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Unit 1: Composer 

Nobles of the Mystic Shrine (March) 
John Phillip Sousa 

Edited by Frederick Fennell 
Publisher: Alfred Publishing 

Grade4 
Duration: 3:25 

John Phillip Sousa was born Nov. 6, 1854 in Washington, D.C. His father, Antonio was 

a musician in the Marine Band stationed in capital. Young Sousa went to grammar school in 

\Vashington and a private conservatory of music, studying piano and his favorite instrument, the 

violin. When his was a teenager, his father enrolled him in the Marine Band where he would 

stay until he was 20. 

After being discharged, Sousa spent time as a performer and travelled, settling in 

Philadelphia, where he found work for a publishing house as a composer, arranger, and 

proofreader. During this time, he wrote music for Our Flirtation, an operetta. While touring 

with the operetta, he was offered leadership of the Marine Band, which he accepted. 

John Phillip Sousa became Marine Band's 17· Band Leader. This was Sousa's first 

experience conducting a military band, but under his leadership, the band's reputation began to 

spread and bring in a wide audience to concerts. The Marine Band made its first phonograph 

recordings while under Sousa. He also served as band leader under 5 U.S. Presidents. John 

Philip Sousa died on March 6, 1932, at Reading, PA and was buried in the Congressional 

Cemetery in Washington, D.C: 

'"John Phillip Sousa." United States Marine Corps. accessed February 3. 2019. 
httpsJ/www.marineband.marines.mil/About/Our-History/John-Philip-Sousa. 
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Unit 2: Composition 

Nobles of the Mystic Shrine was published in 1923. This concert-oriented march was written in 

honor of Sousa's membership in the Ancient Arabic Order of the Nobles of the Mystic Shrine 

(The Shriners), Almas Temple, which he joined in 1922.' Sousa introduced his new march 

during their international meeting, which was held in Washington, D.C. in June of !923. While 

at Griffith Stadium, all of the Shrine Bands assembled into one massive unit on the grounds and 

formed the largest band Sousa had ever conducted in his life, 6,200 Shrine band members. On 

an elevated, festively decorated platform located on the field, Sousa appeared on the field to 

thunderous applause, wearing a trim navy-blue uniform and his red Almas Shrine Fez. Around 

10:00 AM, Sousa lifted his baton and thousands of Shriners played and heard the Nobles of the 

A1ystic Shrine March for the very first time. The Shriners listening went wild with enthusiasm 

and loved the new march.• The march includes a standard concert band instrumentation 

including an optional part for Harp. 

Unit 3: Historical Perspective 

This march is very unique for a few reasons. It is a march geared towards a concert hall 

instead of a physical march, it includes a part for the harp, and opens in a minor key as opposed 

to the customary major key. According to program notes by Harris, contemporary versions of 

the "Janissary Band" (Turkish royal bodyguards) are a vital part of colorful Shrine marching 

units, and this march was intended to recreate the musical style of this Turkish music.' 

'Timothy \V Foley. March, "Nobles of the Mystic Shrine" Program Notes. Live in Concert: "The President's Own" 
United States Marine Band. Altissimo USMBCD 15, 2011. 
'Patrick W. Dugan, "The Nobles of the Mystic Shrine Bands". School, Band, and Orchestra. Accessed April 9, 
2019. 
http://sbomagazine.com/current-issuei6294-the-nobles-of-the-mystic-shrine-bands.html 
'Edward Hanis, "Nobles of the Mystic Shrine," Accessed February 3, 2019. 
https://www.windrep.org/Nobles_of_the_Mystic_Shrine. 
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Unit 4: Technical Considerations 

The "Jingling Johnny" or Turkish Crescent (a marching instrument with a pole hung with 

jingling bells), triangle, tambourine, and a heavy bass drum are highlighted with sudden 

fortissimo entries in the first section.' It is an optional addition to have a Crescent but not 

necessary as the parts are covered by triangle and tambourine. 

Unit 5: Stylistic Considerations 

Style is essential to an effective performance of any Sousa march and Nobles of the 

Mystic Shrine is no exception. Most notes should be played lightly and with separation as per the 

style of a march. Marked notes, like staccato, indicate that a pitch should be separated and 

distinguishable from other notes. Accented notes are critical to the character of a march and 

should be played full value and stronger than the marked dynamic. Notes immediately before or 

after accents should be played slightly lighter in order to highlight the contrast that the accent 

provides. Accents on off-beats, such as the syncopated figure in m. 32 generate rhythmic interest 

and should stand out against accompanying rhythms. 

The percussion section also plays a vital role in achieving the correct style for a Sousa 

march. The bass drum should be played with a tone that blends with the sound of the band, has a 

staccato to pull the sound out of the drum, and accents that contrast the normal stroke by ringing 

through to the next beat. Crash cymbals should work in tandem with the bass drum. Depending 

on the venue, drum rolls may be played open or closed at the director's discretion. 

