 80 and 81, using the pitches of the last four bars of that section
(mm. 91-93).

firight” pulsing within the
it raiously e " s0d
"o e, Beyond . e crates ot div uperimpose.
prcssion of shotct o longes messores on 0p Of & gl o
o b e et thythm, The results of these
ranks are doscing, simulating o xchanin, a et For hose i
teners who do not have (o march in step!

fixed two beat meter, thus ma

i musi-
T each messars, vl conmcied, s 8
“The first steain abounds in thythmi

ol s tht e e
tly different charactr.

SOUSA CE! TENN!AL EDITIONS

Th(u new Willow Blossom Music editions of the music of John
Philip Sousa are called *Centennial Editions”. They celebrate.

oton Pl Sasa. bom Noverber . 1354 et bisaxlcd
on it sarling quicknes, In 1880, age 2, b becam con-
Gucor of i U. S. Marine 2 years he vasly improved

tide of “The March King". Sousa went one beter with the formarion
of 592, whi i acchim.

USA’S STAGING OF
“THE STARS & STRIPES FOREVER”

Aternatives oe the g drop I the sudoriom lacks safficion
vertical space (o hide the lag away from the audienc
U he siege rchanis has o aaiibe Oy bons, e s several

placing five notes squarely on the back beat, played open and rudi-
mentally, and then moving the back beat forward 10 a inal 6th stroke:
 res anexcling hyini secstion. This s -

cially the case in the "Sas and irips Forovr”sine Sousa
mployed his usual pair of trumpets o double the horns' nlluhum

In the New Sousa Band, especially when the woodwinds are car-
This

technique is used in the quiet strains of the marches, to enhance both
color and balance.

BASS DRUM
ble moving inner beat rhvthm acainst a huse sustained sea of brass
the pulse. The lilting four beat idea reprises, and
‘mix-ups” retum again, bringing the losc. This  The Second e fi |Iu'.::;v=n

n becomes a thythmic pivot that allows Sousa the option of  in Sous perfm!lnmx: thee 24 brs wereusd 0 parnde

setting things straight by repeating back to the strong “one” pulse that

o the front
begins thi sirin, o sliping casly on o the next, where his main_but swongly visual mm.m dnmmmn v.. ol huge b m

Tubasand BarfSax: Play e o lghty, am.l very oo, ol
ing in one, but each note carefully clipped. B

by S He performed these clim;

retard 50 commonly heard in this passage was detescd
actic measures stritly in tempo,

i i Sidmcs (imeni 53 54 and 109110 a2 e a0 ping the doned quarr ot for full valoe. The eghth ot wers

solo line, and every fime it appears in

Horns:
notes on the lte sde, and then hurried, ariving exactly on beat
The quarters that follow were light and cleanly clipped at the end.

Harp: To help the harp solo penetrate through the band texture,

of whi ediion.
dnsiy (axd s volume) 0 the rpeggio by icrasing he number
of s pe i 1 o 6 of st S s Hp

are shown in the

BREAK-UP STRAIN
(Both times)

Piccolos: 1 the piccolos are playing their solo i front of the band,
they should be tace for both dogfight strains. Ifthy are playing te
solo standing at their seats, they may play the stain, standing at m.
with instruments up in silent playing position. In this case, they od

played more gently, gracefully flipping down to the more weighted
tone of the dotted quarters which follow.

m.91

FIRST GRANDIOSO

‘The strain is marked piano throughout, but it should be
1 bal

Pyt i Inv:lylm musial presence and taseful balance.

ic breath accents in the melody should again have

crphais, Do act wery xcssively sbont covering the iccolo!
They willbe bead, e the redced archestsion the s o ow eg+
ister melody, and doubling of the piccolos, allows them o easily soar

B e e ol o raver over the rest of the texture. Allow the ubas (0 play their part with

i portion of

\\mnlly oo egulr piceolo player) should play the high

entire - oid-
150 by cxccsive bigh ok doubling, (See sl
" Saging Information fo iccokos urheron n these NES).

one.

