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SEVEN CONTEMPORARY ETUDES FOR BAND: AN APPRAISAL 

OP SOME AVAILABLE INSTRUMENTAL ETUDES, THE 

DEVELOPMENT OF AN INSTRUMENTATION 

SCHEME, AND SPECIFIC PROCEDURES 

USED IN THE ETUDES

CHAPTER I  

INTRODUCTION

This work grew o u t of th e  o b s e rv a tio n  th a t  in  th e  

r e p e r to r y  of band l i t e r a t u r e  th e re  ia  an ap p a re n t la c k  of 

s tu d ie s  d es ig n e d  s p e c i f i c a l l y  to  t r a i n  young m u sic ian s  in  

some of the d i f f i c u l t  and o f te n  u n fa m il ia r  tec h n iq u e s  i n 

v o lv ed  in  the  perform ance o f contem porary m usic .

I n . th e  co n te x t o f m usic h i s to r y ,  th e  c o n c e r t band 

as we know i t  to d ay  i s  a r e l a t i v e l y  new perfo rm in g  ensem ble , 

and f o r  th i s  re a so n  a la rg e  p a r t  of i t s  l i t e r a t u r e  i s  p ro 

v id e d  by a c t iv e ,  p re s e n t-d a y  composers w r i t in g  in  modern and 

in n o v a tiv e  s t y l e s .  In  th e  e a r ly  days of th e  band movement 

i n  America th e re  was a s c a r c i t y  of c o n c e r t m usic f o r  band , 

and many con d u cto rs  and a r ra n g e rs  r e l i e d  on symphonic l i t e r 

a tu r e  r e - w r i t t e n  f o r  band perfo rm an ce . Because th e  band was 

new and th e r e fo r e  la c k in g  in  the  p r e s t ig e  a s s o c ia te d  w ith
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th e  symphony o r c h e s t r a ,  th e  more prom inent composers were 

n o t v e ry  i n t e r e s t e d  In  w r i t in g  o r ig in a l  m usic f o r  band* In  

re c e n t  y e a rs  th e  s i t u a t i o n  has become r a th e r  th e  rev e rse*

The symphony o r c h e s t r a  r e t a in s  i t s  enoraous p r e s t i g e ,  b u t 

to d a y ’s com posers, and e s p e c ia l ly  th e  younger o n es , re c o g n iz e  

t h a t  most of th e  o r c h e s tr a s  a re  so c lo s e ly  lln lced  to  th e  

m usic of th e  p a s t  t h a t  o n ly  a sm a ll p a r t  o f t h e i r  tim e can be 

d ev o ted  to  th e  r e h e a r s a l  and p r e s e n ta t io n  of new co m p o sitio n s . 

So i f  a  composer i s  I n te r e s t e d  In  v /r l t ln g  f o r  a la rg e  en 

sem ble, i f  he i s  i n t e r e s t e d  in  re p e a te d  perfo rm ances of Ills  

work and I f  he i s  i n t e r e s t e d  in  i t s  p o s s ib le  p u b l ic a t io n ,  he 

w i l l  p ro b ab ly  w r i te  f o r  th e  band and n o t f o r  th e  o rc h e s tra *  

Lacking th e  la rg e  t r a d i t i o n a l  body of l i t e r a t u r e  

w hich b o th  b le s s e s  and encumbers th e  o r c h e s t r a s ,  th e  bands 

p la y  m o stly  new o r r e l a t i v e l y  new m u sic , and th e y  approach  

new m usic e a g e r ly  and w h o le h e a rte d ly  and consume i t  in  g r e a t  

q u a n t i t ie s *  C e r ta in ly  n o t a l l  o f t h i s  m usic i s  of the  

h ig h e s t  q u a l i t y ,  b u t th e  s ta n d a rd s  have r i s e n  r a p id ly ,  and 

more of our com petent and re s p e c te d  com posers a re  i n t e r e s t e d  

in  w r i t in g  f o r  band th a n  ev e r  b e f o re .

T his developm ent has c re a te d  problem s of perfo rm ance. 

Young, in e x p e r ie n c e d  m u sic ian s  a re  now b e in g  ask ed  to  p la y  

complex con tem porary  m usic w hich th e y  a re  n o t alw ays te c h n i 

c a l ly  a b le  to  p e rfo rm . In  a d d i t io n ,  th e y  la c k  a  s u f f i c i e n t  

t h e o r e t i c a l  background and knowledge o f tw e n t ie th  c e n tu ry  

m u sica l s t r u c t u r e s .  The problem  i s  th e r e f o r e  tw o -fo ld ;
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c e r t a i n  te c h n ic a l  d e f ic ie n c ie s  i n  p erfo rm in g  th e  m u sic , and 

a f a i l u r e  to  u n d e rs ta n d  what th e y  a re  p la y in g  or why i t  i s  

w r i t t e n  as i t  i s .

There a re  o n ly  a few method b o o k s, s tu d io s  o r e tu d es  

d i r e c te d  tow ard  th e  perform ance of contem porary  m u sic . Some 

of th e se  w i l l  be d is c u s s e d  i n  C h ap te r I I .  For many i n s t r u 

m ents th e re  i s  n o th in g  a v a i la b le  w hich can o f f e r  any a s 

s i s ta n c e  in  so lv in g  th e se  perform ance p ro b lem s. For the  

m ost p a r t  th e  s tu d e n t  i n s t r u m e n ta l i s t  has a v a i la b le  to  him 

o n ly  t r a d i t i o n a l  e tu d e s  and s tu d ie s  b ased  on e ig h te e n th  and 

n in e te e n th  c e n tu ry  m u sic . There a re  a  few woodwind s tu d ie s  

th a t  a re  b ased  on e a r ly  tw e n t ie th  c e n tu ry  F ren ch  im p re ss io n 

ism , b u t th e se  do n o t p ro v id e  a s u b s t a n t i a l  background f o r  

a  s tu d e n t  c o n fro n te d  w ith  to n e -ro w s , extrem e ran g es  o r r a p id  

changes o f m e te r . A t r a d i t i o n a l  e x e rc is e  made up of a r -  

p e g g ia te d  t r i a d s  in  a m ajor key  i s  o f l i t t l e  h e lp  to  a  s tu d e n t  

c o n fro n te d  w ith  a to n e-ro w  c o n ta in in g  odd p a t te r n s  and w ith  

no key c e n te r .  An e x e rc is e  i n  |  m e te r , even though i t  may be 

v e ry  complex rh y th m ic a l ly ,  i s  n o t th e  t r a in in g  m a te r ia l  needed 

i n  o rd e r  to  p la y  m usic w hich r e p e a te d ly  changes m e te r . S tudy  

l i t e r a t u r e  and perform ance l i t e r a t u r e  need n o t and in d eed  

sh o u ld  n o t be d i s s o c ia te d .  Yet th e re  i s  l i t t l e  r e l a t io n s h ip  

betw een a KLose c l a r i n e t  s tu d y  and th e  band m usic of V incen t 

P e r s i c h e t t i ,  o r betw een an  A rban-C larke  tinunpet s tu d y  and th e  

band m usic o f W illiam  Schuman.

These band e tu d e s  a re  in te n d e d  to  h e lp  b r id g e  th e  gap



betw een th e  s tu d y  m a te r ia l  t h a t  a s tu d e n t  p r a c t i c e s  and th e  

l i t e r a t u r e  t h a t  he i s  o f te n  c a l le d  upon to  p erfo rm , a purpose 

t h a t  cou ld  be m ost e f f i c i e n t l y  accom plished  by composing en 

semble s tu d ie s  r a t h e r  th a n  I n d iv id u a l  in s tru m e n ta l  s tu d ie s*  

Band r e h e a r s a ls  a re  ensem ble te a c h in g  s i t u a t i o n s ;  band d i 

r e c to r s  o f te n  do n o t g iv e  p r iv a te  l e s s o n s ,  and r e h e a r s a ls  a re  

n e c e s s a r i ly  le a r n in g  p e r io d s  f o r  th e  i n s t r u m e n t a l i s t .  What

e v e r  i n s t r u c t io n  th e  s tu d e n t  r e c e iv e s  in  m usic s t r u c tu r e  and 

th e o ry  must a l s o  be g iv en  in  t h i s  r e h e a r s a l  p e r io d .