'Edward Hanis, "Nobles of the Mystic Shrine." 
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Unit 6: Musical Elements 

Melody 

The same compositional materials (melodic phrasing, harmonies, hannonic interjections, 

overall structure) used in this piece are similar to that of most other Sousa marches. It is unique 

in being one of the only marches to open in a minor key. Sousa makes use of extensive 

chromaticism throughout the multiple melodies. In the first section, the chromaticism is heard in 

measure 13, with a downward motion into last measures of the phrase. It is seen again in the 

second section near the end in measures 33-34 but with upward motion. In the trio section, the 

melody of the trio contains chromatic upward motion consistently. 

Hannony 

Though it is important to consider the melodic applications of the march, it is imperative 

stress the harmonic features of this music, including the offbeat hits and the moving chordal 

harmonies. Like most Sousa marches, the on/off-beat ostinato is present, but other forms of 

hannonic motion are present. For example, a hannonic line appears at measures 53-54 and l O l­

!02 of the Trio section, an ascending Db major scale, which leads into the repeat of the melodic 

line. 

Rhythm 

All rhythms in the piece are built upon a driving, half-note pulse that provides a steady 

beat like most marches. The rhythmic accompaniment that is common in Sousa marches is 

prevalent in the offbeat notes that exist throughout the majority of the piece. Syncopated 

rhythms provide additional rhythmic significance by offsetting the downbeat and making the 

eventual return to the original driving beat. For example, in the second strain at measure 22, 

there are 7 different rhythmic actions, including the percussion. The first is the main melody in 
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the Clarinet I/Alto Saxophone/Cornet lffrombone I & 2/Baritone parts. The answer this, the 

Clarinet 2 & 3 and Alto Clarinet parts have a syncopated qnarter-half-quarter on the downbeat 

which eventually joins the main melody and is also felt in Snare Drnm. The downbeat rhythm is 

in the Low Clarinets/Baritone Saxophone/Trombone 3/Tuba/Harp Bass Clef (with Bass Drum), 

while the upbeats are in the Cornet 2 & 3/Horns. The Flutes/Oboes/Bassoons have a driving 

chords starting on the upbeat of 1 with 3 consecutive staccato quarters. The final part is the 

Piccolo which has slash-grace notes on the upbeats leading to a two-measure trill. 

Timbre 

This particular edition is written with a diverse ensemble in mind, such as the Eastman 

Wind Ensemble, with many parts doubling the melodies and harmonies. The overall timbre 

includes dynamics ranging from mezzo-frnte to fortissimo. The mood of the first strains suggest 

a dark and enigmatic nature, flipping between dynamic contrast of the call and response section. 

This mood diminishes by the end of the second strain and gives way to a more jovial feeling 

during the trio section. 
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Unit 7: Form and Structure 

SECTION MEASURES SCORING/EVEN! 

Introduction 1-4 Key: Bb minor- opens in F (as a V) 
Meter: 2/2 
Dynamic - fortissimo 
Mostly in unison - changes in meas. 2 into 3 

Statement I 4-21 Dynamics - switch between mezzo-forte and fortissimo 
Melody features offbeats and dramatic dynamic 
changes. Flips between Low Instruments and High 
Instruments 
Full statement is made up of 4 four-bar phrases 
"Jingling Johnnie" sections (fortissimo) 
Repeats to meas. 4 

Statement 2 21 -38 Key change: Db Major 
Dynamic - fortissimo 
Melody - Clarinet I/ Alto Saxffenor Sax/Cornet 
lffrombone I/Baritone 
Harp - alternatin_g beat chords with glissando 

Statement 3 38-70 Key Change: Gb Major (flat added, normal element of 
(Trio Sousa march) 
Section) Dynamic - mezzo-forte 

Melody - Piccolo/Flutes/Oboe/High Clarinets/ Alto 
Saxffenor Sax/Cornet I/ /Baritone 
Meas. 53 - 54 - Horns/Low Brass/Harp - ascending 
scale 

Statement 4 70-86 Key Change: Bb minor (for section only) 
Dynamic - fortissimo 
Trumpet fanfare - call and response with band 
Harp glissando - meas. 77 - 79 

Reprise of 86- 120 Key Change: Gb Major 
Statement Dynamic - fortissimo 
3* Melody - Oboe/ Alto Saxffenor Sax/Cornet 

I/Trombones/Baritone 
Chromatic run - meas 95 and 111 

Piccolo/Flutes/Eb Clarinet/Clarinet I 
&2 

Meas. !01-102 - Horns/Low Brass - ascending scale 
Timpani parts changes to Orchestra Bells in meas. 87 



Unit 8: Suggested Listening 

Nobles of the Mystic Shrine. Eastman Wind Ensemble, Frederick Fennell, conductor. 

