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Unit 1: Composer

Roland Barrett was born May 23, 1955 in Nebraska City, Nebraska. He studied at Peru State
College in Nebraska for his undergraduate degree, and the University of Oklahoma, Norman
for his masters and doctoral degrees.

Dr. Roland Barrett is currently professor of music theory and composition at the
University of Oklahoma. His over two hundred compositions include music for marching,
symphonic, and chamber ensembles. He is nationally recognized for his works and his
pieces have been featured on many prestigious performances and at conferences including
the Midwest Clinic and the National Trumpet Competitions.

Unit 2: Composition

Roland Barrett wrote Of Dark Lords and Ancient Kings for the Central Oklahoma Directors
Association’s annual Honor Band and it was premiered in January of 1994. The work is
suitable for wind ensembles performing grade three literature, and features twentieth-
century techniques that include an aleatoric section, mixed meter, and modal key centers.
The piece also uses percussion heavily though out. Of Dark Lords and Ancient Kings is
approximately six minutes in length. It is published by Wingert-Jones Publications.?

Unit 3: Historical Perspective

Two well renowned composers of the late 1900s heavily influenced Barrett. Their affect is
heard in Of Dark Lords and Kings. W. Francis McBeth'’s orchestration for brass, consisting of
rich, dark chords can be heard through out the piece. Claude T. Smith’s rhythmic
tendencies are also present as mixed meters are used at various cadence points. The style
of Of Dark Lords and Ancient Kings is very common of works of the late 20t century for
wind band. The use of expanded seven and ninth chords, aleatoric passages and more
colorful percussion parts demonstrates new techniques being used during this time
period.3

Unit 4: Technical Considerations

The keys of D minor, G minor, C Major and F minor are very accessible for students playing
grade three literature. The challenge of the intonation of the minor chords however can
present a challenge. Careful intonation of the tonic and dominant should be addressed

before adding the median and other scale degrees to the chord.
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There are various solos for flute, euphonium, trumpet oboe, clarinet and percussion
through out the piece. Although these solo sections are short, it is necessary to address the
unaccompanied role of the players during these segments.

Rhythmically the piece is not challenging, however the frequent tempo changes
should be rehearsed consistently so the conductor and players are comfortable with the
fluctuations. The releases and entrances leaving the fermatas and beginning new sections
should also be addressed. 4
Unit 5: Stylistic Considerations
Articulation and dynamics, and tempo are the main characteristics Barrett uses for stylistic
variation. Although the brass sonority tends to dominate the dark, rich harmonic structure,
it is important that the woodwind voices are not overpowered. There are moments of
brass choir, woodwind choir, and percussion choir through out the piece. The rhythmic
ostinato present in many of the “Driving” sections cannot become to consuming of the
melodic and harmonic material.

Barrett uses accents, legato, staccato, and tenuto markings. Players must listen to
one another and particularly the principal players to agree on the articulation’s style and
length. There is a wide range of dynamics from pianissimo to triple forte. Proper balance
and blend focusing the sound on the low woodwinds and low brass will be key to these
sections maintaining a lush a warm sound even at the extreme softs and louds.

Unit 6: Music Elements

Melody:

The piece begins with percussion only, setting a mood similar to a funeral processional.
The brass enter in measure five in the key of D minor. Measure fifteen is the first statement
of a fragment of the main thematic material. Transitional melodic materials are played by
smaller ensembles within the group, while cadential moments are scored for the full
ensemble. The aleatoric section in measure thirty three begins with the flute stating the
theme, joined gradually by rest of the flute section, chimes, bells, oboes, trumpets and alto
saxophones. The ostinato pattern begins in the flutes and percussion in measure thirty
seven and the trumpets and brass section begin the theme in measure forty one. A brief
woodwind choir section in measure forty-nine provides a moment to develop new melodic

material before returning to the theme in measure fifty eight. Measure sixty nine is a short
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brass choir section with that begins with the first trombone stating new melodic material.
The horns and euphonium echo the them and develop. It is then passed to the oboe,
clarinet one, trumpet one and bells. The climatic moment in measure eighty two is
preceded by full wind scoring of both melody and harmonic material ending in a 4-3
suspension. A brief transition occurs in measure eighty three before returning to the
ostinato pattern and original thematic material. The piece ends with a bombastic brass
statement of the melody and full wind ensemble. Overall, the thematic material tends to be
presented in the Dorian mode with the exception of the middle C major section.

