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ABSTRACT 

The published music of James Clifton Williams (1923-1976) has 

served as a cornerstone in the repertoire of the wind band for over fifty 

years. Williams' compositional exploration of rhythm, tonality, motivic 

development, and orchestration was significant enough at the time of 

composition to gain the attention of many conductors, scholars, and 

educators. The result of this recognition was the wide-spread performance 

and publication of thirty-one of his works for wind band over the final 

twenty years of his life. 

This study reveals Williams' wind band materials that presently 

remain unpublished. Specifically, two works. Prelude for Concert Band and 

Dramatic Interlude, from the beginning and end of his career respectively, 

are the focus. Included are highlights of Williams' compositional output and 

parallels to his published work are drawn in order to establish relevancy and 

quality of his breadth of composition. A listing of the known unpublished 

wind band works is added as appendix B. By doing so, the wind band 

community gains a cursory knowledge of the amount of unpublished 

materials that deserve ftirther attention and possible exploration. 
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This study produced computer-generated performing editions of 

Prelude for Concert Band and Dramatic Interlude. The performing editions 

have been compiled and edited for contemporary usage from existing 

original manuscript scores and parts. 

Chapter 1 contains a biographical sketch, a summary of his works, a 

performance background of his compositions, and a survey of the 

composer's compositional style. Chapter 2 provides an overview, 

annotations, and performance strategies for Prelude for Concert Band and 

Dramatic Interlude. Chapter 3 gives a summary of Williams and his 

unpublished compositions. The appendices F and G provide full conductor 

scores of Prelude and Dramatic Interlude. 
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Chapter 1 

JAMES CLIFTON WILLIAMS: 

LIFE, WORKS, PERFORMANCE BACKGROUND OF 

COMPOSITIONS, AND COMPOSITIONAL STYLE 

Life 

James Clifton Williams was bom on March 26, 1923, in a very small 

Arkansas town named Traskwood, which is located thirty-five miles 

southwest of Little Rock. His home was next to the railroad that ran through 

town and his father, James Sr., was a railroad employee that worked from a 

small train depot just down the tracks from their home. In addition to James 

and his father, the family consisted of mother Rae Irene and two sisters, 

Helen, bom in 1918, and Sue, bom in 1925.' 

Just prior to the Great Depression, the family relocated to a larger 

community ten miles southwest of Traskwood. Malvern was a city of 5,000 

residents and, because it was much larger than Traskwood, offered many 

' Joe Rayford Daniel, 'The Band Works of Clifton Williams," Ph.D. dissertation 
(University of Southern Mississippi, 1981), 15-16. This dissertation contains an 
extensive biography of Williams using his sister Sue Stoll as it source. Daniel's work 
and the accounts of Williams' daughter, Michelle, are the primary sources for the 
biographical material contained within this document. 
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more opportunities than the Williams' smaller hometown. The family built 

their own home and enjoyed the many available civic and cultural offerings. 

During this time, James and his siblings developed a rudimentary 

musical background through the use of the family piano. Mrs. Williams had 

secured the instrument for the older child, Helen, but wanted all the children 

to learn how to play. They each learned to read music from Helen's method 

books and sheet music. In the fall of 1935, James entered the seventh grade 

and subsequently began his formal music education. Through a business 

transaction, James Sr. acquired a mellophone for his son's musical use and 

the young James set about learning the instrument with much excitement. 

After a marital split and family financial default in 1936, Rae Irene 

relocated the family to Little Rock. She was eager to move from a town that 

was all-to-aware of her recent troubling family circumstances and she also 

felt that there would be better employment possibilities for her and a better 

quality of life for the children in the capital city. 

As James reached adolescence, he was involved in many reckless 

ventures but his mother's moral compass and his families pride were always 

there to insure James did not veer too far from an upstanding moral lifestyle. 

As a member of the Westside Junior High School Band and Orchestra, he 
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began to show a deeper interest in music. Upon entering Little Rock High 

School, he adopted a more focused eind disciplined approach. The credit for 

this change was his ensemble music director, L. Bruce Jones. Jones was a 

staunch disciplinarian and demanded total commitment from the members of 

the ensemble. "In many ways, Jones and the Little Rock High School Band 

served as James' salvation"." James mentioned later in life, 

We didn't have any money, and a lot of us practically lived for our 
horns... all of that devotion was fine for the future professionals 
among us, but I'm not sure it was good for the others.^ 

James appreciated the rigorous musical experiences but reasoned that the 

amount of effort and commitment required of the normal high school 

musician was detrimental to their future musical appreciation and 

cultivation. 

By the time he graduated, James had moved far beyond proficiency on 

the mellophone and had served as the principal horn player in the national 

award-winning Little Rock High School Band and Orchestra led by L. Bruce 

Jones. Without formal piano training or theory practice, he had begun to 

write arrangements and also to compose. He had created several marches 

" Michelle Williams Hanzlik, interview by author, telephone, 17 March 1997. 

^ Joe Rayford Daniel, "The Band Works of Clifton Williams," Ph.D. dissertation 
(University of Southern Mississippi, 1981), 19. 
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for the marching band, Manassas Overture for concert band. First Symphony 

for orchestra, and his own graduation march, appropriately entitled 

Processional. 