Mercury/Phillips 434300. 1992 

Nobles of the Mystic Shrine. The President's Own Marine Band, Timothy Foley, conductor. 

Altissimo USMBCD # 15. 2011. 

Nobles of the Mystic Shrine. New Sousa Band, Keith Brion, conductor. Delos DE3102. 1992. 

In l11emoriam: President Garfield's Funeral March. The President's Own Marine Band, Jason 

Fettig, conductor. Altissimo USMBCD #15. 2011. 

Unit 9: Additional References and Resources 

Fennell, Frederick. The Sousa March: A Personal View. 

https://www .loc.gov/item/ihas .200152754/ 

Bierley, Paul Edmund. The Incredible Band of John Philip Sousa. University of Illinois Press, 

2006 

Sousa, John Philip, IV. John Philip Sousa's America: The Patriot's Life in Images and Words. 

GIA Publications, Inc., 20 I 2. 
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Unit 1: Composer 

English Folk Song Suite 
Ralph Vaughan Williams 

Publisher: Boosey & Hawkes 
Grade4 

Duration: ca. 11 :00 

Ralph Vaughan Williams was born on October 12, 1872 in Down Ampney, 

Gloucestershire, where his father was the vicar. He was educated at Charterhouse School, the 
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Royal College of Music and Trinity College, Cambridge. He met and developed a long and 

lasting friendship with composer Gustav Holst, a constructive relationship which was crucial to 

the development of both men, both personally and professional. After his school years, he 

studied with Max Bruch in Berlin and later Maurice Ravel in Paris. During his early 

composition years, he was influenced by folk music. Vaughan Williams volunteered for the 

army during World War I and was sent to France in 1916. The war deeply affected him, 

especially the loss of his fellow soldiers, and influenced his life and his music afterwards. 

Vaughan Williams had the Order of Merit conferred upon him by the Crown in 1935. He died 

on 26 August 1958; his ashes are interred in Westminster Abbey, near famed Baroque composer 

Henry Purcell.• 

Unit 2: Composition 

The English Folk Song Suite was written in 1923 and premiered at Kneller Hall, home of 

Britain's finest military music academy. Several English folk songs act as the basis for the 3-

movement work: a "March" subtitled "Seventeen Come Sunday"; an "Intermezzo" on "My 

Bonny Boy"; and another "March" subtitled "Folk Songs from Somerset". The first and third 

'"Short Biography," The Ralph Vaughan Williams Society, Accessed February 3, 2019. 
http://www.rvwsociety.com 



movements incorporate at least three folk songs and are in march form.' The work includes a 

standard concert baud instrumentation with two percussion parts and a solo clarinet and solo 

cornet part. 

Unit 3: Historical Perspective 

English Folk Song Suite is one of the first pieces trnly written specifically for the new 

wind band medium. It follows on the heels of composer Ralph Vaughan Williams' friend 

Gustav Holst's First Suite and Second Suite for Military Band. The initial version of the 

composition also included a fourth movement, Sea Songs, which Vaughan Williams later 

decided to publish separately.' Grechesky offers the following regarding the publication First 

Suite without Sea Songs: 
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"One reason might be that Vaughan Williams himself decided to remove the movement, 

after reconsidering putting two consecutive march movements in the piece. A second 

reason is that he might have considered Sea Songs strong enough to stand on its own ... A 

third reason is that Boosey & Hawkes may have made the decision based on financial 

considerations, deciding that it was cheaper to produce a three-movement work rather 

than a four-movement ... ", 

Unit 4: Technical Considerations 

In the first March movement, the first measures include two staccato eighth notes 

followed by a tenuto quarter, placing a light emphasis on the quarter but not to the point of 

accenting the note. This provides a direction for the melodic phrasing. The "Pretty Caroline" 

• Program Notes: Folk Song Suite, The Wind Repertory Project, Accessed February 3, 2019. 
http:/lwww.windrep.org/Folk_Song_ Suite 
'Program Notes: Folk Song Suite 
' Grechesky, Robert, "English Folk Song Suite." In Teaching Music Through Performance in Band Vol. 1. Second 
Edition. Compiled and edited by Richard Miles (Chicago: GIA Publications, Inc., 2010). 469. 
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section should be played legato and cantabile (smooth singing style) and keeping the harmonic 

lines in balance with each other. In the 6/8 section at measure 64, the melody in the brass and 

lower woodwinds should be played sempre marcato (always with emphasis). This creates a 

contrast with the upper woodwinds a playing sempre staccato (always detached) countermelody. 