Harmony:

There are sections of both full wind ensemble and areas scored more thin, for a certain
section on its own. The main key area throughout the piece is D minor, however other key
areas are present including G Major, C Major, Eb minor, F minor and F Major. Seventh and
nine chords are used to create extended, rich chords. The percussion used emphasizes the
cadential progressions and transitional materials.

Rhythm:

The piece is in various time signatures, however the structure of the rhythmic materials
creates a duple feel through out. The exceptions are the 7/8, 3/4 and aleatoric measures.
The eighth note ostinato rhythms and offset accents help enhance the duple feel and create
a driving rhythmic figure to propel the piece forward.

Timbre:

Barrett’s scoring of the brass provides a dark, lush foundation of harmonic progressions for
the woodwinds imitate. This style continues through the piece. The range for each
instrument is very accessible to a medium advanced high school ensemble performing
grade three literature. There are no extreme highs or lows present. To keep the
homogeneous sounds of the rich chords, it is important to balance the ensemble to the
lower voices during extreme softs and louds. Barrett has scored both thick passages as
well as more thin sections. Overall however, with the exception of the C Major woodwind

passage, the timbre quality should be round and warm sounding.
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Unit 7: Form and Structure

Section Measure
Introduction 1-14
Theme 15

A 16-22

Theme Restated 23-27

B 28-32

Aleatoric Section 33-36

C 37-48

Key Center

D minor

D minor

D minor

D minor

D minor

D minor

D minor

Event

Percussion enter in soft
ostinato sloly; Brass enter
in mes. 5 with dark, low
chords

7/8 meter (2+2+3);

faster tempo

Return to slower tempo;
Flute/Clarinet/Euphonium
have melody

Faster tempo;
Flute/Oboe/Clarinet/
Trumpet have accented
melody; meter changes
Slower tempo in mes. 27
Trumpet solo plays theme;
texture is thin; Fermata and
brief pause occurs before
aleatoric section begins
Theme started in flute solo
and passed to flute section,
bells, clarinet, alto sax, and
trumpets (not conducted);
percussion enter in last few
sections before unison
concert D enters back in
time with the full ensemble
Flute and percussion begin
ostinato figure; Trumpet

restate theme, joined by
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Transition

Cc2

49-57

58-68

69-78

79-82

83-87

87-95

96-102

103-108

G Major

G minor

C Major

C Major

Transition to

E-flat minor

E-flat minor

F minor

F minor

alto and tenor saxophones
accompaniment
Woodwinds state new
melodic material

Ostinato in upper
woodwinds and Bells;
Dense orchestration with
trumpets playing theme
Horn and Euphonium state
theme; Upper woodwind,
trumpet, trombone and
bells join in measure 74.
Full wind scoring Maestoso;
Fermata at ff with 4/3
suspension

Upper woodwind,
euphonium and bells - this
scoring

Ostinato returns in
percussion and flutes.
Trumpets restate theme,
horns and tenor sax join in
measure 91

Key change; Voices added
to both ostinato and
melodic material. Counter
melodies present in
saxophones and horns
Restatement of material
from measures 23-27 in f

minor
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Bt 109-111 D-flat Major

c3 112-117 F minor
Closing 118-122 F Major/minor
Material

Unit 8: Suggested Listening
Roland Barrett:
Burn
And In the End It Was Earth
Dreams and Proclamations