After high school graduation in 1941, James began his search for a 

productive environment in which to cultivate his music career. He enrolled 

at Louisiana Tech University in Ruston, where he became the pianist and 

arranger for the university dance orchestra. The Collegians. At Tech, he was 

always known to have manuscript paper on hand and busied himself writing 

music during rehearsals in which he was a participant. One of James' 

classmates recalled, "during rests of the music, he would start working on 

some arrangement or original."'* 

By 1942, World War II was raging full-scale in Europe and in the 

Pacific. Following his first year at Louisiana Tech, James was faced with 

the reality of enlisting in the military or taking his chances in the draft. He 

made application to the Navy School of Music but was rejected due to poor 

eyesight, a condition caused by his experience with scarlet fever as a child. 

However, James was accepted into the Army Air Corps and was duly 

assigned to the 307"^ Air Force Band based at Selman Field in Monroe, 

•* Joe Rayford Daniel, "The Band Works of Clifton Williams," Ph.D. dissertation 
(University of Southern Mississippi, 1981), 21. 
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Louisiana. He played horn, served as the dram major of the band, and 

composed at every opportunity. Many of his fellow servicemen did not 

understand why James participated in the 307''' Band and wrote music so 

fastidiously during his off-duty hours. This led to the harassment of James 

and his ultimate dissatisfaction with being in the service. 

The chief warrant officer and leader of the 307''' Band was the 

recipient of a dedication in one of James' earliest works for concert band 

entitled Prelude. The dedication reads, "To my friend Willard I. Shepherd." 

Shepherd greatly appreciated James' contributions to the band as a performer 

and arrsinger and also valued him as a personal fhend. James was the only 

member of the 307th Band that Shepherd requested transferred with him to 

his new command assignment at Ellington Field in Houston. 

The result of James' time spent in the military was a wealth of 

performing experience, a good deal of original music composition, and 

many arrangements. His writing activity led to the programming of a 

complete concert of his materials by the 307"^ Band as well as a completed 

commission for conductor Ernst Hoffman and the Houston Symphony. The 

premiere performance of his tone poem Peace was given during the 



concluding months of WW 11. By summer 1945, the war was over and 

James' military stint was complete. 

During the fall of 1945, James continued his previously-interrupted 

undergraduate study by enrolling as a music student at Louisiana State 

University. His former Little Rock High School band director, L. Bruce 

Jones, was the newly-appointed Director of Bands. James took a double 

major in music composition and French horn performance, participated in 

the departmental large ensembles, including the marching band, and in July 

1948, he presented his senior recital. It included his French horn playing 

(featuring works of Haydn and Dukas) and several of his original works for 

other instruments. The concluding work was a personal performance of his 

Sonata for Horn. After graduation, James married a fellow LSU music 

student, Maxine Bardwell. She was a cellist and had trained as a music 

educator. He adopted Maxine's daughters from a previous marriage, 

Michelle £ind Elizabeth, and later that summer they all moved to Rochester, 

New York for James' enrollment as a graduate student at the Eastman 

School of Music. 

While at Eastman, James studied composition with Bernard Rogers. 

His master's thesis was a composition entitled Sonata Allegro for orchestra. 
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During a week-long symposium held for Eastman composition students, the 

Sonata Allegro was singled-out by Howard Hanson as being a work of solid 

musical merit. Hanson commented that much of the material being written 

by Eastman students at that time was harsh and "contrary to the true 

philosophy, ethics and aesthetics of music."^ Hanson's positive comments 

significantly encouraged James. He graduated Eastman with the Master of 

Music degree in 1949 and, perhaps more importantly, a sense of having 

turned a major career comer. He felt that he could now be fhiitfiil and 

successful. 

In fall of 1949, James took an appointment as a faculty member at the 

University of Texas. His assignment included teaching theory and 

composition in the School of Music and to serve as composer-in-residence. 

He functioned in these capacities for almost two decades and during this 

time produced the bulk of his published compositions.*^ 

James also continued to perform on the horn during his time at Texas. 

He appeared on faculty solo and chamber ensemble programs and performed 

^ Joe Rayford Daniel, "The Band Works of Clifton Williams," Ph.D. dissertation 
(University of Southern Mississippi, 1981), 23-24. 

® John Wojcik, "Music for Wind Band by James Clifton Williams: An Annotated List," 
DMA dissertation (University of Kansas, 1999), 12-124. 



as assistant principal hom and principal hom for the San Antonio and Austin 

Symphonies respectively. As a guest conductor, he appeared with the San 

Antonio Symphony on many occasions and, in 1963, was commissioned by 

the Minnie Stevens Piper Foundation of San Antonio to write a composition 

for orchestra depicting the heritage of the city. The result was the 

Symphonic Dances. 