The second movement, Intermezzo, is a stark contrast to the other two movements. 

Much like the second movement of Holst's Second Suite for Military Band, the Oboe plays in 

tandem with another instrument to produce a new sonority. In this instance, a blending of Oboe 

and Cornet/Trumpet is heard, working together in creating a very delicate sense of longing and 

mourning. The countermelody at measure 22 is also worth noting as it is offset from the main 

melody by one measure. The scherzando section creates a tight contrast in playing style and 

mood. The return the A section, though short, has a passing of the original melody between the 

Low Saxophone/Low Brass and a Clarinet/Cornet mixture. 

The third movement begins much more subdued than the first in addition to the Bb Major 

tonality. The call and response between the Solo Cornet and woodwinds exchange of melody 

between each other in a light and soft style. During the fortissimo tutti, the harmonic staccatos 

create a contrast against the melodic tenutos. In the "High Ge1many" section, the difference 

between the melody, played marcato, versus the harmonic chords, played staccato, is worthy of 

note. In the 6/8 section, contrast is created through the triple subdivision of the beat. The brass 

plays staccato block chords with dynamic hairpins ( crescendos to a point then decrescendos 

immediately) to a four eighth note figure which creates an inte1jection to the melody. With the 

final folk song, there are two simultaneous lines happening. The melody, "John Barleycorn", 

played within the Mid and Lower Woodwinds/Low Brass, is the main focus of the section. The 



second line played by the Upper Woodwinds/Cornets/Horns is a fanfare-esque line and 

complements as a countermelody but should not overpower the main theme. 

Unit 5: Stylistic Considerations 

11 

General stylistic considerations would include the established adherence to articulation 

markings, utilizing dynamics for contrast as well as tension/release, and accurate phrasing as to 

induce the idea of singing. In addition, having a basic knowledge of the all folk songs can assist 

in understanding how to phrase the musical lines.'' 

Movement 1 

The first movement is a European style march, which unlike American style, is not as 

heavily accented on the main downbeats. Vaughan Williams created a juxtaposition of a march 

by using a staccato and pianissimo melody but still based upon a sung folk song. The challenge 

then becomes blending these two ideas together. In the "Pretty Caroline" section, phrasing 

comes naturally as the orchestration lends itself to the folk song in contrast to "Seventeen Come 

Sunday". In the 6/8 section at measure 64, the low Woodwinds and low Brass (still in 2/4) play 

the "Dives and Lazarus" melody. These low instruments work together to create a melodic line 

that is both legato and marcato at the same time. This sound should be played with a full, solid 

tone and never dropping the phrasing. The upper woodwinds (in 6/8) play the countennelody at 

a fortissimo staccato. Flutes, Piccolo, Oboes, and upper Clarinets play a little softer to hear the 

melody in the other instrnments but keep the staccato to differentiate the line. 

Movement2 

Having knowledge of the source material would be significant in understanding the 

melancholic sonority is created. For the song "My Bonny Boy", the lyrics suggest the longing 

, Grechesky, English Falk Song Suite, 471. 
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for a romance and the knowledge that it is lost to another person." The opening, though 

pianissimo, should have a rich and dark tone. In the scherzando, the melody lends itself to a 

feeling similar to a waltz. In the second statement, the trade-off between Clarinet Solo, 1-2 and 

Flute/Piccolo, Eb Clarinet, and Clarinet 3 becomes an important harmonic line and should be a 

seamless creating the arpeggiated effect. The repeat of the A section at the conclusion also uses 

the tradeoff technique but this time for the melody and also requires a continuous transition to 

work perfectly. 

Movement3 

In small contrast to the first movement, the third movement (second march) begins 

articulated but with a medium dynamic moving into the soft, legato solo cornet and soft, staccato 

woodwind call and response. Again, another juxtaposition of the light, airy sections versus the 

heavy sections is heard. In "High Germany", the woodwinds and brass have the light harmonic 

lines to complement to the marcato of the alto saxophone/low brass melody. This is seen again 

later in "John Barleycorn" with most of the same instruments cast in the similar roles. Before 

that, with the time change at measure 69 for "The Tree So High", there is also a key change to C 

minor. The brass section is sempre staccato with the dynamic hairpins while the woodwind 

melody mixes between staccato and legato. 

Unit 6: Musical Elements 

Melody 

In the I" movement, three folk songs are used: "Seventeen Come Sunday", "Pretty 

Caroline", and "Dives and Lazarus". "Seventeen Come Sunday", though subdued by the 

dynamic motion, is a poweiful start of a march and in the traditional British minor mode for Folk 

·· https://en.wikipedia.orgiwiki/My_Bonny_Boy 
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songs." The next song, "Pretty Caroline", creates a contrast melodically in tone, key, feeling, 

and should be played sweetly and elegantly. "Dives and Lazarus" is a mixture of the first two in 

feeling. The main melody in the lower instruments is marcato but still should be played in a 

connected way. This creates a differentiation in the upper Woodwinds, whose counter-melody is 

staccato, crisp, and light. 