The e tu d es  were composed in  v a r ie d  s ty l e s  u t i l i z i n g  

numerous contem porary  w r i t in g  te c h n iq u e s ,  and a co n sc io u s  

e f f o r t  has been  made to  c r e a te  p ie c e s  t h a t  a re  m u s ic a lly  

I n te r e s t i n g  a s  w e ll  as  i n s t r u c t i o n a l .



CHAPTER I I

AN APPRAISAL OP SOME AVAILABLE INSTRUMENTAL ETUDES

Because th e  c l a r i n e t  and trum pet s e c t io n s  a re  th e  

co re  of th e  b a n d ’s woodwind and b ra s s  f a m i l i e s ,  an i n v e s t i 

g a t io n  o f c l a r i n e t  and trum pet e tu d e s  sh o u ld  in d ic a te  what 

k in d s  o f s tu d ie s  a re  a v a i la b le  to  a l l  th e  many and v a r ie d  

in s tru m e n ts  of th e  band and w hether o r n o t th e se  in c lu d e  

s tu d ie s  h e lp f u l  to  th e  m u sic ian  in  th e  perform ance of con

tem porary  m usic . The in v e s t ig a t io n ,  th e r e f o r e ,  c e n te re d  on 

th e se  two in s tru m e n ts .

For the  c l a r i n e t  th e re  i s  one e x c e l le n t  s tu d y  book.

The T w en tie th  C en tu ry  C l a r i n e t i s t  by A llen  S lg e l .  (This 

book and a l l  o th e rs  su b se q u e n tly  exam ined in  t h i s  c h ap te r  

a re  l i s t e d  i n  th e  b ib l io g ra p h y .)  In  a d d i t io n  to  a s e t  of 

e tu d e s ,  th e  book in c lu d e s  in fo rm a tio n  d e a l in g  w ith  s p e c i f i c  

tw e n t ie th  c e n tu ry  c l a r i n e t  problem s su ch  as a u x i l i a r y  f i n g e r 

in g s ,  double  and t r i p l e  to n g u in g , f l u t t e r  tongu ing  and g l i s -  

sando . The e tu d e s  them selves ap p ro ach  th e se  problems d i r e c t l y  

and d e a l  w ith  them e f f e c t i v e l y .  There a re  s tu d ie s  on changing 

m e te rs , s tu d ie s  in v o lv in g  l a r g e ,  a n g u la r  m elod ic  le ap s  and 

s tu d ie s  In v o lv in g  a com bination  of th e se  two e le m e n ts . There
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a re  v e lo c i ty  s tu d ie s  in v o lv in g  some n o n - t r a d i t lo n a l  m eters  

such  as ^  and There I s  a W ebern-llke e tu d e . No. 8 , 

w hich c o n ta in s  g re a t  dynamic c o n t r a s t  and e x p re s s io n  combined 

w ith  an a n g u la r  m elody, and th e r e  a re  o th e rs  w hich s t r e s s  

t r i l l s  and d i f f i c u l t  f in g e r in g s  d es ig n ed  to  in c re a s e  th e  

te c h n ic a l  s k i l l  o f th e  more advanced c l a r i n e t i s t .

A nother v a lu a b le  s e t  o f e tu d es  I s  th e  Odd M eter 

E tudes f o r  A ll In s tru m e n ts  In  th e  T reb le  C le f  by E v e re t t  

G a te s . A lthough t h i s  s tu d y  book I s  In te n d ed  f o r  a l l  t r e b le  

c l e f  in s tru m e n ts ,  a p e rso n a l su rv ey  o f p erfo rm in g  m usic ians 

I n d ic a te s  th a t  on ly  c l a r i n e t i s t s  use i t  to  any g re a t  d e g re e , 

and so I t  i s  in c lu d e d  in  t h i s  rev iew  of c l a r i n e t  e tu d e s .

The G ates s tu d ie s  a re  concerned  p r im a r i ly  w ith  m eter and 

rhythm  prob lem s, and th e y  a re  q u i te  th o ro u g h  in  t h i s  r e s p e c t .  

But one of th e s e .  No. 17, i s  a l s o  a to n e-ro w  s tu d y  which 

d is p la y s  th e  tone-row  a t  th e  b eg in n in g  and d is c lo s e s  t h a t  i t  

i s  u sed  te n  tim es in  t h i s  e tu d e . The f i r s t  s e v e ra l  e tu d es  

in  t h i s  c o l le c t io n  c o n c e n tra te  on one o r two of th e  more 

common non-sym m etrlca l m ete rs  su ch  as |  and L a te r  th e re  

a re  s tu d ie s  w hich combine m ete rs  o r use r a p id ly  changing  

m e te rs .  A nother i n t e r e s t i n g  e tu d e . No. 14, g iv e s  th e  p e r 

form er two d i f f e r e n t  v e rs io n s  of th e  same s tu d y , one d i r e c t l y  

b e n e a th  th e  o th e r ,  m easure f o r  m easure . The f i r s t  v e r s io n  

c o n ta in s  r a p id ly  changing  m e te r s ,  w h ile  th e  r e - b a r r e d  v e rs io n  

d i r e c t l y  below i t  u se s  on ly  |  m e te r . Etude No* 14 concen

t r a t e s  on th e  dev ice  of hem io la  and i s  m etered  4  (g)* At
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th e  end of th e  book the  a u th o r  in c lu d e s  two famous m e tr ic  

r a r i t i e s ,  b o th  by G.P. H andel. The f i r s t  i s  a f lu c tu a t in g  

I  to  I  to  I  m e tr ic  scheme from  R in a ld o , and th e  second i s  a ^ 

to  I  m e tr ic  scheme from  O rlando. A f i n a l  example i s  th e  

famous I  movement from  T sch a ik o v sk y 's  Symphony ITo. 6 .

The fo llo w in g  c l a r i n e t  e tu d es  were recommended f o r  

I n v e s t ig a t io n  b e c a u se , by r e p u ta t io n  o r t i t l e  o r a d v e r t i s e 

m ent, th e y  a re  known as tw e n t ie th  c e n tu ry  or modern e tu d e s : 

S ix te e n  Modern E tudes f o r  C la r in e t  by P r a n t i s e k  Z ite k ,

48 E tudes f o r  C la r i n e t ,  Volumes I  and I I ,  by A lf re d  U hl,

16 E tudes f o r  C la r in e t  by Rudolph J e t t l  and Modern D a ily  

S tu d ie s  f o r  th e  C l a r i n e t , Volumes I  and I I ,  by Kalman 

Opperman. A ll  o f  th e se  e tu d es  and s tu d ie s  were found to  be 

d i f f i c u l t  and d i s c ip l in in g  f o r  the  c l a r i n e t i s t ,  b u t none 

were d i r e c te d  s p e c i f i c a l l y  tow ard th e  p a r t i c u l a r  problem s 

p re se n t in  con tem porary  m u sic . These s tu d ie s  were b a se d , to  

a g r e a te r  o r l e s s e r  d e g re e , on th e  co n cep ts  o f t r a d i t i o n a l  

rhythm s and to n a l  harm onic im p l ic a t io n s .

In  th e  c a te g o ry  of trum pet s tu d ie s  th e r e  a re  s e v e ra l  

w hich b e a r  d is c u s s io n .  11 S tu d ie s  f o r  Trumpet in  Op. 59 

by Oscar G eier i s  a  group of to n a l  s tu d i e s ,  b u t some a re  in  

n on -sym m etrica l m e te rs  such  as |  and No. 7 i s  a  changing 

m eter e tu d e , a l t e r n a t in g  betw een |  and g .

A nother c o l l e c t i o n  w hich c o n c e n tra te s  on m eters  i s  

Trumpet S tu d ie s  w ith  M o d ern is tic  Rhythms by A lb e r t M anein i.