Among other compositions written during the Texas years were A 

Southwestern Overture (1949), Concert Overture (1949), Legend{\950), 

Rondo Concertante (1951), Sinfonia Concertante (1955), Ballade (1959), 

and Festival (1960). Only four of his many orchestral compositions were 

ever published. This was disheartening for James because he considered the 

orchestra to be "the greatest instrument"' and because he struggled very hard 

to work with orchestras and conductors but only found apathy and 

resistance. He said, "There is simply no demand for American symphonic 

• • 9 

music. Our culture is not set up for it, and probably never will be." 

However, he did find acceptance and publication of his wind band 

works. This was directly linked to the rising tide of the school band 

' James D. Wayne, interview by author, telephone, 31 March 2002. 

® Joe Rayford Daniel, "The Band Works of Clifton Williams," Ph.D. dissertation 
(University of Southern Mississippi, 1981), 29. 
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movement during the post-WW II era. "School bands and Jim Williams 

grew up together."' His compositional style gave the school wind band a 

new voice and his music was a welcome addition to the emerging band 

repertoire. To the band community aware of him, James' works represented 

an increase in both depth and breadth of material. His wind band-specific 

literature was beginning to supersede the prior band programming practice 

that utilized as its basis the orchestral transcription. 

During the first twenty-five years of his life, James composed in many 

variations of his name including James Williams, James C. Williams, and J. 

Clifton Williams. During his initial years at Texas and at the urging of one 

of his publishers, he changed his professional name from the common 

"James" to the more illustrious "Clifton". From this time forward, he 

composed as Clifton Williams. 

The early I950's included two attempts by Williams to further the 

exposure of his music and the music of other budding composers. He 

created the Inter-American Symposium of Contemporary Music held at the 

University of Texas and he created Southwestern Music Publishers. The 

first event gave young composers the opportunity to hear their music 

' Michelle Williams Hanzlik, interview by author, telephone, 17 March 1997. 



performed by a professional orchestra-in-residence. Southwestern Music 

Publishers led a brief existence. Its financial resources were limited and the 

company was only able to catalog the works of Williams' and a relatively 

unknown orchestral composer named Paul Holmes. 

Some students that studied composition with Williams during his first 

decade at Texas were John Barnes Chance, W. Francis McBeth, and 

Lawrence Weiner. Each had their particular successes in their careers and in 

composing. Chance with award-wiiming and mainstay contributions to the 

literature including Incantation and Dance and Variations on a Korean Folk 

Song, McBeth with many titles lasting and basic to the repertoire, and 

Weiner with his ABA/Ostwald Award winning Daedalic Variations in 1967. 

These students retained and cultivated in their works Williams' instruction 

by mirroring much of his compositional philosophy. They also admired his 

humanity as evidenced in the many personal hours that he spent with them 

informally. In those unpretentious settings, he gave them honest opinions 

£ind sage but simple life lessons. The time Williams gave to his students 

served them well but it also nourished his intrinsic desire to educate others. 

In the years 1956 and 1957, the regional exposure that Williams had 

enjoyed in the southwestern United States rapidly evolved into national 
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recognition. His Fanfare and Allegro and Symphonic Suite each won the 

ABA/Ostwald Award in consecutive years. Suddenly, publishers were 

clamoring for his compositions and encouraged him to produce new works 

for band. Due to this flattering recognition, his frustration in dealing with 

orchestras, and his personal realization that the creation of serious wind band 

music was untapped territory, Williams chose to focus his full creativity 

toward the development of wind band repertoire. 

Williams' successes in those years led him to return to Eastman in 

1958. He entered the school in pursuit of the Ph.D. He became a student of 

Howard Hanson and produced award-wirming projects. Unfortunately, his 

notoriety and gaining popularity as a composer was met with some 

resistance. This resistance was a reaction to the large amount of material 

that Williams had created for the wind band and the fact that the band did 

not enjoy the historical position, prominence, or respect of the tradition-rich 

orchestra. It was not until the work of Williams and a few of his 

contemporaries that a significant amount of idiomatic music was written for 

the wind band. In fact, until this time the wind band literature centered on 

the orchestral transcription as its artistic cornerstone. As Williams was a 

relative newcomer to the artistic community and because he was writing 
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music for a youthful ensemble, composers writing music for the time-

honored ensembles were reticent to accept him. This was compounded by 

Hanson's belief that Williams "was not a doctoral caliber student".Having 

feelings of failure, Williams decided to forego his study at Eastman and 

return to his position at Texas. 

His return to Texas met with a wealth of opportunity. Williams' was 

busier than ever. He led clinics, guest conducted, accepted commissions, 

and he was recognized with several honors and awards. The period from 

1958 to 1965 proved to be the busiest and most productive of his life. As he 

neared the conclusion of this period, he found himself unhappy with his 

professorship at the University of Texas. He was growing tired of the 

mounting complexities of administrative tasks, politics, and the minutiae of 

other details that were part of a large university. 

In 1966, he took a leave of absence to become guest professor of 

theory and composition at the University of Miami (FL) and one year later 

formally resigned his Texas position to become the Chairman of the 

Department of Theory-Composition at Miami. 

Michelle Williams Hanzlik, interview by author, telephone, 17 March 1997. 