In the Intermezzo, two folk songs are utilized: "My Bonny Boy" and "Green Bushes". 

Like the I" movement, it begins in a minor mode. The dramatic theme of the song should be felt 

as a pleading or yearning desire for love. However, Vaughan Williams continues on and uses a 

second song, "Green Bushes", as a divergence. The major key change and tempo create a new 

liveliness which is sandwiched by the melancholy melody of "Bonny Boy". In "Green Bushes", 

the melody is accompanied by an arpeggiated call and response counter-melody, adding to the 

lilting feel. 

Vaughan Williams uses four folk songs for the 3,, Movement: "Blow Away the Morning 

Dew", "High Germany", "The Tree So High", and "John Barleycorn", The March begins in Bb 

Major, with a Cornet solo at the start of "Blow Away the Morning Dew" moving into a response 

from the woodwinds. This culminates in a tutti fortissimo restatement of the opening folk song. 

The movement immediately shifts into "High Germany", where the Alto Sax, Trombone, and 

Euphonium trio takes over the melodic line, leading into a full repeat of"Blow Away the 

Morning Dew". Moving into the 6/8 section, the lower Woodwind and Cornet/Euphonium 

moving line carries the music into the next folk song. "The Tree So High" brings the piece into a 

minor key (C Minor) and is played softly but crisply. The final folk song, "John Barleycorn", 

again uses a melody and counter-melody of differing styles. The melody, played by low 

·• Grechesky, English Folk Song Suite, 469. 
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woodwinds and brass, are instructed to keep a marcato, march-like style. The upper woodwinds 

and brass have the counter-melody which is to be played crisp and staccato. 

Harmony 

The beginning of the 1 • Movement introduces an open F tonality given by the open fifths 

in the melody and harmony lines. Though written as Ab Major/F minor and due to the D-natural 

accidental, the key comes out as F Dorian mode. Much of the chordal movement is given either 

as eighths or quarter blocks in traditional homophonic style. The next section straight moves to 

Ab Major, while the 6/8 moves directly to F minor. The repeat of "Pretty Caroline" brings back 

the Ab Major key leading into the da capo al Coda (repeat to the beginning and go to the Coda at 

the sign). The coda is only three measures and contains only 2 chords, Eb7 to F Major, creating 

a Picardy ending, where the final chord resolves from the minor key to the major key via the 

raising of the third of the chord a half-step. 

The Intermezzo begins with an establish F minor chord but moves to F Dorian (D-natural 

in melody). Under the melodic lines for the first section are simple chordal progression. The 

restatement of the main melody, however, does include a harmonic countennelody in the 

Flute/Oboe/Solo Clarinet. In "Green Bushes", the harmonic motion moves similar as the first 

section. With the restatement of "Green Bushes" the new line added is the aipeggiated call and 

response, creating more forward motion. The final cadence at the return of "My Bonny Boy" is 

a Cmin7 to F major, creating another Picardy third. 

The 3• Movement opens in Bb Major moving into simple homophonic motion under the 

melody. The harmony under the strong marcato of "High Germany" is once again homophonic 

but with varying rhythmic interest. "The Tree So High", in C minor, has pulses on the major 

beats but includes the hairpin interjections of staccato eighths with different chords to match. 
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These inte1jections, though part of the harmony, end each of the half phrases in the melody. For 

"John Barleycorn", the counter melody provides the harmonic motion in the relative major of Eb. 

The Fine ending rests at the end of"High Germany" with a V-I resolution in Bb Major. 

Rhythm 

The folk songs used have been adapted rhythmically from their original forms. For 

example, the following figure is the melody from the original version of "Seventeen come 

Sunday"": 

4 # J J J I s r d!r r t' 1 r r r 11r r 11 r J J J 1 

4#rttr r I IJ IJ u J IJJJJg IJ J:liJJJIJ u II 

Note the change of meters not seen in English Folk Song Suite. The change was necessary to 

create the feeling of a march. 

In the I·• March, there are quick staccato eighth/sixteenths rhythms, broad quarter 

melodies and/or hannonies throughout, and upbeat harmony in "Pretty Caroline". The 

contrasting dynamics should not affect the rhythmic outcome. The 6/8 section of "Dives and 

Lazarus" is only for certain instruments while other instruments stay in 2/4, creating a hemiola 

effect. 