I t  c o n ta in s  s tu d ie s  in  | ,  and S ev e ra l s tu d ie s
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■ u tiliz e  changing  m e te rs . A lthough th e  majority of th e se  a re  

t o n a l ,  Nos. 11 and. 24 a re  b -u ilt on th e  w ho le-tone s c a l e .

Eugene B ozza 's 16 E tudes f o r  Trumpet sho u ld  be 

m en tio n ed , though  th e se  a re  a l s o  to n a l  s tu d i e s .  T h e ir  v a lu e  

f o r  contem porary  s tu d y  l i e s  m ain ly  in  th e  rhy thm ic  problem s 

w hich th e y  pose to  th e  s tu d e n t .  Some o f th e  e tu d e s  a re  in  

some in  | ,  some in  changing  m e te r , and No. 6 , " R e c l t a t iv o ," 

i s  w ith o u t b a r - l l n e s .

As w ith  th e  group o f c l a r i n e t  s tu d ie s  p re v io u s ly  

e v a lu a te d  in  t h i s  c h a p te r ,  th e re  i s  one s e t  of trum pet s tu d ie s  

w hich  i s  c o n s id e ra b ly  more s o p h is t i c a te d  th an  a l l  the  o th e r s .  

T h is i s  th e  R hythm ical Sequences f o r  C ornet o r Trumpet by 

V lad im ir B laz e v ic h , o r ig i n a l l y  w r i t t e n  f o r  trombone and t r a n 

s c r ib e d .  These a re  a l l  to n a l  s t u d i e s ,  b u t t h e i r  rhy thm ic 

c o n te n t la  of v a lu e .  No. 2 u ses  a  combined 3 - 3  m e te r , and 

No. 4 u se s  an  a l t e r n a t in g  ^  to  |  m e te r . No, 7 uses a v a r i e ty  

o f t r i p l e t  f ig u r e s  in  a |  m e te r , and No, 8  u se s  a v a r i e ty  of 

t r i p l e t  f ig u r e s  i n  a changing  mete.r com plex. No, 10 u ses  

d u p le t  h a l f - n o t e s ,  q u a d ru p le t q u a r te r - n o te s  and q u in tu p le t  

e ig h th -n o te s  w ith in  an o v e r - a l l  |  m e te r . No, 12 u ses  t r i p l e t  

q u a r te r - n o te s  in  a  |  m e te r . Uncommon m eters  ap p ear in  some 

o f th e  o th e r  s tu d i e s ,  su ch  as  ^  i n  No, 2 0 , |  in  No, 21 and 

I  i n  No, 25 ,

I t  sh o u ld  be re p e a te d  t h a t  th e se  trum pet s tu d ie s  a re  

m e lo d ic a l ly  n o t contem porary  and t h a t  t h e i r  v a lu e  l i e s  p u re ly  

i n  t h e i r  p u r s u i t  o f rhy thm ic  s tu d y . None of them approached
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th e  m elod ic  a s p e c t  o f contem porary  m usic as w e ll  as th e  

p re v io u s ly  d is c u s s e d  e tu d e s  by A llen  S lg e l .

A seco n d ary  phase o f t h i s  i n v e s t ig a t io n  of i n s t r u 

m en ta l e tu d e s  d e a l t  w ith  oboe and trombone s tu d i e s ,  th u s  

b ro ad en in g  th e  su rv ey  to  in c lu d e  a double re e d  and a low b ra ss  

in s tru m e n t,  A most u n u su a l s tu d y  f o r  oboe i s  one by Samuel 

A dler e n t i t l e d  O b o ra tio n . I t  i s  w r i t t e n  f o r  unaccom panied 

oboe b u t may be p lay ed  w ith  E n g lish  horn  i f  d e s i r e d .  I t  

ran g es from low B to  E - f l a t  above th e  s t a f f ,  c o n ta in s  some 

changes o f m eter and I s  w r i t t e n  w ith o u t a key s ig n a tu r e ,  bu t 

th e se  a re  no t i t s  most d i s t i n c t i v e  f e a t u r e s .  I t  i s  s t a t e d  in  

a n o te  to  th e  p e rfo n n e r :

This i s  one o f a group of fo u r  s tu d ie s  • • • o r i g i 
n a l ly  w r i t te n  f o r  one p e rfo rm er who p la y s  f l u t e ,  oboe, 
c l a r i n e t ,  and b asso o n . Each o f them may be p lay ed  sim ply  
as w r i t t e n ,  by one p e rfo rm e r, o r by one p erfo rm er w ith  a 
p re - re c o rd e d  tap e  accompaniment of th e  o p t io n a l  i n s t r u 
m en ts , o r by a g roup o f p e rfo rm e rs , w ith  one or more 
p la y e rs  f o r  th e  p r in c ip a l  and o p t io n a l  in s tru m e n ts .  The 
second way, e s p e c i a l l y ,  i s  a v a lu a b le  a id  f o r  im proving 
in to n a t io n .  The s tu d ie s  may be programmed in d iv id u a l ly  
o r i n  a com b in atio n  w ith  any o r a l l  o f th e  o th e r  s tu d ie s .

I f  d e s i r e d ,  th e  oboe may be accom panied by an E n g lish  
h o rn  p la y in g  th e  same p a r t  (sounding  a 5 th  lo w e r) .  P o in ts  
a t  which th e  E n g lis h  ho rn  may p la y  or r e s t  a re  l e f t  to  the 
p e r fo rm e r 's  d i s c r e t i o n .  The p r in c ip a l  and o p t io n a l  p a r ts  
may be p lay ed  by more th a n  one p e rfo rm e r .^

Here th e n  i s  a  modern s tu d y  w hich g iv e s  th e  p e rfo rm er many

o p tio n s  as to  p e rfo rm an ce , th e re b y  making him aware of the

p o s s i b i l i t i e s  o f im p ro v ised  o r a l e a t o r i c  p e rfo rm an ce .

A nother I n t e r e s t i n g  and i n s t r u c t i o n a l  oboe p ie ce  i s

^Samuel A d le r . Ob o r a t io n :  S tudy f o r  Oboe Solo (v /ith  
op t io n a l  En g l i s h  h o rn ) , "(Eryn Mawr, : Theodore P re s s e r  
Company’, 1 % 5 ) ,
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S o n a tin e , Op. 59a f o r  imaccompanied oboe by Hans E r ic h  

A postel*  There a re  th re e  s h o r t  movements, th e  forma o f which 

a re  g iv en  a t  tlie  b e g in n in g . The f i r s t  movement i s  A-B~A, 

th e  second i s  theme and f iv e  v a r i a t i o n s ,  and th e  t h i r d  i s  

A-B"A-C-A. The composer a ls o  d is p la y s  th e  tw e lv e - to n e  row 

from  w hich th e  s o n a tin e  i s  made b u t does n o t show tra n s p o 

s i t i o n s  o r any o th e r  m a n ife s ta t io n s  o f th e  row, w hich makes 

i t  somewhat d i f f i c u l t  f o r  th e  s tu d e n t to  t r a c e  d e r iv a t io n  of 

th e  p ie c e  back to  th e  o r ig in a l  row. The movements them selves 

a re  l i b e r a l l y  s p r in k le d  w ith  many m ete r changes and a v a r i e ty  

of a r t i c u l a t i o n s .  G reat a t t e n t i o n  has been p la c e d  on s u b tle  

dynamic ch an g es . In  s h o r t ,  t h i s  i s  a  v e ry  m e tic u lo u s ly  

T /r i t te n  p ie c e  in  an u p - to -d a te  id iom .

I t  m ight be n o ted  h ere  t h a t  th e  E v e re t t  Gates Odd 

M eter E tu d e s , p re v io u s ly  m entioned  in  th e  d is c u s s io n  of 

c l a r i n e t  l i t e r a t u r e ,  would a ls o  be I d e a l ly  s u i te d  f o r  oboe 

s tu d y .