Symphonic Journey No. 1

Claude T. Smith, Concert Variations, Emperata Overture

W. Francis McBeth, Of Sailors and Whales, Masque

Unit 9: Additional References

Restatement of material
from measures 28-29 in
new key center and scored
for full winds

Ostinato returns, Quarter
note = 144; Homorhythmic
full wind scoring and
percussion; triple forte
fermata unison concert E-
flat

Final statement of theme;
Snare eighth and sixteenth
conclude piece beneath F

Major chord in winds

1"Dr. Roland Barrett." Dr. Roland Barrett. Accessed April 9, 2015.

http://www.ou.edu/finearts/music/faculty-staff/roland-barrett.html.

2Kongs, Veronica Louise. Graduate Band Conducting Recital: Lesson Plans and

Theoretical /Historical Analysis of Literature. Kansas State University. Manhattan, Kansas.

2007. 72-79.

3 Gilbert, Jay. “Of Dark Lords and Ancient Kings.” In Teaching Music through
Performance in Band, Volume 2, ed. Richard Miles, 339-343. Chicago, IL: GIA Publications,

Inc., 1998.

29



4Barrett, Roland. Of Dark Lords and Ancient King. Kansas City, MO: Wingert-Jones
Music, Inc,, 1995. 1-15
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Chapter Five
Sheltering Sky
By Eric Whitacre
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Unit 1: Composer

John Mackey was born in New Philadelphia, Ohio on October 1, 1973. He has degrees from
Juillard School of Music and Cleveland Institute of Music. His teachers include John
Corigliano and Donald Erb.

Mackey has received various grants and awards for his compositions including the Concert
Music Awards, Morton Gould Young Composer Award, American Music Center Fairbanks
Copying Assistance Grant, and Mary Flagler Cary Charitable Trust. He was also a nominee
for the CalArts/Alper Award and winner of the Walter Beeler Memorial Composition Prize,
ABA/Ostwald Award and National Band Association’s William D. Revelli Award.

His works include compositions for orchestra, concert band, chamber ensembles
and theater. His works have become increasingly popular since the turn of the century. He
does no play an instrument, however his compositions are well known for their colorful,
flashy and at virtuosic qualities. His works are also typically very percussion heavy. His
use of extended techniques, calls for unique instruments such as mixing bowls and pans, as
well as his sensitivity and awareness to the various colors instruments can create have
become signature characteristics of his style.

Mackey has served as composer in residency at many colleges and universities across the
United States. He also served as Music Director of the Parsons Dance Company as well as
teaching at Cal State Long Beach. He currently resides in Cambridge, Massachusetts with
his wife.

Unit 2: Composition

The Traughber and Thompson Junior High Schools in Oswego, lllinois commissioned
Sheltering Sky in 2012. The characteristics of the piece are not those of traditional Mackey
writing, but instead have a folk-like quality absent of dominating percussion and flashy
wind parts. His influence for the piece came from the works of Holst, Vaughan Williams
and Grainger. Hints of both Shandandoah and Danny Boy are laced through out. Although
the style of the work shows a different side of Mackey’s writing, the harmonic nuances of
his signature style are still present. 2

Unit 3: Historical Perspective

Mackey began writing for wind ensemble in 2004 with his first piece, a transcription of his

orchestral work Redline Tango. He has since produced twenty two works for band and
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three concerto works for solo and wind ensemble. Influences of Holst, Vaughan Williams,
and Grainger can be found in each of his pieces. Mackey continues to contribute to the
wind ensemble with quality literature along with his colleagues Eric Whitacre and Steven
Bryant who all studied with John Coriglioano. His works are in the style of early twentieth
century compositions with folk-like melodies and thick, lush harmonies.

Unit 4: Technical Considerations

The ranges within the work are very accessible to players performing grade three
literature. The extended tertian harmonies can create muddled chordal progressions. This
can be addressed by focusing on intonation not only of the instruments, but in relationship
to the chords themselves. Many suspensions are present through the piece, and proper
weight and length needs to be given to these moments so that the both the suspension and
resolutions are clearly audible.