•• Alice Baillie, transcription. I'm Se!'enteen come Sunday. 2014, PNG, 520 x 190 pixels. 
http://abcnotation.com/tune Page ?a=www.vwml.org/components/com_rbdmdtall is/media/abctranscri ptions/abc/CJS2 
-10-6 I 4-0/0000 



The Intermezzo is rather simple and straight-forward. The conscientious director, 

however, will note the two major eighth note passages in the restatements of both folk songs. 

The countennelody to "My Bonny Boy" adds to the forward motion of the restatement. The 

same can be applied to the arpeggiated eighths in the restatement of "Green Bushes". 
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The final March requires accuracy with the dotted eighth-sixteenths so as not to turn the 

feeling into that of triplets. Many of the rhythms in the movement are similar to those in the I·• 

March, so the same observations apply as well. One difference is the change to 6/8 which effects 

all instruments. 

Timbre 

Vaughan Williams seems to enjoy the juxtaposition of one style of melody versus a 

countermelody of a contrast style within this piece as a whole. There tends to be a common 

usage of low instruments moving against the high instruments when employing the 

melody/countermelody or harmonic line contrast. Textures change from section to section while 

the composer employs the uses of varied tone colors to present his musical thoughts. A good 

example is the end section of the 2~ movement, where the low winds and brass switch of the 

melody with the Clarinets and Cornets. Not only is there a mix oflow versus high but two 

different timbres at work and even more so when the lines blend over each other. 
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Unit 7: Form and Structure 

SECTION MEASURES 

Intro l-4 

A 5-30 

B 31 -63 
(31-32-
transition) 

C 64-96 

B 97 - 129 

A l -30 

Coda 130 - 132 
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Mgyement 1 - March 
SCORING/EVENT 

Key: F Open Tonality (written Ab Maj/f min) 
Meter: 2/4 
Tempo: 
- Full Band - forte with decrescendo to oiano 
Seventeen Come Sunday 
- Key: F Dorian mode 
- Picknp from measure 4 
- Repeats twice: first pianissimo melody (Woodwinds), 
second fonissimo (Full Band) 
- watch out for counter melody 
Pretty Caroline 
- 2 measure transition - cantabile style 
Dynamic: piano 
Key Change: Ab Major ( established) 
Solo: Cornet I/Solo Clarinet; add Flute 2° time 
- Flourish at end of l" phrases 
Add WW in 2° phrase to melody 
End with solo as before with flourish 
Dives and Lazarus - with repeat 
Meter Change: 6/8 
Key Change: f minor 
Dynamic: fortissimo 
Upper \VW - Staccato counter melody 
Low WW/Brass - Marcato melody 
Repeat of Pretty Caroline 
- Same as previous 
DC al Coda 
D.C. al Coda (Coda at measure 30) 

Plagal Cadence - Bbm+6 - F Major (Picardy) 
fortissimo 
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Movem!lnt 2 • Intermgzzo 

SECIION MEASURES SCORING/EVENT 

Intro 1-2 Meter: 3/4 
Key: f minor 
Tempo: Andantino 

A 3-22 My Bonny Boy 
Dynamic: piano 
Solo - Oboe/Cornet l 
Counter melody - Cornet 2 - pianissimo 

A' 23-42 Repeat of melody 
Dynamic: mezzo-piano 
Soli -Clarinet 2-3/Bass Clarinet/Bassoon !/Euphonium 
Countermelody - Flute/Oboe/Solo Clarinet 
Crescendo/Decrescendo near end of section 

B 43-59 Green Bushes 
Key Change: F tonality (written F Major) 
Dynamic: piano 
Tempo Change- Poco Allegro-Scherzando (fast 3 or in 1) 
Solo - Piccolo/Oboe/Eb Clarinet 

60- 77 Repeat of melody 
Dynamic: mezzo-forte 
- Melody - Oboe/ Alto Clarinet/ Alto Sax/Cornet II Euphonium 
- Trade off counter - Flute/Eb Clarinet/Clarinet 3 vs Clarinet 
Solo/1/2 
- Downbeat chords or held chords for rest 
Ritard - meas 76-77 

A" 78-92 Tempo I - My Bonny Boy repeat 
Key Change: f minor 
Dynamic: pianissimo 
Melody trades off between sections: 
Low WW/Brass - Clarinets/Cornets 

93 - 97 Coda 
Melody - Low Clarinet/Sax/Brass 
End pianissimo - timpani roll 
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Mm:tmfillt J - Maren "Fulk Songs {rom Somers1:t" 

SECIION MEASURES SCORING/EVENT 

Intro 1-4 Meter: 2/4 
Tempo: Allegro 
Key: Bb Major 
Dynamic: mezzo forte 
Light, bouncy with dotted eighth-sixteenth and staccato eighths 