In  th e  f i e l d  of s tu d y  l i t e r a t u r e  f o r  trom bone, th e re  

a re  a t  l e a s t  f iv e  c o l le c t io n s  t h a t  have some b e a r in g  on con

tem porary  perform ance p rob lem s. The f i r s t  one to  be d isc u s s e d  

i s  S h i f t in g  M eter S tu d ie s  f o r  Bass Trombone o r Tuba by A llen  

O s tra n d e r , I t  c o n c e n tra te s  on th e  problem  o f s h i f t i n g  m eters  

i n  a v e ry  th o ro u g h  m anner. In  a d d i t io n ,  i t  g iv es  some in 

s t r u c t i o n  in  how to  re a d  th e  beams i n  d iv id in g  th e  m easure, 

how to  re a d  |  when i t  i s  d iv id e d  in to  fo u r  unequal b e a ts ,  

and how to  re a d  § when conducted  in  th r e e .  There i s  a ls o  an
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e x e rc is e  t h a t  I s  b a r re d  and m etered  in  two d i f f e r e n t  ways; 

one in  what th e  a n th e r  c a l l s  C la s s ic a l  n o ta t io n ,  which con

t a i n s  many changes o f m e te r , and one in  what he c a l l s  Dance 

n o ta t io n ,  w hich i s  a l l  i n  a l i a  b reve  tim e . In  b o th  v e rs io n s  

th e  a c c e n ts  a re  p la c e d  over th e  same n o te s .  The s tu d ie s  a re  

to n a l  and use  key s ig n a tu r e s  and d ia to n ic  m elody,

A s e t  of th re e  s tu d ie s  by D avis Shuman, c a l le d  Three 

G ym nastics f o r  Trombone, d e se rv e s  c o n s id e ra t io n  because the  

s tu d ie s  a r e ,  as th e  t i t l e  s u g g e s ts ,  q u i te  a t h l e t i c  and re q u ire  

much a g i l i t y  on th e  p a r t  o f th e  p e rfo rm e r. They c o n ta in  some 

la r g e  le a p s  (one i s  of two o c ta v e s )  and r a p id  changes o f me

lo d ic  d i r e c t io n ,  and th u s  would g iv e  some t r a in in g  in  p la y in g  

th e  o f te n  an g u la r  m elod ic  l in e  o f contem porary  co m p o sitio n s . 

They a re  w r i t te n  w ith  key s ig n a tu r e  b u t o f te n  c o n ta in  a s e r i e s  

o f ch rom atic  a l t e r a t i o n s ,

5 C oncert S tu d ie s  by F r i t z  R euter has an i n t e r e s t i n g  

f e a tu r e  n o t found in  any of th e  o th e r  trombone s tu d ie s :  th e  

use o f b roken  ch o rd s . In  No.IV th e re  i s  a fo o tn o te  showing 

t h a t  th e  n o ta t io n  i s  to  be ex ecu ted  in  a rp eg g io  s t y l e .  In  

No,V the  f i n a l  e ig h t  m easures c o n ta in  a d o tte d  rhythm  w ith in  

w hich  th e  p erfo rm er i s  to  p la y  b roken  chords in  tem po, on 

ev e ry  n o te  o f th e  d o t te d  rhythm . This cou ld  be ex ecu ted  on ly  

by a v e ry  ex p e rien ced  p e rfo rm e r, b u t i t  i s  n e v e r th e le s s  a 

l e g i t im a te  trombone te c h n iq u e , u s u a l ly  h ea rd  on ly  in  ja z z .

Advanced Method f o r  Trombone by V. B lazev ich  i s  un

d o u b te d ly  a very  com plete and th o ro u g h  method f o r  th e  more
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advancQd m u s ic ia n . I t  o f f e r s  l i t t l e  a id ,  however, i n  so lv in g  

th e  perform ance problem s o f  contem porary  m usic ex ce p t i n  th e  

a re a  o f changing  m e te rs .  In  most o th e r  r e s p e c ts  th e  s tu d ie s  

a re  t o n a l ,  d i a to n i c ,  and based  on t r a d i t i o n a l  s t r u c t u r a l  

c o n c e p ts . I t  does In c lu d e  some s tu d ie s  w hich combine changing 

m eter w ith  changing c le f  s i t u a t i o n s .

Advanced S tu d ie s  f o r  Trombone by Eauko K ah lla  has some 

i n s t r u c t i o n a l  m e r i t  in  contem porary  te c h n iq u e s ,  c o n c e n tra tin g  

on th e  te n o r  and a l t o  c l e f s .  I t  has s e v e r a l  s tu d ie s  which 

c o n ta in  r a p id  changes o f m e te r , n o n -sy m m etrica l rhy thm ic  

p a t te r n s  and a n g u la r  m elod ic  l i n e s ,  a l l  o f w hich would se rv e  

as p re p a ra to ry  work f o r  perfo rm ing  to d a y ’s m u sic .

The 26 Sequences by V. B lazh ev ich  ( s p e l le d  B lazev ich  

in  o th e r  e d i t io n s )  was d is c u s s e d  in  th e  m a te r ia l  d e a lin g  w ith  

trum pet s tu d i e s .  This o r ig in a l  v e r s io n ,  w r i t te n  f o r  trom bone, 

i s  e x a c t ly  l i k e  th e  t r a n s c r ib e d  v e r s io n  f o r  tru m p e t. I t  has 

much v a lu e  f o r  th e  tro m b o n is t as t r a in i n g  m a te r ia l  f o r  con- 

tempoi ’y te c h n iq u e s .

The c o n c lu s io n  reach ed  as a r e s u l t  o f t h i s  i n v e s t i 

g a t io n  of s tu d y  l i t e r a t u r e  f o r  th e  above in s tru m e n ts  i s  th a t  

w ith  one n o ta b le  e x c e p tio n  th e re  i s  no group o f s tu d ie s  th a t  

u t i l i z e s  r e c e n t  c o m p o s itio n a l te c h n iq u e s  in  a com prehensive 

way. The s e t  o f s tu d ie s  f o r  th e  c l a r i n e t  by A lle n  S lg e l  i s  

th e  e x c e p tio n . O ther s tu d ie s  c o n c e n tra te  on one o r two e l e 

m ents b u t do n o t b e g in  to  encompass th e  wide v a r i e ty  of 

d i f f i c u l t i e s  e n co u n te re d  in  to d a y ’s m u sic . The contem porary
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te c h n iq u e  most o f te n  found in  th e  s tu d ie s  examined was 

chang ing  m eters*  Very few  of th e  s tu d ie s  were a to n a l  to  any 

d e g re e . Change o f r e g i s t e r ,  dynamic c o n t r a s t  and uncommon 

a r t i c u l a t i o n s  were r a r e l y  e n c o u n te re d .



CHàîTER I I I

THE DEVELOPMENT OF AH IHSTRUMENTATION SCHEME

One aim in  composing "Seven Contem porary E tudes f o r  

Band" was to  w r i te  f o r  a  band in s tru m e n ta t io n  w hich  cou ld  be 

c o n s id e re d  a s  norm al a s  p o s s ib le ,  b u t n o rm a lity  i n  an  i n s t r u 

m e n ta tio n  scheme f o r  band i s  o f te n  a nebulous th in g ,  d i f f i c u l t  

to  co n firm  p r e c i s e ly  because  i t  i s  as changeab le  and d iv e rs e  

as  band co n d u c to rs  and com posers o f band m u sic . There a re  

s e v e ra l  somewhat s ta n d a rd iz e d  k in d s  o f b an d s: th e  m arching 

b an d , th e  c o n c e r t b an d , th e  symphonic wind ensem ble and th e  

European m i l i t a r y  b an d s . W ith in  each  of th e se  band types 

th e r e  ap p ear many v a r i a n t s .