The oboe solos haves cues in the alto saxophone lines, in case an oboe player is not
available. Mackey has also given instruction in the marimba parts in case a five octave
marimba is not used. Bowing occurs in the vibraphone parts though the piece. Especially
for younger players, some instruction on how to approach these sections technically is
necessary. Balance and blend even at the extreme louds and softs will also be a challenge
for younger ensembles. Focused air and production of good tone quality should be a
priority in rehearsals.

Unit 5: Stylistic Considerations

The lush harmonies and soaring melodic lines in the piece create a very lyrical work. Light,
legato toughing should be used throughout. Careful attention must be given to entrances
and releases so that the lines blend into each other, fading in and out. The expressivity of
the piece is key to it’s success, therefore students must be instructed to watch the
conductor vigilantly for rubato motion, pay careful attention during fermatas, and listen
and watch each other for proper entrances and releases. Timing is an important factor in
this work. It is easy to rush as the tempo is marked quarter equaling 42, much slower most
of the literature young musicians are accustomed to.

Unit 6: Music Elements

Melody:
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The first melody enters in the oboe in measure nine. The oboe and first clarinet finish the
melodic material together in measure fifteen. The second melody enters in measure
nineteen, the B section, in the trumpet and flute parts. Countermelodies are added with
varying rhythms to create a thicker texture. Similar countermelodies to the A section help
keep a cohesive feel to the piece. The melodies mostly consist of stepwise motion with
occasional small leaps. The piece continues through two varied A sections, a second B
section, and one final statement of the A section theme before transitioning to the coda.
Harmony:

The piece in is the key of E-flat major throughout. Tertian harmonies with added 7t, 9t,
and 11t scale degrees help to expand the texture of the work. Mackey also uses many
suspensions, especially at cadences. The most common suspension used it a 4-3, meaning
from the tri-tone resolving to the third. Students may be hesitant to bring notes out the
seem to clash against the chordal harmony, however giving proper emphasis to the
suspension will ensure they don’t sound like wrong notes.

Rhythm:

The work is not difficult rhythmically, and the piece is made up of eighth notes or longer.
The tendency will be to rush as the tempo is slow and deliberate. There are many areas
where solo players will have staggered entrances. It is important that all performers count
carefully and enter confidently, especially in these sections. Helping younger players learn
to count in eighth note subdivisions will help with the pacing of the piece.

Timbre:

Sheltering Sky has alternating sections of both thin and dense scoring through out. The
individual voices of the melody and countermelody must be allowed to sing through. Itis
also important that the accompaniment voices have focused, dark tone, especially as the
harmonies can be very thick. No voices should be allowed to become bright to brash. Lush,
rich colors are desired for all instruments though all sections. To achieve proper balance,
begin with the lower brass woodwind sections and add mids to highs when balancing
chords. The percussion also fits into the hierarchy, bass drums fitting in with the lower
voices and vibraphone with the highs. Proper attention to the dynamics given will help
assist with to the rise and fall of the phrases as well as the seamless passing of melodic

material from voice to another.
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Section

Introduction 1-9

Al

A2

B!

Measure Key Center
E-flat Major
10-15 E-flat Major
16-24 E-flat Major
25-31 E-flat Major
32-39 E-flat Major
40-49 E-flat Major

Event

Marimba, and clarinet open with

pedal E-flat concert; Solo alto

enters beat three of measure one
marked pp; woodwinds inter in
measure two reinforcing

concert E-flat with harmonies;
Brass enter in measure six

First theme begins in

measure ten sated by oboe;
clarinet responds with second
phrase of theme; texture is thin
Trumpets and flutes introduce
second theme; countermelodies
begin in measure eighteen in alto,
horns and euphonium.