A 5-28 Blow Away the Morning Dew 
Dynamic: piano 
Solo - Cornet l 
Call & Response with WW 
Fortissimo into 2" call of melody at meas. 20 

B 29-44 High Germany 
Dynamic: mezzo forte/fortissimo for melody 
Melody: Alto Clarinet/Alto Sax/Trombone 1-2/Euphonium-
sempre marcato 
Melody similar to introduction 
Hannony: rhythmic accented chords 
Melds back into l- folk song with decrescendo into Cornet solo 

A 45-68 Repeat of measures 5 - 28 
Fine at meas. 68 

Transition 69-70 Meter: 6/8 
Key shift: G minor into C minor 
Dynamic: forte - cresc. fortissimo 
Trills: Upper WW 
Eighth run: Low Clarinet/Bassoon/ Alto Sax/Tenor 
Sax/Cornets/Euphonium 

Trio 71 - 88 The Tree So High 
J Key Change: C minor (set up 2 meas. later) 

Dynamic: decrescendo to pianissimo/piano 
Melody: Upper WWs 
Harmony; sempre staccato 
Every 4 measures - interjections by brass/low saxophone/snare 
drum - crescendo into forte then decrescendo 

Trio2 89 - 113 John Barleycorn 
Meter: 2/4 
Dynamic: fortissimo 
Melody: Low WW/Saxophones/Low Brass 
- played marcato sempre 
Counter Melody: Upper \VW and Brass 
Repeat to 71 

Intro/A/BIA I - 68 D.C. a/fine 
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Unit 8: Suggested Listening 

English Folk Song Suite. Eastman Wind Ensemble, Frederick Fennell, conductor. Polygram 

462960. 1999. 

English Folk Song Suite. Academy of St. Martin in the Fields, Sir Neville Mariner, conductor. 

Decca B0000OIX8l. 1999. 

Sea Songs. North Texas Wind Symphony, Eugene Migliaro Corporon, conductor. GIA 

Publications CD-681. 2006. 
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First Suite in Eb for i\1ilitary Band. Gustav Holst. Eastman Wind Ensemble, Frederick Fennell, 

conductor. Mercury Living Presence 289 462 960-2. 1999. 

Second Suite in F for Militaty Band. Gustav Holst. Eastman Wind Ensemble, Frederick 

Fennell, conductor. Mercury Living Presence 289 462 960-2. 1999. 

William Byrd Suite. Gordon Jacob. Regimental Band of the Coldstream Guards, Major Graham 

0. Jones, conductor. SRC 108. 2004. 

Unit 9: Additional References and Resources 

Cobbe, Hugh, ed. Letters of Ralph Vaughan Williams ( 1895 - 1958). London: Oxford 

University Press, 2008. 

Fennell, Frederick. "Basic Band Repertory: Vaughan \Villiams' Folk Song Suite." The 

Instrumentalist, Volume XXX, No. 11 (June, 1976): 45-48. 

Miles, Richard, ed. "English Folk Song Suite." Teaching Music Through Performance in Band 

Vol. I, Second Edition. Chicago: GIA Publications, Inc., 2010. 

The Ralph Vaughan Williams Society, website. http://www.rvwsociety.com 

Williams, Ralph Vaughan. National Music and other Essays. London: Oxford University Press, 

1996. 



Unit 1: Composer 

Serenade for Winds inc minor, K. 388/384a 
Movement II: Adagio 

Wolfgang Amadeus Mozart 
Publisher: Breitkopf & Hartel 

Duration: ca.4:00 
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Wolfgang Amadeus Mozart was born on January 27, 1756 in the city of Salzburg, Austria to 

Leopold and Anna Maria Mozait. His full name, however, is Joannes Chrysostomus 

Wolfgangus Theophilus Mozart (Wolfgang Amadeus was the name he preferred as an adult). 

His father, Leopold, was a deputy Kapellmeister to the court orchestra of Salzburg and was an 

accomplished violinist and music teacher. When young Wolfgang was about 3 years old, his 

musical talent became evident to Leopold who immediately began training the boy in 

performance. His first musical compositions were written when he was five years old. 

Eventually, Leopold took Wolfgang and his older sister, Maria Anna, around Europe to tour and 

play concerts in various cities, giving the Mozart family some famed notoriety. At 17 years old, 

Mozart became a court musician like his father in Salzburg. He kept this position for years, 

followed by some years travelling to find a stable job all the while gaining fame and popularity 

for his works. In 1781, he finally settled in Vienna after resigning from the Salzburg court. The 

next year, he married Constanze Weber and over time had six children, two of which survived 

infancy. His years in Vienna proved to be his most prolific, writing many symphonies, 

concertos, operas, and other incidental music. He made many friends, including famed 

composer Franz Joseph Haydn. In his final year, Mozart produced many important pieces 
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including The Magic Flute, his final opera, the Clarinet Concerto, and portions of his Requiem. 