As a f i r s t  s te p  tow ard a s ta n d a rd  c o n c e r t band i n s t r u 

m e n ta tio n , a group o f tw en ty -one sco re s  by tw e n t ie th  c e n tu ry  

American com posers was in v e s t ig a te d  in  o rd e r  to  d is c o v e r  how 

much v a r ia n c e  th e re  was i n  t h e i r  in s t ru m e n ta t io n .  The l i s t  

o f composers in c lu d e d  F re d e r ic k  Ashe, R obert R u s s e ll  B en n e tt, 

H erb ert B ielaw a, C h a rle s  C a r te r ,  Henry Lela n d  C la rk e , Henry 

C ow ell, R obert D i l lo n ,  P rank  E rik so n , V i t to r io  G ia n n in i, C esar 

G io v an n in i, Morton Gould, R alph  Hermann, Joseph  W, J e n k in s ,

W, F ra n c is  McBeth, V aclav H e lh y b e l, V incen t P e r s i c h e t t i ,

- 14-
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W alte r P is to n ,  H. Owen Reed, B ernard R ogers, W illiam  Schuman 

and C l i f to n  W illiam s»

S e v e ra l f a c t s  become ap p a re n t in  s tu d y in g  th e se  

in s tru m e n ta t io n  schem es. None of th e  composers use a D - f la t  

p ic c o lo  o n ly ; f i f t e e n  use  th e  C p ic c o lo  and s ix  have p a r ts  

f o r  e i t h e r  D - f la t  o r  C p ic c o lo .  N ineteen  o f th e  tw enty-one 

s c o re s  u se  th e  E - f l a t  c l a r i n e t .  The c h o ir  o f two a l t o  saxo

phones, one te n o r  saxophone and one b a r i to n e  saxophone i s  

a lm o st s ta n d a rd  f o r  a l l .  In  th e  case of th e  c o rn e t-tru m p e t 

p a r t s ,  e le v e n  sco re s  use  th e  same p a r t  f o r  e i t h e r  c o rn e t or 

tru m p e t, and te n  sc o re s  have s e p a ra te  p a r t s  f o r  c o rn e t and 

tru m p e t. None o f th e  tw enty-one s c o re s  a re  w r i t t e n  f o r  

E - f l a t  h o rn  o n ly ; th e  more r e c e n t  s c o re s  use  th e  P horn  o n ly , 

and e le v e n  s c o re s  a re  w r i t t e n  f o r  b o th  F h o rn  and E - f l a t  

h o rn . S ix te e n  o f the  tw en ty -one s c o re s  u t i l i z e  th e  s t r i n g  

b a s s ;  th e  o th e r  f iv e  do n o t .

The B asic S chool Band In s tru m e n ta tio n  as recommended 

by th e  American School Band D ire c to rs*  A s so c ia tio n  was con

s u l te d  as a more a u th o r i t a t i v e  s o u rc e ,^  T his in s tru m e n ta t io n  

s ta n d a rd ,  w ith  m inor changes, was a c c e p te d  by th e  Music 

P u b l i s h e r s ’ A sso c ia tio n  in  1963, The Music P u b l i s h e r s ’ As

s o c ia t io n  has a membership of some f i f t y  o f th e  l a r g e s t  

p u b l is h e r s  o f band m u sic ,

^Am erican School Band D i r e c to r s ’ A s s o c ia tio n , I n c . ,

m e n ta tio n  o f  1^'nd " k b l l ^  (C oncert S iz e ) ,  M ilton  A.
T re x e l ,  Chairman (Oklahoma City, Ô k la . : tw e l f th  Annual Con
v e n tio n , 1964), p p . 4 9 -51 ,
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Thô f i n a l  d e c is io n  f o r  th e  in s tru m e n ta tio n  of the 

band e tu d es  was based  on th e  f in d in g s  in  th e  tw enty-one sc o re s  

and on th e  B asic School Band In s tru m e n ta tio n  as recommended 

by th e  American School Band D ire c to rs  * A sso c ia tio n  and th e  

Music P u b l is h e r s ' A s s o c ia tio n . The fo llo w in g  i s  the  i n s t r u 

m e n ta tio n  u l t im a te ly  chosen*.

C P ic c o lo  
4 F lu te s  I  & I I  
2 Oboes I  & I I  
2 Bassoons I  & I I  
E - f l a t  C la r in e t  
4 B - f la t  C la r in e ts  I  
4 B - f la t  C la r in e ts  I I  
4 B - f la t  C la r in e ts  I I I  
2 E - f l a t  A lto  C la r in e ts  
2 5 - f l a t  Bass C la r in e ts  
E - f l a t  C ontraB ass C la r in e t
2 E - f l a t  A lto  Saxophones I  & I I  
B - f la t  Tenor Saxophone
E - f l a t  B arito n e  Saxophone
3 B - f la t  Trum pets I  
3 B - f la t  Trum pets I I  
3 B - f la t  Trum pets I I I  
2 F Horns I  & I I
2 F Horns I I I  & IV
3 Trombones I ,  I I  & I I I  
2 Euphonium
6  Tubas 
S tr in g  Baas 
P e rc u ss io n

The above In s tru m e n ta tio n  does n o t use any of the  

in s tru m e n ts  la b e le d ;  " o p tio n a l  acco rd in g  to  th e  w ishes of the 

composer o r a r ra n g e r"  by th e  American School Band D i r e c to r s ' 

A s s o c ia tio n .



CHAPTER IV

SPECIFIC PROCEDURES USED IN THE ETUDES

Each e tu d e  c o n c e n tra te s  on a s p e c i f i c  problem  p re se n t 

in  contem porary  m usic . Each c o n ta in s  a p a r t i c u l a r  compo

s i t i o n a l  d e v ice  o r tech n iq u e  v;hlch i s  p o in te d  out to  th e  con

d u c to r  in  th e  sco re  and which w i l l  a ls o  be p o in te d  out to  

i"he s tu d e n t  i n  h is  p a r t .  I t  i s  ex p ec ted  th a t  th e  s tu d e n t may 

have q u e s tio n s  i n  re g a rd  to  th e s e  d e v ic e s ,  and th e re fo re  th e  

co n d u c to r sh o u ld  s tu d y  th e  sco re  in  advance so as to  rev iew  

or in c re a s e  h i s  knowledge o f con tem porary  te c h n iq u e s . Thus 

he w i l l  be a b le  to  d e f in e  te rm s , answ er q u e s tio n s  and h e lp  

th e  s tu d e n t  lo c a te  th e se  d ev ices  in  th e  m usic .

Ho, 1; T w elve-tone E tude 

L ocated  a t  th e  b eg in n in g  of th e  c o n d u c to r’s sco re  i s  

a  page showing th e  o r ig in a l  row, i t s  r e t r o g r a d e ,  i t s  in v e r s io n  

and th e  in v e r s io n  r e t ro g r a d e ,  as w e ll  as one t r a n s p o s i t io n  of 

th e  o r ig in a l  row and i t s  r e t ro g r a d e .  The same in fo rm a tio n  

w i l l  be p la c e d  on each  in d iv id u a l  p a r t .  This i s  the  raw ma

t e r i a l  from  w hich th e  e tude  i s  made, and b o th  th e  perfo rm ers  

and th e  co n d u c to r w i l l  have i t  b e fo re  them . In  a d d i t io n ,  

ev ery  n o te  in  e ach  p a r t  and in  th e  sco re  i s  i d e n t i f i e d  by

-1 7 -
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number and by row form  as to  th e  so u rce  of th e  m a te r ia l ,  f o r  

example :

a  II ,0 <} g 7
- "  ^ __ q " -------

■p  f t  I ' ^  IÎ
i

This e n a b le s  th e  p erfo rm er and th e  co n d u c to r to  an a ly ze  any 

s e c t io n  o r p a r t  i n  th e  p ie c e  by t r a c in g  i t s  so u rce  from  th e  

o r ig in a l  row m a te r ia l .  The " F e a tu re s" ^  of t h i s  p iece  a re  

t h in  t e x tu r e  and h em io la , and th e se  sh o u ld  be looked  f o r  and 

d is c u s s e d  by th e  m u s ic ia n s . They w i l l  be l i s t e d  p ro m in en tly  

a t  th e  to p  o f each  p a r t ,  as th e y  a re  on th e  s c o re .  T his d i s 

c u s s io n  of th e  " F e a tu re s"  by m u sic ian s  and co n d u cto r i s  an 

i n t e g r a l  p a r t  o f  th e  e d u c a tio n a l  d e s ig n  of th e  e tu d e s .