The Piccolo Solo: Sousa conceived his famous piccolo solo for an

flute and piccolo playels sy Surs and Stipes on Db pccolos

bals:
the edge of an uptumed cymbal with a bass drum beater.

Articulation: The Sousa Band played each of the numerous mar-
cato quarter notes in a careful and staccato style, with neatly clipped
anticulations.

Performing the St n C piccolo is tricky
indeed, I the € picso Iney Sl b ot e i
cult than the key of G for Db piccolo. In Ab, the passage is

s popperd
with high Ab's, a nnlunnu:ly reluctant pitch on any piccolo. To phy

ment the high Ab fingeing by adding the 2nd and 3rd fingers of the
nghl hand. Ald nm:. it secmsa it awkward. he Eb 0 F il st

m...a  fnge: 2nd, 3nding r-n;m and 4th fmgem No other finger-

s il The Db 0 Ebwil

same instrument, thus without any

oo by foger -
I

Style: The marcato quarter notes found throughou this stain are
also always played staccato.

m.79: Notice the tight voicing of the half diminished seventh
chords at this spot. The sound and “bounce’” of this passage is analo-
‘gous o hiting all of the pitches squarely and forcefully on the piano,
“The greatest sound and aceent should come on the irst chord (down
beat of m’s 79 and 83, and §7-90),

or s or 5's, acconding o the performance tempo. Al ills begmfm
the lower note. Do notuse any “false fingerings” for such passages as
¥ i

the lower

piccolos of

i
the natural brillance of the upper octave. - Double tongue all cighth
e ove o siam of s, Py the long Eb il o ho e o he
sollo very evenly, with an identic

b, coservig e dong the i 0 e will e cnugh
for a strong flourish on the final Ab. It is worthwhile for al piccolo
players to memorize this music. They will use it “forever”

al durations for the bottom and top

Nate: Since this ediion s ased on piches and il usd by the

ry
Itis however very similar
po be also be presumed to have been approved by Sous

ar o Sousa’s rchestral version. This edition

cal etals.

drum s suggested that the snare drum use light, but very
stroke ol undemeath the piccolo solo section, rather
llows

e ol o mployed the sccond time. “This allows the

drum part 10 lock in with the piccolo’s "4 10 a beat” subdivisions.

The principal commadity Sousa sold was pride in America and

HlS;I,'ORICAL BACKGROUND

American i D o s o, Aneicun s on vord  biographer, Paul Bierly.
“So"| . the ini- ible ex
o et comiy. g T ] WSS
‘THE ARRANGERS INSTRUMENTATION

EARLY TWENTIETH CENTURY PERFORMANCE STYLE

that

clear-

Sousa’s mind as he composed,

in realizing pol Sousa’s music, s well s for performing

other classical his period.

SOUSA’S MARCHES, AS HE
CONDUCTED THEM
Sousa conducted his music with his own players morc often than

ny composerin history. When he wrote a new march the published
e thickly orchesiated with outdoor marching in mind.

of Sousa’s “changes". The marching band edidon; s il s
doubled, i for

lhnckly orchestrated and but the concert version,
indoo performase, ad publhod n lrge pars ¢ e rm.u o the
“The Free Lant

ol i S ik “performances.  The process also
concert music, Sousa often added dou-
Dings when the band played out o doors

FINAL GRANDIOSO

Melodic Instruments: Begin cach slur with a firm attack. Strictly

Snares: In today’s dnunmng. m: e of wadiiona gu snares of

Wi stars o "o s Condacren i the cffort
equied 0 il Gt vares for Sousa marches and other traditional

eight bar phrase each time, sustaining the line with rich

the end of the phrase. Comets radiionllyake e upper iah Con

109. Sousa almost never performed “The Stars and Stripes Forever®
s the last picce on the program. Today, however,since this work is
now most often performed last, when fatigue has taken a tol, comets

aricher tone quality, better musical

tlnd, and ind it much casi to maisin ‘oo sary deum balaes,

Gut snares more naturally match the tone quality of the other pitched
3 P

should be cautioned 10 take the upper C only when they feel sccure.
comet inonaont volume. s the ke 0.3 bl and
inspiring finish to “The Stars and