First theme returns slightly
varied; Thematic material stated
in flute, and clarinet; alternation
between thick and thin scoring
used; dynamics used are p and pp
Theme two returns slightly varied
in flutes and oboe; clarinets, saxes
and high brass provide suspension
resolutions underneath; Tutti
section begins in measure 35
marked with a crescendo
Anacrusis into measure 40 theme
one returns scored for full winds
and mallet instruments; dynamic

marking is forte though out;



Canale

Measure 45 crescendos and retards
into the climactic moment in
measure 45 marked ff, A tempo;
Diminuendo is marked for all parts
until measure 50
A3 50-56 E-flat Major Theme one returns in oboe and
Clarinet responds; this section is
similar to the first statement of the
theme in measure 10-15;
Coda 57-65 E-flat Major Closing material stated beginning
In the woodwinds one per part;
Suspended cymbal and bass drum
emphasis movement from beat
three to one; Brass join in measure
61 marked pp; piece ends with
a final crescendo decrescendo and
2-3 suspension
Unit 8: Suggested Listening
John Mackey
Aurora Awakes
Hymn to a Blue Hour
Immortal thread, so weak — Movement Two: Wine-Dark Sea
Frank Ticheli, Rest, Shenandoah
Eric Whitacre, Coudburst, Sleep
Unit 9: Additional References
1"Bio." Osti Music: The Website of Composer John Mackey. 2015. Accessed April 11,
2015. http://www.ostimusic.com/Bio.php.
Z Mackey, John. Sheltering Sky. Cambridge, MA. Osti Music, Incorporated. 2012.
3 Lopez, John. “Sheltering Sky: John Mackey”. In Teaching Music Through
Performance in Band, edited by Richard B. Miles, 239-246. Vol. 9 Chicago, Illinois: GIA
Publications, 2013.
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Chapter Eight
Hypnotic Fireflies

By Brian Balmages
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Unit 1: Composer

Brian Balamages was born on January 24, 1975. He has degrees from James Madison
University and the University of Miami, Florida. As a composer, conductor and performer
and producer he has traveled the world commissioning works, premiering his
compositions, working with ensembles of all levels and guest conducting.

His works have been performed at many prestigious events and conferences
including College Band Directors National and Regional Conferences, the Midwest Clinic,
the International Trombone Festival, and the International Trumpet Guild Conference. His
works have also been performed in prominent venues including Carnegie Hall and the
Kennedy Center.

Balmages is currently the Director of Instrumental Publications for The FJH Music
Company Incorporated. He lives in Baltimore, Maryland with his wife and two sons. 1
Unit 2: Composition

The Hollidaysburg Area Music Parents Association commissioned Hypnotic Fireflies for the
Hollidaysburg Area Junior High Bands in 2012. Balmages includes his motivation for the
piece in his program notes:

“The piece was inspired by my vision of an open field on a summer night, with

thousands of fireflies lighting up the darkness. The music envisions someone being

“sypnotived” by the flashing lights and then waking in the middle of the field,

completely engulfed in their magnificent glow. The piece takes the listener on a

mteraphorical journey. It begins with the soft, steady rhythm surrounded by light

metallic sounds that creates the canvas on this the entire work is “painted”. The soft
introduction represents the viewof the open field from far away - perhaps from a hill,
looking down, and watching the twinkling lights appear in various pattern and
locations.”

This programmatic work includes many different instrumental effects to emulate the

flickering fireflies including fluttering trills, a semi-aleatoric section for the bells and

vibraphone, and an amplified metal slinky. 2

Unit 3: Historical Perspective

Franz Liszt, a Hungarian composer of the 29th century, first introduced the programmatic

music. Liszt described program music as a “preface added to a piece of instrumental music,
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by means of which the composer intends to direct his attention to the poetical idea of the
whole or to a particular part of it”. Composers such as Berlioz and Weber frequently used
program music in their works including Weber’s Concertstuck. Programmatic music and its
impressionist characteristics represent a freeing from clear-cut music compositional
techniques. It allows the composer to explore the many colors and design possibilities.?
Unit 4: Technical Considerations

The percussion section is very heavily relied on throughout the piece. The majority of
technical passages are in the percussion parts, including the piano. It is preferred, although
not required, to have the piano part performed by a player with piano experience. Itis
however possible to have a percussionist with minimal piano knowledge of cover the part
as it is not very mechanically demanding. The most experienced percussionists should be
assigned the mallet instruments and percussion two parts including the suspended cymbal.
It is also important to be sure the percussion section is properly set up so that if any
players must cover multiple instrument they are able to move to them quickly and easily.