The c o m p o sitio n a l s ty le  of t h i s  tw e lv e - to n e  e tu d e  i s  

somewhat l i k e  t h a t  o f a  l a t e  Schoenberg p iece  i n  th a t  a lth o u g h  

i t  i s  tw e lv e - to n e , i t  has one o r two to n a l  c e n te r s  or to n a l  

f o c a l  p o in t s .  The o r ig in a l  row i s  f i r s t  s t a t e d  m e lo d ic a l ly ,  

th e  f i r s t  f o u r  n o te s  by in s tru m e n ts  of low s o n o r i ty ,  th e  n e x t 

f o u r  n o te s  by in s tru m e n ts  i n  a h ig h  ra n g e , and f i n a l l y  the  

l a s t  f o u r  n o te s  a re  s t a t e d  by in s tru m e n ts  i n  th e  m iddle r e g i s 

t e r .  The row i s  n ex t s t a t e d  i n  th re e  chords by th re e  d i f f e r 

e n t  c h o ir s  of in s tru m e n ts .  T h is  i l l u s t r a t e s  th a t  th e  row i s  

u su a b le  b o th  h o r iz o n ta l ly  and v e r t i c a l l y ,  t h a t  i s ,  b o th

^The term  "F e a tu re s"  as  used  th ro u g h o u t t h i s  c h a p te r  
r e f e r s  to  th e  s p e c i f i c  l i s t i n g  of c o m p o s itio n a l te c h n iq u e s  
o r form s w hich ap p ears  on th e  sc o re  u n d er th a t  h e ad in g .
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r a e lo d lc a lly  and h a rm o n ica lly »  These two b eg in n in g  tre a tm e n ts  

o f th e  row a c t  as an  in t r o d u c t io n .  The main body o f th e  p iece  

i s  i n  a  I  m ete r and i n  th e  s ty l e  of a rom ance.

No. 2 : Changing M eter Etude 

The m ain purpose o f t h i s  e tu d e  i s  to  p ro v id e  e x p e r i 

ence in  re a d in g  and p la y in g  r a p id ly  changing  m e te r s .  Each 

su cceed in g  m easu re , w ith  b u t th re e  e x c e p t io n s ,  i s  in  a new 

m e te r .  This ch an g in g -m eter s ty l e  i s  s im i la r  to  t h a t  of 

S t r a v in s k y 's  R ite  o f S p r in g . The e tu d e  i s  m arked: " L 'i s t e s s o  

Tempo, p r a c t ic e  a t  s e v e r a l  d i f f e r e n t  metronome s p e e d s ."  There 

i s  a  p e rc u s s io n  ground b ass  tliro u g h  much of th e  p ie c e ,  p lay ed  

by a l t e r n a t in g  c o w b e ll, suspended  cymbal and tom -tom . This 

d e v ic e  sh o u ld  se rv e  a s  a co h es iv e  e lem ent th ro u g h  e a r ly  re a d 

in g s  of th e  s tu d y . The s p e c i f i e d  "F e a tu re s"  a re  m o tiv ic  de

velopm ent and m e tr ic  m o d u la tio n . The m o tiv ic  developm ent i s  

i n  th e  s ty l e  of B a rto k , i n  t h a t  th e  m elod ic  m otive a sc e n d s , 

th e n  descends in  th e  u n d u la tin g  manner t y p ic a l  of t h i s  com

p o s e r .  T his c h a r a c t e r i s t i c  i s  i l l u s t r a t e d  i n  th e  fo llo w in g  

example from  th e  e tu d e :

The m elody grows in  an  o rg a n ic  way ou t o f th e  o r ig i n a l  m o tiv e , 

c o n t in u a l ly  m od ify ing  i t s e l f .  There i s  a s h o r t  s e c t io n  b eg in 

n in g  a t  the  l e t t e r  F where I t  I s  p lay ed  p o ly p h o n lc a lly  a g a in s t
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i t s e l f  a t  a  s h o r t - d e la y  tim e i n t e r v a l  so th a t  s u rp r is in g  

d isso n an ce s  r e s u l t .  The m e tr ic  m o d u la tio n s  a re  o f a sim ple 

ty p e ; th e  f i r s t  b eg in s  two m easures a f t e r  l e t t e r  P and th e  

second b e g in s  one m easure a f t e r  l e t t e r  I .  The f i r s t  m e tr ic  

m o d u la tio n , b ecause  of th e  m ete rs  and n o te s - p e r -b e a t  u sed , 

i s  an  a c c e le r a t in g  m o d u la tio n . The m o d u la tio n  a t  th e  end i s  

a  g ra d u a l s low ing  down. M etric  m o d u la tio n  i s  a f re q u e n t 

p r a c t ic e  of some contem porary  com posers, most n o ta b ly  E l l i o t t  

C a r te r .^

No. 5 ; Dynamic C o n tra s t  E tude

The "F e a tu re "  l i s t e d  f o r  t h i s  e tu d e  i s  b a lan ce  

p ro b lem s. These problem s a re  o f te n  p re s e n te d  in  th e  etude 

by th e  s t a t i n g  o f a  p o ly ch o rd  a t  a  p ia n is s im o  dynamic le v e l  

im m ed ia te ly  a f t e r  a  f o r t i s s im o  s ta te m e n t by a n o th e r  group of 

in s tru m e n ts .  A nother b a lan ce  problem  i s  posed  by t r i l l e d  

c h o rd s , and a n o th e r  by chords t h a t  sw e ll in  a  p ia n iss im o  to  

f o r t i s s im o  c re sc e n d o . S t i l l  a n o th e r  b a la n c in g  problem  occurs 

in  a s e c t io n  o f b r a s s  w r i t in g  b eg in n in g  a t  l e t t e r  G. Here 

a l l  th e  b r a s s  in s tru m e n ts  a re  p la y in g  to g e th e r  a t  a p ia n iss im o  

l e v e l  an d , as in s tru m e n ts  a re  g r a d u a l ly  ta k e n  ou t o f the  

m iz tu re , th e  dynamic l e v e l  c rescen d o s  to  a f o r t i s s im o  le v e l  

w ith  few  in s tru m e n ts  p la y in g . T h is  p ro c e ss  i s  th e n  re v e rs e d , 

s t a r t i n g  w ith  a few  in s tru m e n ts  p la y in g  a t  a f o r t i s s im o  l e v e l .  

In s tru m e n ts  a re  g ra d u a lly  added w h ile  th e  dynamic le v e l  d e -

^S ee , e . g . .  C a r t e r ’s V a r ia t io n s  f o r  O rch estra  (New 
York: A sso c ia te d  Music P u b l is h e r s ,  1Ô57).
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crescen d o s to  a p ian ia s lm o  l e v e l .  The po lychords which appear 

i n  t h i s  e tu d e  a re  o f a k in d  p o p u la r iz e d  by such  w ell-know n 

American composers as Roy H a r r i s ,  W illiam  Schuman and V incen t 

P o r s i c h e t t i .

No. 4 : C o n tin u a tio n  o f Line Etude 

Sometimes a composer w ishes to  employ a m elod ic  l in e  

o f so wide a range t h a t  i t  must be begun by one In stru m en t 

and com pleted by a n o th e r .  T his c r e a te s  a problem  in  th e  

smooth and in co n sp icu o u s e n tra n c e  and e x i t  of in s tru m e n ts  to  

co n tin u e  th e  m elod ic  l i n e .  E tude No. 4 ad d re sse s  I t s e l f  to  

t h i s  p a r t i c u l a r  perform ance prob lem . The m elodic l in e s  t r a v e l  

th ro u g h  a wide ra n g e . C o n ta in in g  many m elodic f o u r th s ,  th e se  

l in e s  a re  somewhat c h a r a c t e r i s t i c  of th e  m elodic s ty le  of 

P au l H indem ith. The fo llo w in g  example from th e  e tu d e  demon

s t r a t e s  t h i s  use  of m elodic fo u r th s  :

In s te a d  of a s p e c i f i e d  " F e a tu re " f o r  t h i s  e tu d e , th e  

fo llo w in g  q u e s tio n  i s  a sk ed : "How a re  th e  two |  s e c t io n s  r e 

la t e d  rh y th m ic a lly ?  M e lo d ica lly ?"  The answ er i s  th a t  rhy th m i

c a l ly  th e  melody and accompaniment f ig u r e s  a re  e x a c t ly  th e  

same in  b o th  o f th e se  s e c t io n s ;  m e lo d ic a l ly ,  th e  second |  

s e c t io n  uses an  in v e r s io n  of th e  melody of th e  f i r s t  s e c t io n .  