Williams' time in Miami was quite busy. He had a heavy teaching 

load, many guest conducting and lecturing activities, and he created the 

Young American Musicians Abroad program. This program featured an 

honor band and chorus of American students that toured in either Europe or 

South America. YAMA was active during the summer months from 1966 

through 1972. During the 1968 tour, the Peruvian National Conservatory of 

Music in Lima awarded Williams an honorary doctorate in music. The 

degree was conferred in order to honor Williams' "outstanding service in 

furthering understanding and developing good will through music in South 

America."" Also, 1968 brought Williams' election to the membership of 

the prestigious American Bandmasters Association and Phi Mu Alpha 

Sinfonia appointed him to a regional governorship. His many commitments 

and activities made it extremely difficult to compose and he only found time 

to do so on a limited basis. Accordingly, he produced a much smaller 

amount of compositional material. 

Personal illness also compromised his compositional production. A 

downturn in Williams' health had actually started during his later years in 

Texas. It was there that he was diagnosed diabetic and he began 

" Joe Rayford Daniel, "The Band Works of Clifton Williams," Ph.D. dissertation 
(University of Southern Mississippi, 1981), 34. 
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experiencing recurring problems with kidney stones. In 1970, he was 

diagnosed with bladder cancer. Williams was treated with chemotherapy 

and was in remission until the rediscovery of the disease in the major 

muscles of the back in 1975. 

Even though the amount of his compositional activity slowed in the 

Miami years, the quality of his material did not diminish. His music was 

becoming less constricted and showed more evidence of inventiveness and 

artistry. Within the last two years of his life, Williams felt that one of the 

most significant contributions he could make to advance the wind band 

repertoire would be to compose a symphony for winds. "He wanted to write 

his music. Music that was free from any type of constraint. He had grown 

weary of writing band contest music and wanted to get away from length 

and technical considerations."'" James Wayne and the New Rochelle High 

School (NY) Wind Ensemble were to premiere the symphony at the 1975 

meeting of the Music Educators National Conference Eastern Division in 

Philadelphia. His Symphony No. 1 was listed in the conference program but 

Williams' illness kept him from writing the work and the idea went 

James D. Wayne, interview by author, telephone, 31 March 2(X)2. 



unfulfilled.'^ After a ten-year battle with many physical ailments and a very 

painful last eighteen months, Clifton Williams died from cancer on February 

12, 1976. 

His ability to engage people with ease made Williams a popular and 

likeable person. News of his passing was not a surprise because of his long 

illness. Flags on the campus of the University of Miami were flown at half-

staff on the day of his death. One of his former students, W. Francis 

McBeth, wrote a memorial composition for Williams entitled Kaddish and 

another close friend, Joseph Willcox Jenkins, wrote a tribute using motives 

from Williams works (particularly Fanfare and Allegro) and named the 

work for Williams' rural Arkansas heritage. In Traskwood Country. 

Ibid. 
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Works 

Williams cultivated a career as a well-rounded musician. His primary 

performing instrument was the French horn but he endeavored to expand his 

musicianship by working at the piano and the string bass.''* Conducting 

seemed to always be among his activities. He deeply valued his professional 

and personal role in the education of others. He found that conducting 

enabled him to experience that role more fiilly. Williams consistently took 

personal time to counsel with university students and the students he 

encountered as a clinician and guest conductor. 

However, Clifton Williams is remembered as a composer. He not 

only contributed to the repertory of the wind band but to the orchestra, solo 

voice, chorus, piano, and instrumental solo and chamber ensembles. The 

majority of his wind band music and instrumental chamber music made it to 

publication, but almost the entire bulk of his remaining material did not. For 

that reason, his non-band music and his unpublished band pieces remain 

obscure. These little-known compositions contain many fine examples of 

strong idiomatic writing for those genres. 

Michelle Williams Hanzlik, interview by author, telephone, 14 April 2002. 
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Williams was a major contributor to the progress of the wind band. 

Midway through his career, he set his sights solidly on the state of the wind 

band. His compositional craft and the environment and excitement that he 

created among his students for the medium were based on "his dream of the 

elevation of the wind symphony, through literature, to equal status of any 

and all of our performing ensembles."'^ To that end, he created works that 

wind band constituents wanted. His music had appeal. It was composed 

with the strengths of the instruments in mind and it exhibited a rhythmic 

ingenuity that was uncommon. The music explored the timbre of the 

ensemble and that, coupled with his harmonic language, produced an 

exciting new sound for the wind band. These sounds set the standard for 

future band composers such as Chance, McBeth, and Jenkins. 

His contributions include one hundred twenty-three (123) known 

original compositions or arrangements. Included in this number are fourteen 

(14) works that Williams either rescored or reset from his original into 

another medium. There are also nineteen (19) arrangements for chamber 

ensembles made from the work of other composers. This leaves ninety (90) 

W. Francis McBeth, "James Clifton Williams-Beloved Teacher and Friend," The 
School Musician/Director and Teacher 48 (March 1977), 39. 



original compositions. Fifty-five (55) of these works are for band, four (4) 

are choral, eleven (11) are solo instrumental or voice works, four (4) are 

small instrumental ensembles, and sixteen (16) are for orchestra. Sixty-one 

(61) percent of his compositions were written for band while the remaining 

thirty-nine (39) percent were written for a cross-section of other mediums. 