The ranges for the winds are very manageable for ensembles performing grade 2.5-
3 literature. There are several section that trills are used. The trumpet trill in measures 18,
and again in measure 123 require an alternate trill fingers, which Balamages has notated in
the score and parts. A brief aleatoric section in the bells and vibraphone in measures 127
through the end of the piece will need some explanation, especially for younger players
who may not have encountered this type of passage before.

Balance and intonation must be addressed in the tutti sections so that performers
do not overplay or play out of tone. The low clarinets, trumpets and low brass have very
independent rhythmical parts in measures 64-75. Students must be instructed to count
carefully and subdivide though this section so they are not tempted to join the section
playing on the opposite beats. A similar issue occurs in measures 56-71 between the
saxophones and clarinets. It is important to explain the alternating eighth quarter rhythm
between the two sections.

The ending of the piece can be a challenge, as the winds must control their tone
while playing at the marked pianissimo. It is important that as the winds fade away in the
final measures that they do not try to reenter. Their articulation and abrupt entrance in

trying to do so will extinguish the mood Balmages has created for the ending of the work.
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Unit 5: Stylistic Considerations

There are five distinct sections during the piece including the hypnosis, consciousness,
development, return to hypnosis and final reprise. Although each section may have
contrasting thin or thick texture and varying melodic material, each is held together with
the constant driving eighth note rhythms. The articulations help enhance the varying
meters and syncopations. They also provide variety and contour to the repetitive lines. It
is important that articulations are matched across the ensemble. The dynamics range from
piano to forte. The dynamic contrasts must be observed appropriately as they enrich the
mesmerizing feel of the work. 4

Unit 6: Music Elements

Melody:

The melodic nature of this piece is very motivic. There are several different ideas
presented for the different instrumental sections, all of which tie smoothly together with
the underlying rhythm and harmony. It is important that when the melodic material is
presented, it is audible and not covered by the busyness of the other voices.

Harmony:

The majority of the work is in concert E-flat with some brief sections of F Major and E-flat
minor. There are various colors Balmages explores using cluster harmonies, metallic
percussion instruments and trills to enhance and expand the tonal harmonies. It is very
important to tune any chords that is longer than a half note, especially those last eight or
more counts. The chorale section in measure 110 is another section to focus on intonation
and proper tone production.

Rhythm:

The driving eighth note rhythm is found through out the work, generally in the percussion
and piano parts. Occasionally the woodwinds have similar eight note patterns. The
rhythmic material is not difficult, never exceeding notes faster that eight notes for the
winds, sixteenths for the percussion two, and eighth notes in the piano part. Each of these
faster sections has a repeated pattern, helping especially younger students feel comfortable
playing faster rhythmic passages. Meter changes between 2/4, 3/4 and 4/4, however are
not constantly alternating.