Thus, in v e r s io n  becomes a n o th e r  term  to  be d isc u s s e d  i n  a
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c o n c re te  m anner. I t  may be n o ted  h e re  t h a t  th e  In v e rs io n  i s  

n o t e x a c t ,  b u t I t  i s  c lo se  enough to  be e a s i l y  re c o g n iz a b le  

to  th e  e a r .  T his w i l l  n e c e s s i t a te  a t t e n t i v e  l i s t e n i n g  by 

th e  s tu d e n t ,  n o t o n ly  to  M s own p a r t  b u t to  th e  p ie c e  as a 

w hole.

Wo, 5 ; Extreme Range Etude 

The purpose o f  th i s  e tude  i s  to  use th e  in s tru m e n ts ' 

extrem e low and M gh r e g i s t e r s ,  b o th  i n  m elod ic  and accompa- 

nim ,ental c a p a c i t i e s .  The " F e a tu re s ” m en tioned  a re  r i t o r n e l l o ,  

ground b ass  and c h o ra le .  The two r i t o r n e l l o s  a re  e a s i ly  

re c o g n iz a b le  a lth o u g h  th ey  r e tu r n  w ith  some a l t e r a t i o n .  The 

ground b a s se s  a re  o f  an e lem en ta ry  ty p e ; a t  tim es th ey  a re  

m e lo d ic , a t  o th e r  tim es harm onic . The c h o ra le  a t  th e  end of 

th e  e tu d e  u ses  th e  a l t e r n a t in g  groups of in s tru m e n ts  in  t h e i r  

M gh r e g i s t e r  and i s  w r i t te n  i n  a manner s u g g e s tiv e  of th e  

c h o ra le  s ty l e  of W illiam  Schuman, In  tM s  s tu d y  th e  problem s 

a re  th o se  of b a la n c e  and in to n a t io n  i n  extrem e r e g i s t e r s .

No, 6 ; Change o f R e g is te r  Etude 

Etude No, 6 i s  i n  two c o n t r a s t in g  s e c t io n s ,  one le a d 

in g  d i r e c t l y  in to  th e  o th e r .  The f i r s t  s e c t io n  i s  r a p id  and 

has an a g i t a t e d ,  c h a t te r in g  q u a l i t y .  The mood o f th e  second 

s e c t io n ,  wM ch b e g in s  a t  l e t t e r  P , i s  p l a i n t i v e . I t  i s  

w r i t t e n  in  th e  s ty le  of a slow  w a ltz .  In  th e  f a s t  f i r s t  

s e c t io n  th e  m elod ic  m a te r ia l  i s  th e  w ld e - in te r v a l ,  a n g u la r ,  

sk ip p in g  ty p e  wM ch i s  a s s o c ia te d  w ith  much s e r i a l  m u sic .
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The s tu d e n t m ight h e re  be r e f e r r e d  to  th e  in s tru m e n ta l  l i n e s  

found in  much o f W ebern 's m u sic . In  th e  s low er ^ s e c t io n  

t h a t  fo llo w s ,  th e  melody ta k e s  on a s im p le r  c h a ra c te r*  T h is , 

to g e th e r  w ith  i t s  a n g u la r i ty  and la rg e  s k ip s ,  g iv e s  i t  a 

q ,u a lity  re m in is c e n t of a slow  Aaron Copland melody* The 

"P e a to re "  of t h i s  e tu d e  i s  p o ly ch o rd s  o u t l in e d  m e lo d ic a lly .

In  th e  slow  s e c t io n  th e  accompaniment f ig u r e  i s  a  w id e -sk ip , 

a scen d in g  d es ig n  w hich o u t l in e s  a  p o ly ch o rd  in  each  measure» 

T h is  i s  done in  a  r a th e r  subdued p iano  m anner, as in  th e  

fo llo w in g  exam ple:

No. 7 : A r t ic u la t io n s  and E f f e c ts  Etude 

The c h a r t  w hich p reced es  t h i s  e tu d e  in  th e  c o n d u c to r’s 

sc o re  i s  e n t i t l e d  "S tandard ia .ed  Jazz  A r t ic u la t io n s  Used in  

E tude No. 7 ,"  and i t  shows th e  symbol f o r  each  a r t i c u l a t i o n  

and d e s c r ib e s  how i t  sh o u ld  sound . To a la rg e  e x te n t  t h i s  

c h a r t  i s  d e r iv e d  from  a c h a r t  com piled by M att B e tto n  of 

M anhattan , K ansas.^  The b ra s s  ”du-wah” d e v ice  i s  co n s id e red  

by some in s t r u m e n ta l i s t s  to  be an  e f f e c t  r a th e r  th a n  an a r 

t i c u l a t i o n ,  The b ra s s  pyram id b eg in n in g  th re e  m easures a f t e r

^M att B e tto n , "S ta n d a rd iz e d  S tag e  Band A r t ic u la t i o n s ,"  
c i t e d  by M.E. H a l l ,  T e a c ^ r 's  G ^ d e  to  th e  High School S tage  
Band, (E lk h a r t ,  I n d . :  A .  S elm er, i n c . ,  l ô S l ) .



» »24 “

l e t t e r  P I s  th e  o th e r  p rom inent d ev ice  w hich f a l l s  in to  th e  

c a te g o ry  of e f f e c ts »

T his e tu d e  has th e  form  of a theme and v a i 'i a t lo n s ,  

th e  theme b e in g  s t a t e d  im m ed ia te ly  a f t e r  a  s h o r t  f o u r  b a r  

in tro d u c tio n »  I t  i s  an u n s o p h is t ic a te d  theme of th e  ty p e  

p o p u la r iz e d  to d a y  by th e  samba and bosaa  nova» Because of 

i t s  s im p l i c i ty  i t  le n d s  i t s e l f  v e ry  w e ll  to  th e  v a r i a t io n  

tre a tm e n t w hich b e g in s  d i r e c t l y  a f t e r  I t s  e x p o s itio n »  There 

a re  f iv e  v a r i a t io n s  and a coda. Each v a r i a t io n  uses  d i f f e r e n t  

a r t i c u l a t i o n s ,  e f f e c t s  and t e x tu r e s .  The v a r i a t io n  i s  some

tim es m ain ly  m e lo d ic ; a t  o th e r  tim es i t  i s  a harm onic v a r i 

a t i o n ,  The p e rc u s s io n  s e c t io n  m a in ta in s  a t y p i c a l  samba 

rhythm  th ro u g h o u t th e  p ie c e ,  u t i l i z i n g  n a ra c a s  and co w b e ll.



CHàPTER V 

CONCLUSION

Tbs p rec e d in g  c h a p te rs  have n e c e s s a r i ly  d e a l t  m ain ly  

w ith  t e c h n ic a l  a s p e c ts  of “Seven Contem porary E tudes f o r  

Band»" The em phasis has been  upon th e  m echan ics, so to  sp eak , 

in v o lv ed  In  th e  c o n s tru c t io n  of th e  work and upon th e  me

ch an ics  of i t s  r e - c r e a t io n  ( re c o n s t ru c t io n )  by  th e  perfo rm in g  

ensem ble» I t  m ight be w e ll a t  t h i s  p o in t  to  d i r e c t  a t t e n t i o n  

to  th e  p h i lo s o p h ic a l  b a s is  o f th e  com position*  The i n i t i a l  

im petus tow ard th e  w r i t in g  of th e se  e tu d e s  was more th a n  a 

mere d e s i r e  to  o f f e r  in s t r u c t io n  i n  contem porary  te c h n iq u e s , 

a l th o u g h  th e r e  i s  p la in ly  a need f o r  such  in s t r u c t io n *  Tlie 

u n d e r ly in g  purpose of t h i s  p r o je c t  w as, q u i te  s im p ly , to  ex 

c i t e  th e  young m u s ic ia n 's  i n t e r e s t  and to  s t i r  h is  c u r io s i t y  

abou t th e  ex p an siv e  realm  o f new c o n c e r t m u sic .