Of Williams' total output, there are sixty (60) published and sixty-three (63) 

unpublished compositions and arrangements. Among these are thirty-two 

(32) published and twenty-six (26) unpublished compositions for band. 



Performance Background of Compositions 

Williams' junior high and high school years were filled with 

performing and the self-discovery of composition. His writing was largely 

experimental but he did complete a few compositions. Some of them 

received performance by the Little Rock High School Band but 

performances of his works were largely happenstance. 

As a music student at Louisiana Tech University, he received a 

scholarship to arrange popular tunes for the university dance band. In the 

military, the 307th Axmy Air Corps Band (LA) and the Ellington Field Post 

Band (TX) programmed his compositions. The exposure his music received 

during his service years was significant and helped pave the way for his first 

commission of a new work. This commission came from the Houston 

Symphony and was a significant first for Williams. The result was a tone 

poem entitled Peace. 

As a music composition student at LSU, Williams wrote five of the 

seven works presented on his senior recital. Of these works, Five Tempi for 

String Quartet was published and Theme and Six Variations for piano and 

Passacaglia and Fugue for organ were later scored for orchestra and band 

respectively and titled Theme and Variations and Passacaglia. One of his 



class counterpoint projects from that time was orchestrated for band and was 

published in 1958 as Solemn Fugue. 

His first year of graduate school produced an orchestral work that was 

well received entitled Sonata Allegro. He scored the work for wind band the 

same year and later further revised it, retitled it A Southwestern Overture, 

and published it through his publishing company, Southwestern Music 

Publishers. During graduate school, he completed the composition of 

Trilogy from the Song of Solomon and dedicated it to his wife on the 

occasion of their first anniversary. "It is the most beautiful piece he ever 

composed".'^ 

The San Antonio Symphony premiered his orchestral Rondo 

Concertante in 1951. Williams later reset the middle section from that work 

and the result was the published Pastorale for band. The following year 

produced the Sinfonia Concertante. Its chorale segment was published for 

orchestra and later the entire work was reset for cello quartet and renamed 

Adagio and Allegro. 

His first published work for wind band was Hill Country Ballad 

(1953) and, although it did not achieve the status of his more popular works, 

Michelle Williams Hanzlik, interview by author, telephone 17 March 1997. 



it did mark the beginning of a decade of remarkable compositional output 

for wind band. It produced the award-winning Fanfare and Allegro and 

Symphonic Suite as well as eighteen other published compositions for band. 

In 1963, his focus became fulfilling a commission for the 25th 

anniversary of the San Antonio Symphony. Williams chose to depict the 

heritage of the city in a set of orchestral dances. It took the form of five 

dances that Williams' completed in random order. The San Antonio 

Symphony premiered three in 1964 and a complete performance of the work 

was given one year later. Each time the composer was conducting. In its 

original orchestral form. Symphonic Dances remains unpublished but the 

composer transcribed three of the dances for wind band and two were 

published. "Williams did not think that the other two dances, #/ 

"Comanche Ritual" and #4 "Square Dancewould transcribe well for band 

and never attempted to transcribe them for any medium".'^ Of the three 

dances he did transcribe, Symphonic Dance #2 "The Maskers " and 

Symphonic Dance #i "Fiesta " enjoy prominent programming positions on 

public school and university wind band concerts. Symphonic Dance #5 

"New Generation " was never published because "publishers declared it to 

" James D. Wayne, interview by author, telephone, 31 March 2002. 
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technically demanding for high school musicians"'® and "it was the first 

work rejected by publishers in fifteen years".'' 

The period following the production of the Symphonic Dances 

produced almost exclusively material for wind band. The exception was the 

creation of two scores written for films. The films were created for public 

television and detailed segments of the lives of Thomas Jefferson and Ernest 

Hemingway. Of the band music created during this period, six titles remain 

unpublished. 

" Ibid. 

" James Clifton Williams, comments and performance. New Rochelle (NY) High School 
Wind Ensemble, composer conducting, 9 March 1972. 
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Compositional Style 

Williams' compositions are a microcosm of his life. From simple 

childhood beginnings to his unpretentious adulthood, "he wasn't impressed 

with the establishment."^® He was a straightforward, honest person who 

demanded virtue and personal integrity from others. These same qualities 

greatly influenced his compositional style. 

The simplicity of Williams' character was demonstrated in the actual 

act of composing. He typically composed at a small card table at home. 

Often, he would turn to the piano or the string bass standing in the comer as 

a means to tryout what he had written. His personal manuscript was always 

immaculate and his scores were very clean, properly proportioned, and well 

aligned. 

Personally, Williams considered himself to be a very "American" 

composer. He was proud of his heritage and created music that had an 

American quality. This did not present itself as flag-waving patriotism or 

program music of any kind, but rather as the manifestation of having grown 

up American. The expansiveness of the southwest, the nostalgia of the 

^ Michelle Williams Hanzlik, interview by author, telephone, 17 March 1997. 



33 

country life, and the regal atmosphere of fanfare, heroism and ceremony are 

images evoked within his work. 