Timbre:
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The ranges for the instruments are very manageable, for ensembles performing grade three

literature, therefore proper tone production should not be anissue. The alternation

between thin and thick textures creates a good balance of lush full chordal passages and

light and colorful passages. As the work is programmatic in nature, the percussion’s

flickering rhythms and notes help portray the “firefly” aspect of the piece along with the

fluttering trills in the winds.
The ranges for

Unit 7: Form and Structure

Section Measure Key Center
Introduction
A 1-20 Cluster harmonies

moving to F Major

B 21-34 F Major
Section 1

A 35-45 E-flat Major
B 46-55 E-flat Major

Event

Piano cluster chords introduce piece

in eighth note driving rhythm; Percussion
joins in measure three; Flutes enter

in measure eight with trill Mixed meter
between 4/4, 3/4 and 2/4; Clarinets enter
in measure thirteen; First chordal
harmony introduced in low woodwinds
and brass in measure eighteen

First statement of melodic material in
Measure twenty one by clarinets;
Trumpet state second phrase of melody
In measure 29 in thirds; Accompaniment
Voices playing in fifths; driving eighth
note rhythm continues in piano; meter is

3/4

Meter changes from 3/4 to 4/4; Texture
Becomes thicker and dynamic chaages to
mf; Driving eighth note rhythm continues
in piano and vibraphone;

Solo marimba for in measures 46-47;
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Section 2
A

Al

56-71

72-93

E-flat Major?

E-flat Major?

Metal slinky added for effect; Flutes and
Clarinet enter in measure 48 outlining
Cluster chord; Muted trumpet and
Brass section play alternating rhythmic
figures; driving eighth note rhythm

continues in mallet percussion 2 part

Clarinets and Alto saxophones have
opposing quarter eighth note rhythm;
driving eighth note rhythm continues

in mallet percussion 2 part; Flutes and
oboe have melodic material in dotted
quarter eight note pattern; Texture
gradually moves from thin to thick
through the section; Percussion 2 enters
on suspended cymbal with sticks in
measure 68

Alternation between 4/4 and 3/4 and 2/4
Time signatures; Conversation between
Upper woodwinds and trumpets with low
winds, low brass and percussion; Mallet
has very active eighth note parts starting
in measure 76; Upper woodwind

imitate percussion eighth note patterns;
The textures thicken until measure 86;
The clarinet and alto saxophones keep
an eighth quarter driving rhythm and the
euphonium has fanfare figure in measure
87. The texture continues to layer and a
crescendo leads the ensemble into the

next section
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Coda

Reprise

94-107

108-122

123-137

E-flat Major/minor The percussion and alto saxophones

{ }
Arriving in B-flat
Major

F Major

Unit 8: Suggested Listening

Brian Balmages

Sparks

Rain

Reverberations

continue an energetic quarter eighth

note pattern while the low woodwinds
and low brass outline the harmonic
progressions in half and whole notes; The
melody soars over the top of the busyness
in the flute, oboe and trumpet parts

The flutes being a trill on concert A; The
mallet percussion have quarter and whole
note concert A; The low winds and low
brass enter in a chorale transitioning
through various keys including F Major,

A minor, D minor, F-sharp minor, F minor,
C minor, G minor E-flat minor and B-flat
Major

Reappearance of Section 1 A material;
Trills occur in the flute and trumpet parts;
All voices are marked pianissimo in
Measure 123; In measure 127 the temp

is notated “Exactly half as fast); the mallet
one and two parts have a semi-aleatoric
section until the end of the piece; The
meter alternates between 3/4 and 4/4;
All voices fade to nothing, the last sounds
should be the piano and mallet

percussion
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When Spirits Soar
Unit 9: Additional References

1"Bjography.” BrianBalmages.com. Accessed April 13, 2015.
http://www.brianbalmages.com/biography.htm.

2 Balmages, Brian, Hypnotic Fireflies. Fort Lauderdale, Florida. FJH Music Company
Incorporated, 2012.

3 Roger Scruton. "Programme music." Grove Music Online. Oxford Music Online.
Oxford University Press, accessed April 14, 2015,
http://www.oxfordmusiconline.com/subscriber/article/grove /music/22394.