P robab ly  i t  i s  presum ptuous f o r  a composer an d /o r  

m usic e d u c a to r  to  aim a t  p r o s e ly t i z in g  th e  new g e n e ra t io n , 

s te e p e d  as n ev er b e fo re  in  th e  p o p u la r  c u l tu r e  of th e  day .

Yet i t  i s  an u n d e r ta k in g  th a t  th e  co m p o ser-ed u cato r i s  perhaps 

b e s t  q u a l i f i e d  to  a t te m p t.  ( S e l f - i n t e r e s t  may w e ll be a m o ti

v a t in g  f a c t o r ,  b u t s e l f - i n t e r e s t  and e v a n g e lic a l  f e rv o r  a re

- 25 -
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som etim es a n a lo g o u s ,)  As e v e ry  m usic e d u c a to r  i s  w e ll  aw are, 

m ost o f to d a y ’s young people  a re  n o t s in c e r e ly  i n t e r e s t e d  in  

th e  c l a s s i c a l  t r a d i t i o n  o f e ig h te e n th  and n in e te e n th  c e n tu ry  

m u s ic . I t  does n o t sp eak  to  them i n  th e  language o f t h e i r  

own tim e . They a r e  o f te n  i n t r i g u e d ,  how ever, by some of th e  

con tem porary  m usic to  w hich  th e y  a re  exposed . I t s  id iom , 

though  perhaps u n fa m il ia r  to  them , i s  i n t u i t i v e l y  re co g n iz ed  

as  b e in g  r e f l e c t i v e  of th e  p r e s e n t  c e n tu ry  r a th e r  th a n  of th e  

h i s t o r i c a l  p a s t .  But b ecau se  i t  i s  f a r  more complex th a n  the 

p o p u la r  m usic th e y  a re  accustom ed to  h e a r in g , th e y  canno t 

g ra sp  i t  i n  th e  same i n s t i n c t i v e  and im m ediate f a s h io n ;  and 

b ecau se  t h e i r  u s u a l ly  l im i t e d  knowledge of m usic s t r u c tu r e  

canno t alw ays be a p p l ie d  to  i t ,  th e y  can n o t "u n d e rs tan d "  i t  

i n  th e  t r a d i t i o n a l  s e n s e .  Thus, most contem porary  m usic 

s t r i k e s  them as b e in g  i n t e r e s t i n g  b u t in a c c e s s ib le .  Making 

i t  a c c e s s ib le ,  th e n ,  sh o u ld  be th e  means of r e t a in in g  and 

enhancing  t h e i r  i n t e r e s t .

In  p u r s u i t  of t h i s  g o a l ,  th e  e tu d e s  have been  de

s ig n e d  to  en co u rag e , a lm o st to  r e q u i r e ,  a  d ia lo g u e  betw een 

co n d u cto r ( te a c h e r )  and m u sic ian s  ( s tu d e n ts ) .  Too o f te n  th e  

co n d u c to r f a i l s  to  g iv e  a cogen t e x p la n a tio n  o f th e  im p o rtan t 

m u s ic a l e lem en ts  of a con tem porary  work, e i t h e r  because  he 

f e e l s  t h a t  he cannot s p a re  th e  tim e o r b ecause  h is  own under

s ta n d in g  of th e  m usic i s  i n s u f f i c i e n t .  The s tu d e n t  may le a r n  

t o  p la y  h is  p a r t ,  b u t he l e a r n s  l i t t l e  abou t th e  s t r u c tu r e  

o r c o n te n t of th e  m u sic .
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The C o n d u c to r’s Index p re se n te d  a t  th e  b eg in n in g  of 

th e  sc o re  i s  n o t in te n d e d  to  im ply th a t  an  e tu d e  I s  w r i t te n  

" in  th e  s ty l e  o f"  a composer m en tioned , b u t o n ly  th a t  a 

c o m p o sitio n a l d ev ice  o r form  w hich has been used  can be found 

in  th e  m usic o f  th e  p a r t i c u l a r  composer as a  s t y l i s t i c  t r a i t  

i n  some o f h is  music*

I t  i s  hoped t h a t  r e fe re n c e s  to  th e  v a r io u s  com posers’ 

s ty l e s  and c o m p o s itio n a l d ev ices  w i l l  sp u r th e  c u r io s i t y  of 

th e  s tu d e n t and s t im u la te  him to  in v e s t ig a te  o th e r  tw e n t ie th  

c e n tu ry  m u sic . The l i s t  o f  im p o rta n t tw e n t ie th  c e n tu ry  com- 

p o se rs  a p p ea rin g  in  th e  Index in c lu d e s  A rnold  Schoenberg,

Bela B arto k , Ig o r  S tra v in s k y , P au l H indem ith , E l l i o t t  C a r te r ,  

Roy H a r r i s ,  W illiam  Schuman, V incen t P e r s i c h e t t l  and Aaron 

C opland. The d e v ic e s  ap p ea rin g  in  th e  e tu d es  in c lu d e  tw elve»  

tone  m u sic , h em io la , m o tiv lc  developm ent, m e tr ic  m o d u la tio n , 

p o ly c h o rd s , m elo d ic  in v e r s io n ,  r e t r o g r a d e ,  r e t ro g ra d e  in 

v e r s io n ,  changing m e te r , m elod ic  f o u r th s ,  ground b a s s , cliange 

of r e g i s t e r ,  m elod ic  o u t l in in g  of p o ly c h o rd s , and jazz  a r 

t i c u l a t i o n s  and e f f e c t s .  The form s a p p e a r in g  in  th e  e tu d es  

in c lu d e  c h o r a le ,  r i t o r n e l l o  and theme and v a r i a t i o n s .

I t  i s  f u r t h e r  hoped th a t  th e s e  e tu d e s  f o r  band w i l l  

c o n tr ib u te  to  th e  s tu d e n t ’s a b i l i t y  to  p la y  contem porary  m usic 

more e a s i l y  and w i l l  th e r e fo r e  w iden h is  m u sic a l h o riz o n  and 

whet h is  a p p e t i t e  f o r  more such  m u sic . In  j u s t  th i r ty - o n e  

y ea rs  th e  tw e n t ie th  c e n tu ry  w i l l  be h i s to r y  in s te a d  of p re s e n t 

r e a l i t y .  U nlike th e  e ig h te e n th  o r n in e te e n th  c e n tu ry  m u sic ian
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or m usic p a tro n , th e  tw e n t ie th  c e n tu ry  m u sic ian  or p a tro n  

o f te n  p r e f e r s  to  p re se rv e  and re v e re  th e  o ld e r  m usic of two 

hundred  y e a rs  p a s t r a th e r  th a n  to  a c cep t and encourage the  

m usic o f b is  oT/n tim e . The symphony o rc h e s tr a  and th e  i n s t i 

t u t i o n  of opera  a r e ,  w ith  a few  n o ta b le  e x c e p tio n s , museums 

f o r  th e  p r e s e r v a t io n  and d is p la y  o f m usic of th e  p a s t .  There 

a re  p h ix c s b p h ic a l,  economic and s o c io lo g ic a l  rea so n s  f o r  t h i s  

s i t u a t i o n ,  b u t such  rea so n s  a re  o n ly  an e x p la n a tio n ; th e y  do 

n o t j u s t i f y  th e  c o n tin u ed  e x is te n c e  of th e  s i t u a t i o n .

Today on ly  th e  c o n c e r t band r e l i e s  l a r g e ly  on new and 

contem porary  m u sic , and i t  i s  th e r e f o r e  th e  lo g ic a l  perform -' 

in g  ensem ble f o r  p re s e n t-d a y  com posers. A cco rd in g ly , i t  

seemed a p p ro p r ia te  and d e s i r a b le  t h a t  th e se  contem porary  

e tu d e s  be w r i t t e n  f o r  c o n c e r t ban d .
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