An over-riding principal of his compositional style is the use of a 

modest amount of thematic material. Composer and former student 

Lawrence Weiner recalled: 

He used to say, "If it's worth saying once, it's worth saying two or 
71 

three times in a different way." 

That principle guided the creative process of Williams' entire opus. Even 

though his music is often bold and grand in stature, it is not verbose nor 

contrapuntally overstated. 

Williams' compositional style can be labeled romantic but not in the 

traditional sense of storytelling or representation of ideas or people. His 

music is deeply romantic in the sense of fervor, intensity, and ferocity. He 

achieves these qualities by active use of rhythm, full-orchestration, and 

harmonic sonority. 

The forms utilized in his works demonstrate traditional practice. The 

common march form (intro-first strain-second strain-trio-break strain-trio), 

sonata, rondo, binary and ternary forms permeate his compositions. There is 

•' Joe Rayford Daniel, "The Band Works of Clifton Williams," Ph.D. dissertation 
(University of Southern Mississippi, 1981), 28. 
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occasional variation of these forms. The most common variations are added 

repetition and the use of introductions and codettas. 

Melody construction and the development of motives are both strong 

features of Williams' compositions. His strength in motivic development 

was an outgrowth of his "say-it-again-only-differently" philosophy. The 

melodic content is largely diatonic with some use of modality. His more 

meditative and song-like melodies demonstrate the step-wise motion found 

in folk song and vocal music, while his regal melodies and extensive use of 

fanfares feature the use of intervallic skips and leaps characteristic of 

instrumental music. 

His harmonic language is primarily functional. However, there are 

numerous examples of bitonality. These bitonal sections add dramatically to 

the concept of tension and release. By establishing pedal points, Williams' 

had the option of a single tonality or to explore other key centers. His 

exploration is most commonly found a whole tone lower than the pedal 

point. Inclusion of the pedal point throughout the tonal and bitonal sections 

gives the aural impression of a central key structure and relative harmonic 

stability. 
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Modulations are largely to closely-related keys with the occasional 

use of third-related modulation. Major key structures are typical of his 

writing with progressively smaller amounts of modality and minor tonality. 

Tritone cadences occur frequently and the use of traditional tonic-dominant 

cadences is rare. 

The organization of rhythm is a key element in the structure of 

Williams' music. His meters are mostly duple and appear in the form of 

simple, compound, and alia breve time signatures. The use of ostinato 

permeates his work and can be considered a benchmark trait. Williams often 

alters the agogic accent of the music by employing hemiola and syncopation. 

Another prominent feature in the composer's creation of music was 

texture. He felt that as much as two-thirds of the process of composing was 

orchestration. Williams wrote for specific instruments because he felt that 

"it was the effect of the combination of colors more than the specific 

notes."^^ The material given to each instrument is idiomatic. The required 

ranges of the instruments are seldom extreme and the technical demsinds are 

rarely stringent. 

~ W. Francis McBeth, interview by author, telephone, 12 February 1997. 
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The most salient features of Clifton Williams compositions are his 

development of rhythm and his creation of texture and timbre through 

orchestration. These traits are prolific in his published works but are also 

prevalent in his unpublished works including Prelude and Dramatic 

Interlude. 
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Chapter 2 

OVERVIEW, ANNOTATIONS, AND PERFORMANCE 

STRATEGIES OF PRELUDE FOR CONCERT BAND AND 

DRAMATIC INTERLUDE 

General Overview 

Williams is considered to be a major figure in the development of the 

wind band and his compositions are generally of high caliber. Through his 

works, the band made major advancements toward achieving its own distinct 

voice with its own distinct literature. His music has been performed the 

world over including the United States, Canada, Europe, and Japan, and 

retains a major position in the repertoire for the ensemble today. His death 

at a relatively young age, fifty-two years old, was a severe setback in the 

future development of band literature. 

"The passing of Clifton Williams truly leaves a void in the hearts of 
those who knew and loved the man personally, as well as those who 
know and love his music,...that which brings him to life each time it 
is played and heard. The years 1969-1976 were veiled by failing 
health and depression. Yet, somehow, new music was created, in all 
probability with the man's suspicion of that music being his last."^^ 

^ Clifton Williams, Caccia and Chorale (Oskaloosa, Iowa; C.L. Bamhouse Co., 1976), 
inside of front cover. 



Many people, including Williams himself, felt that he would be contributing 

to the repertoire of the wind band for years to come. 

At the time of his death, he was just beginning to explore the depth of 

his own compositional style. This style was different than his previous 

technique and also different than the literature his publishers desired. They 

sought works limited in length and technical demand. Compositions with 

these limits were profitable to the publisher because they were widely 

purchased by school bands. Typically, this music was assigned a grade level 

based on its degree of difficulty and was largely for use at festivals and 

competitions. Up to this point, Williams had displayed a penchant for 

creating high quality pieces within these limitations and found that 

composing for the "educational" ensemble gave his music a great deal of 

exposure through publication. However, this type of compositional 

constraint did not result in Williams' greatest artistic effort. His new style 

took him away from creating music of the educational ilk. Instead, it was 

music that renewed his personal "artistic license". This license gave him the 

freedom to explore his depth of self-expression. He began to successfully 

create "his" music. 
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Many of his unpublished works were either not brought to a 

publisher's attention or they were denied publication for being too 

technically difficult for public school bands. The works not presented for 

publication came largely during the last years of his life and at a time when 

his health was failing. His effort to survive a life-threatening illness was 

being severely challenged and business details that related to his 

publications were far from his mind. 