4 Miles, Richard B. "Hypnotic Fireflies: Brian Balmages." In Teaching Music Through
Performance in Middle School Band, 568-576. Chicago, IL: GIA Publications, 2008.
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Chapter Seven
Prelude, Siciliano and Rondo
By Malcolm Arnold

Arranged by John Paynter
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Unit 1: Composer

Sir Malcolm Arnold was born in Northampton, England on October 21, 1921. He was
recognizes for his musical potential at a young age and at 16 years old received a
scholarship to the Royal College of Music in London. At RCM he studied with Ernest Hal,
Patrick Hadley and Gordon Jacob. During WWII Arnold served two years as trumpeter of
the first order in the London Philharmonic Orchestra (LPO).! In 1948, Arnold received the
Mendelssohn Scholarship, which jump-started his career in composition. He continued for
the next twenty years to compose for film, orchestra, wind band, and works for amateurs
and children. He is recognized as one of the greatest English composers receiving various
awards and honors including being giving knighthood in 1993.2

Unit 2: Composition

Originally composed by Malcolm Arnold as the brass band piece Little Suite for Brass, Op.
80. In 1979 John Paynter, Director of Bands at Northwestern University, published the
piece for wind band. The folk tune melodies can be heard through out as well as influences
from Malcolm Arnold’s colleagues, Gustav Holst, Ralph Vaughn Williams, and Gordon Jacob.
Each movement is written in five-part song form, ABACA, which provides the listener an
opportunity to become more aware and connected with the themes. 3

Unit 3: Historical Perspective

Malcolm Arnold’s works were very traditional of the British Band. Gustav Holst, Ralph
Vaughan Williams and Gordon Jacob were very influential composers and helped to
contribute a multitude of works to the wind literature and other genres. Paynter’s
arrangement stays true to the style of the original work, while incorporating the
woodwinds and brass. An orchestral version was also arranged.*

Unit 4: Technical Considerations

There are no key signatures in Prelude, Siciliano and Ronda, therefore all sharps and flats
are notated within the parts. This can pose a challenge for players to understand the key
that they are in at any given time. Rhythmically, the piece accessible to advanced
ensembles playing grade four repertoire. There are frequent entrances on weak beats, as
well as some ascending and descending chromatic and arpeggio figures that can pose some
difficulty to listen and play together. The second movement’s 6/8 time signature should be

felt in a large two. The second movement also begins and ends with a solo section for b-flat
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cornet. Of the three movements, the third Rondo movement is the most challenging. The
homorhythmic figures orchestrated for full wind ensemble will need to be addressed to
insure proper balance, blend and matching of articulations through the ensemble. Brass
must have experience with double-tonguing for certain passages for clarity. Both
woodwind and brass sections proper technique to perform the movement at the written
time of quarter note equals 152.

Unit 5: Stylistic Considerations

Prelude:

Articulations including accents and staccatos are key to communicating the fanfare style of
the first movement. The contrasting B section presents a brass choir setting for the first
few measures. Double tonguing is required and careful attention must be given the
uniform staccato articulations so the clarity of the lines is present. The C section is scored
for the woodwinds and percussion creating a lighter feel. It is important that the snare line
not be covered by the winds during this movement, especially in tutti sections. As the
movement concludes, the dynamics fade from pp to ppp, helping to transition the pice to
the next movement.

Siciliano:

The mood of the second movement is that of a gondolier song. The opening quarter eighth
note rhythm in the horn and bassoon lines helps emphasize the big two feel. The cornet
introduces the melodic material in measure five, and the low winds and brass respond. The
dotted-eighth sixteenth rhythm of the melody helps propel the piece forward. As the piece
has a more delicate and lyrical characteristics, it is important to properly balance the winds
to the melodic material as well as focus on dynamic contrast and expression.

Rondo:

Of the three movements, the Rondo is the most technically demanding. Players must be
able to perform sixteenth notes at the tempo of quarter note equals 150. Double tonguing
is also necessary for the upper woodwinds and high brass. Matching articulations needs to
be addressed as well as controlling dynamics through out the movement. Especially the
final A section and Coda pose difficulty to be sure the accelerando and fortissimo dynamic

so that it is controlled and clarity of notes and rhythms are present.
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