‘Trombones: This famous counter-melody wis played n 1 very

o phrasing ased by Sousns ey

humidity changes that years ago contributed to their fall from grace.

size: Ideal snare drom dimensions for Sousa marches are

14" 1fa xkew snare drum is not b, uy doubing 8 6
Tti e rt snare drum (played liguty)uith im. The
parade drum alone may sound 100 “thick”, but a :lu:inlly balanced
combination of both may be mnr.cmy “Since 8" X 14" concen

style (o those in Sousa's era) arc once more becoming. uvul.lb{e. con-
dictors may wishio vt s opion. These e ]
also

Socentsare r o vry efecive n mich oher ko
music, s wel 2 forus n many of theconcert ban clsscs -
ing World
Tubas: Shoukd popel Sousa’ fnal Grandiosos with the greates
' acting as a clearly dru Rolls: I s were played "o
than closed. il doued o croving opon.

— . N
USE OF PERCUSSION IN
SOUSA’S MARCHES

SNARE DRUM

snare drum has changed more rudically.both in sound and
pitch-during the twenticth hcentury than any othr band or rchestal
instrument.” The head tension is greater, roducing s sound.
"The ptch has isn. Heads have sencrlly changed rom i wsyn-
thetic material. ‘The snares have evolved from gut o wire,or vy
of esle,lof which hve il rable tonal brightness to e
imming, the instrument has also become mor

mmuw in dtplh imparing s higher esooan pvlch During the 1930

nmon, At
it " of skine o Eut amaes were used,
Today the 6 112" drum (o shallowe) with ploc s, s s
snares have become standard,

f one wishes (0 hear the snare drum as Sousa characteristically

Hcpful. The rewards for ths ffort will be & more natutal cnsermbie
balance,

e Heads: I sk heads are mot avilable, specilly for the bater
ad, modem synthetic heads (heads with spun laminated polyesier
(lr.uulx) produce a ot it most closely matches the original skin
These heads are sold by such brand names as “Fibreskin 2 or
oy bleldel plastc heads work very cifec-
ks TS e e o e practical, allowing the
esonant pitch and tone of the drum 10 blend with the French homs
father i withthe trumpes, Since tis lck of enion lowers the

mont abvays m o ot the harmonized e b syt of
the French homs, or to emphasize important cadeatial passages by
focus his

ings inth sound that allows the harmonicpichesof the band 10 cary
through. Conversely, modern closed rolls are opaque in sound, tend-
10 10 Goer s oprat o

Specia The rolls found in the f
of*“The Starsand Stripes Forever,” and in many other Sousa marches,

mis gl skt as strting on the upbeat, having one-
Tl bt n oo, and rsolving on the folowing beat,

i suoke roll”. Af march fempos of 120130, the sindard five
ke ol do ot have st begin on the upbeat and
v o e downbeat. Likewie the soven ot roll, when played
openin e Sow style, has to0 much duration, and must begin carly
(before the upbeat) in orde (o fnish on time.

“The six sroke oll has been given a varity of names. Some
ersieertoitas a lam ive”. Howeser, tha erm can be i
since the first note is not a grace note of a flam, but i a single i
played with the same volume, duration and inensity as the restof the

ol This techniaue takes Grne 80 mester but thes the focke of o




biog‘aphy

Marie A. Douglas (b:1987) Ko b b i e e

within her works for various ensembles. Her amrangements focus ca affording quality voice leading, memorable

rhe |t+xm and um:]ue xml interests \rure for musicians at all levels ¢ performance. Marie is inspired by the
A posers such as R. Nathaniel Dett, Quincy Jones, Duke

Baulanger and many others. Marie enjoys arranging and

Musi
Marie enjoys meeng and biyering genres and textures to inject
excitement into pieces intended for concert performance. Marie is
an active conductor, ¢ composer, and arranger. She is presently a
udent at the University of

e studies with Kamran Ince and Mahir Cetiz

Memphis where s

Prog'3m Notes

Big City Lights is a piece for wind hand, inspired by the Hip-Hop sub- genre “Trap Music® which finds its roots i

rhe compaser’s hometawn, Alanta, Georgga. The atonal perr |'|'x-\ an electronic acc ampmumrt aspect as well.