This author's contact with Williams' music via personal performance 

and attendance at the posthumous induction of Clifton Williams into the 

Arkansas Bandmasters Hall of Fame in 1982 led to a desire to delve deeper 

into the life of the composer. Research led to many exciting findings 

including the location of a work in the band music library at New Mexico 

State University entitled Prelude for Concert Bandhy James C. Williams. 

The composers' family confirmed the use of several variations of his pen 

name including James C. Williams, and a comparison of the manuscript 

score to Prelude with other manuscript materials confirmed that the 

composer was the widely known Clifton Williams. 

In 1998, the Estate of James C. Williams, administrated by Michelle 

Williams Hanzlik, produced for the author's perusal a listing of the complete 



musical holdings of Williams that were in the family's possession. This 

listing, including well over one hundred compositions, gave reference to the 

materials on hand as well as known materials that were lost. 

Ms. Hanzlik enthusiastically responded to a request for photocopies of 

some of Williams' manuscript scores. Among the source material forwarded 

were full conductor scores to the wind band works Symphonic Essays, 

Shoverture, Sonata Allegro, and Dramatic Interlude. Also included were 

recorded concerts of Williams commenting on and conducting many of his 

pieces for band and orchestra. These materials came with the claim that 

"'Dramatic Interlude was among Williams' best work."^'* 

Interestingly, Dramatic Interlude was the result of a revision 

undertaken by the composer. It was first composed as Dramatic Overture in 

1970 and revised as Dramatic Interlude in 1974. This revision was the 

result of the composers' unhappiness with his initial attempt. Williams said, 

"I never let out anything that I wasn't completely happy with until Dramatic 

Overture He had been particularly ill during 1970 and he surmised that 

the illness led him to release the work in haste, before it had reached its final 

^ Michelle Williams Hanzlik, interview by author, telephone, 17 March 1997. 

^ James D. Wayne, interview by author, telephone, 31 March 2002. 
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form. The work is among the more difficult compositions that he produced. 

Its technical demands require advanced musical and technical development. 
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Overview of Prelude for Concert Band 

The material uncovered in the discovery of Prelude included a three-

line manuscript condensed score and an incomplete set of parts. Written in 

1943, the score notes a revision in 1950 ("1943, revised 1950"^^). As the 

manuscript score notates this revision, it follows that this score is the revised 

version. It is not known if the dedication of this work, "To my friend 

Willard I. Shepherd" , was made in the original or the revised version. 

Prelude does not contain material from other known Williams' 

compositions. Information about the performing forces required of the 1943 

version has not been located nor has the reason for the revision been found. 

As it was composed early in Williams' life, Prelude is an important 

benchmark in the compositional style and procedure of the composer 

because it gives a glimpse of a budding young artist in the formative stages 

of what was to be a highly successful career. 

Prelude is largely calm and introspective in character. The opening 

and closing theme areas are lightly scored and display the composer's ability 

to craft a beautifiil melody. The melodic content of the entire work exhibits 

^ Clifton Williams, "Prelude for Concert Band" (manuscript musical score), June 1950, 
Family of James Clifton Williams collection. 

Ibid. 
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extensive use of chromaticism. The formal C section of Prelude is fully 

scored, powerftil and demonstrates a "big wind up"^® that is characteristic of 

Willieims' compositions. 

The form of the Prelude is ABCB'A-codetta. There is no 

introduction. The main thematic material is exposed from the first beat of 

music. The major sections are A (mm. 1-15), B (mm. 16-30), C (mm. 31-

39), B' (mm. 40-49), A (mm. 50-64), and a codetta (mm. 65-70). The 

construction of the work forms a palindrome. 

The melodic content is cast mostly in the woodwind section with 

particular emphasis on the B-flat soprano clfirinet. The first clarinet part is 

not the exclusive purveyor of the melodic material but it does contain 

virtually all the melodic content of the work. The melody contains motion 

by step with intervallic leaps of diatonic thirds and fourths. These 

characteristics give the melody a lyric vocal character. Tension and release 

is created through the extensive use of the leading tone. The presence of the 

leading tone on accented beats exaggerates its release into unaccented 

consonance. 

^ James Clifton Williams, comments and performance. New Rochelle (NY) High School 
Wind Ensemble, composer conducting, 9 March 1972. 



Harmonic practice centers on the use of sonority over function. 

However, ftmctional harmony is present. Williams did not indicate a key for 

the work. The condensed score is in concert pitch and the few existing parts, 

for both transposing and non-transposing instruments, have no key signature. 

The absence of key and the prevalence of accidentals signify a chromatic 

approach to the harmonic structure. Horizontal contrapuntal movement 

takes prominence over the vertical creation of harmony. 