He died on December 5, 1791 and was buried in a pauper's grave in Vienna." 

Unit 2: Composition 

Serenade for Winds inc minor, K. 3881384a was written in 1782 while Mozart was living 

in Vienna, Austria. The piece was original referred to as "Parthia" or paitita and follows a 

similar format as a symphony: fast movement, slow, minuet/trio, and fast movement. Mozart 

wrote two other serenades for winds but only K. 388 was written in minor key. The full piece is 

written for 2 oboes, 2 clarinets, 2 horns, and 2 bassoons. 

The second movement (Andante) rests in Eb major, the relative major key, and varies the 

character of the work to a much slower waltz-like 3/8. The upper voices are written with 

cadenza passages indicative of the Classical era of music:• 

Unit 3: Historical Perspective 

During Mozart's life, a new style of music was being written for wind instruments 

referred to as Harmoniemusik. Originally bridging from the Hautboisten of the Baroque Era, 

Harmonie began when horns were added to groups of oboes and bassoons, creating a new 

sonority and a new group for the mostly the aristocracy." 

The surviving letters of Mozart make no mention this particular Serenade, and not much 

is known about its motivation, exact dates, first performances, nor whether it was legitimately 

commissioned. Different from his other wind music, this piece was a distinct work of its time. 

The c minor tonality suggests Mozart did not write it as lighter music for enteitainmenu It is 

· Biography of Mozart. Accessed February 3, 20 I 9. http://www.wolfgang-amadeus.at/en/biogrnphy _of_Mozart.php 
""Score Study: Mozart's Serenade in C minor, K. 388 (for Wind Octet), 1782." Accessed February 3, 20!9. 
https ://sociosound. word press .com/20 I 0/07 / ! 5/score-study-mozarts-serenade-in-c-minor-k-388-for-wind-octet-17821 

David Whitwell, A Concise Histo,y of the Wind Band (Whitwell Publishing, 2011). 151. 
""Score Stu,~y: Mozart's Serenade in C minor, K. 388 (for Wind Octet). 1782." 
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noted by Alber that this marks the first and only time that Mozart employed a minor key in his 

wind music. It is then suggested that minor keys hold a special place in Mozart's compositions 

and usually carry a strong connection to turmoil in his life. For example, the death of his father 

in 1787 corresponds to the origin of the opera Don Giovanni (D minor is the main key of the 

work)." 

Unit 4: Technical Considerations 

The second movement of the Mozart Serenade for Winds presents classical era 

challenges to the modern musician. Since the piece is in 3/8 meter, the difficulty is in the 

subdivision of notes. As a small ensemble work, all notes need to line up precisely. Ensemble 

blend is also of importance. When two differing instruments play together in a slow, soft manner 

like this, no one instrument should be louder than the other unless specified by the score. 

Dynamics in this movement are soft although they are accentuated with several sforzando-pianos 

throughout. Mozart also takes advantage of the concept of a rest as organized silence. Examples 

include measure 45 - 46, 52, 60, and 69. The final three measures offer brief silent moments 

which "feel as if time is suspended in air."" 

Unit 5: Stylistic Considerations 

The music of the Classical Era, though harmonically unassuming by today's standards, 

requires great attention to the small details. Mozart's era of music contained simple dynamics 

but also involved unwritten ones. Tradition requires that tension-release moments with multiple 

similar notes requires a swell of crescendo into the tension and decrescendo off of the release. 

18 Brian Alber," The Evolution of Sonata Form in the Wind Music of W.A. Mozart" (MA diss., University of 
Nebraska-Lincoln, 2006), 30. 
•· "Score Study: Mozart's Serenade in C minor, K, 388 (for Wind Octet), 1782." 
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Grace notes should be played on the beat. If a grace notes is attached to a single eighth note, 

they should be played as 2 sixteenth notes. 

Unit 6: Musical Elements 

24 

This particular movement is written in a short version of sonata form. The most notable 

difference from sonata form is that the repeat of the exposition is omitted and that the 

development sections uses only one theme. One of the predominant expression elements is the 

slurred staccatos, a common element in music of the Classical era. The marking is known as a 

portato or an articulated legato. Many of these markings are used to create tension-release 

moments." Figure I below shows measures 16 - 20 utilizing the pm1ato articulation. 

Figure l 
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During the course of this movement, the three note portato is notated at least 20 times. The call­

response themes that use pmtato help to create the forward motion of the phrase. 

,., Blood, Brian. 2012. "Music Theory Online: Lesson 21: Phrasing & Articulation". Accessed February 3, 2019. 
https:l /www.dolmetsch.com/musictheory2 l .htm 