Other production tactics travel through the ensemble as well. Certain aspects of the orchestration are mitating

astomation, which places the scund exchusively in different spots of the ensemble (specifically an the left or right of f
the conductor). Sudden and gradual ensemble crescendos and dovetailing of £ mebodies imitate low and high pass

lume knobs. Additionalky, the piece aims to give the performens and audience a peck into a day in the life

of an Atlanta resident.

The pnekrrn w«hlhe'x Jw F\m-d It Lit!!" sec ,ruh»hmludr hvn ssimo enhnn:l(rsr) curring

rform nvuthrhrrhnne sen-ien" hnrru ncl wait’,
Fe
. The *lasa Vibe" section s much slower and intends to depict a night out an the tawn with friends,

enjosing the city lights and the slightly slower paced emvironment

ek it

hey e re the Atlanta

Tar a shoet penod, we return to “Its Lit!t” followad by *Chopped and Screwed,” which is 3 halftime recapitulation
of the main themes. “Chopped and Screwed” is 3 famous D) style where 3 song is slowed down tremendausly. The
piece closes cut with cne final retum to the orignal marking of “it's Lt". Cnjoy a day in the life of an AtLien  with
“Big City Lights"

=% S

“The timpani performs... 808s, while
the tubais... synthesized bass; the
combination creates an often utilized
distortion technique.”

“...has an electronics component...”

“..imitating automation, which places
the sound exclusively in different
spots in the ensemble (...left or right of
the conductor.)”

“Sudden and gradual ensemble
crescendos and dovetailing of
melodies imitate low and high pass

filters and volume knobs.”
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Markings

BOOSEY & HAWKES Q.M.B. EDITION No.501

FIRST SUITE IN Eb
for Military Band

1. CHACONNE

Allegro moderato I

IMPORTANT NOTICE
The unauthorised copyin
of the whole or any part o

this publication is illegal

GUSTAV HOLST
Op.28, No.1
revised and edited by
COLIN MATTHEWS

C Flute & Piccolo

1st & 2nd Oboe

EbClarinets

Solo Bb Clarinet i 3

1st Bb Clarinet |{igss

2nd Bb Clarinet [{ifas

3rd Bb Clarinet [fif

Bb Bass Clarinet

Ist & 2nd Bassoon
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C Fl. & Picc.

»

&

Ob.

Solo Bb CI.

>

Ist Bb Cl.
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nd Bb Cl.
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0
»'s

3rd Bb CL.

a2
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Bb Bass C1. | —Flp A ——F
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Resources

Don’t forget to consult the front matter of the score and composer websites!

Battisti, Frank L., and Robert Joseph Garofalo. Guide to Score Study for the Wind
Band Conductor. Meredith Music Publications, 1990.

Blum, David. Casals and the Art of Interpretation. University of California Press, 1980.

Green, Elizabeth, et al. The Modern Conductor: A College Text on Conducting Based on
the Technical Principles of Nicolai Malko as Set Forth in His the Conductor and His
Baton. Pearson Prentice Hall, 2004.

McBeth, W. Francis. Effective Performance of Band Music; Solutions to Specific
Problems in the Performance of 20th Century Band Music. Southern Music Co, 1972.
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Resources

McGill, David. Sound in Motion: A Performer's Guide to Greater Musical Expression.

Indiana University Press, 2021.
Anthony O’Toole’s YouTube Channel

Poli, Roberto. The Secret Life of Musical Notation: Defying Interpretive Traditions.
Amadeus Press, 2010.

Schuller, Gunther. The Compleat Conductor. Oxford University Press, 1998.

Thurmond, James Morgan, and Weston H. Noble. Note Grouping: A Method for
Achieving Expression and Style in Musical Performance. Meredith Music Publications,
1991.

N
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vietpcuong@gmail.com
tehrlich@utexas.edu