Much of the work is written in 3/4 with some measures written in 5/4. 

Expansion of the meter allows for lengthening of the melodic ideas. The A 

and B sections contain little in the way of unique rhythmic quality, but the C 

section is complete with syncopation and dotted rhythms that are 

characteristic in the composers body of work. 

Even in his early compositional career, orchestration played a key role 

in Williams' compositional process. All of his music was written with the 

idiosyncrasies of the instruments in mind. The ranges are not extreme, and 

the conventional performance practice of the instruments is observed. 

Timbre is achieved through the exploration of combinations of 

instruments. An example of Williams' scoring procedure is found at the 

beginning of the work in the form of melodic use of the English horn and B-



flat soprano clarinet in unison. While each displays wonderful 

characteristics as a solo instrument, the combination of these instruments in 

tandem produces a unique timbre. 

One of the biggest challenges present in the recreation of the Prelude 

score was the lack of detail in the source materials found. The condensed 

score included the elements of pitch and rhythm but was not consistent or 

complete with articulation and nuance markings. As a means to solve this 

issue, the author undertook a thorough examination of the work that resulted 

in the editorial alteration of articulation markings, volume levels, and 

enharmonic spellings. 

Another issue was the lack of information on complete 

instrumentation. In order to assign the instrumentation accurately, the 

author surveyed the complete publications of the composer in order to 

ascertain the frequency of appearance of instruments in those works. This 

survey coupled with the notations in the original materials and personal 

observation led to the orchestration found in the annotation of Prelude and 

the performing edition created as part of this study. The instrumentation 

survey appears in this document as appendix E. 
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Overview of Dramatic Interlude 

After thorough review of the revised full score and other supporting 

documents provided by Williams' family, the author concurs with the 

assessment of the high quality of Dramatic Interlude and has selected it for 

this study based on that assessment. The work also represents an example of 

the type of work written near the end of the composer's life. 

The original composition was titled Dramatic Overture and was 

commissioned by Western Illinois University in 1970. The reason for the 

commission is undetermined. A revision was created in 1974 because of the 

unhappiness Williams' felt about the original version. The work is 

copyrighted in its revised title Dramatic Interlude. 

Dramatic Interlude is among the late works of Williams and was 

produced during the reemergence of cancer. As such, it features a great deal 

of emotional depth. This emotion should not be confused with any 

programmatic connotation, as it is not intended to evoke any specific idea, 

story or scene. Williams said, 

"While it remains open to question whether music can convey any 
message other than a purely musical one, composers often tend to 
attempt philosophical, pictorial, or other aspects within a musical 
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framework." 

This is a work that represents the composer at maturity. Some thirty years 

after the composition of Prelude, the composer used his skills as a craftsman 

to create in Dramatic Interlude an extended work that highlighted the 

possibilities of the wind band timbre, technique, and artistry. It also 

highlights Williams' break from his standard compositional practice into one 

of more creative development. 

The opening and closing tempos and style indications mark a quick 

tempo, fierce character, and movement with vigor. There is fiill scoring 

throughout much of the work with the lightest textures occurring in the 

middle "Adagio cantabile". Standard concert band instrumentation is 

featured. 

The form of the work, particularly the final segment, functions as a set 

of variations (intro-AB-closing theme-C-closing theme-B' variation-B-

closing theme-codetta). The large formal sections are identified as intro 

(mm. 1-2), A (mm. 3-30), B (mm. 31-99), closing theme (mm. 100-121), C 

(mm. 122-161), closing theme (mm. 162-171), B'variation (mm. 172-213), 

Clifton Williams, Caccia and Chorale (Oskaloosa, Iowa: C.L. Bamhouse Co., 1976), 
inside of front cover. 
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B (mm. 214-234), closing theme (mm. 235-246), and codetta (mm. 247-

255). 

Melodic chromaticism is a prominent feature throughout the work. 

The melodies of the faster sections are distinguished by short four-to-eight-

beat fragments that are tossed around the ensemble in antecedent-consequent 

fashion. The melody often contains both the pitches of major and minor 

tonality (ex. a/a-flat in f tonality). The borrowing between the modes gives 

the melody instability. The short melodic figures coupled with the quick 

tempo create a frenetic pace and character. 

Harmonic ambiguity is a strong contributor to the character of the 

work. This ambiguity is featured in the form of pedal point ostinatos with 

overlaying harmony a whole-step away, in the use of major and minor thirds 

simultaneously in chord structures, and in first inversion chord fiinction. 

Ostinatos with static pitch are prevalent. These ostinatos provide a 

skewered view of the tonality as they are often cast as accompaniment to 

material a whole-step lower. The presence of the ostinato affords Williams' 

the opportunity to explore a range of key areas while keeping the 

fundamental of the intended key in the accompanying ostinato. 
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The simultaneous sounding of both the major and minor thirds of a 

triad also serve to disguise the tonal center. Vacillating thirds can be found 

within the melodic material and also within the harmonic chord structure. In 

the latter, the conflicting harmony is often separated by an octave within the 

orchestration in order to avoid direct dissonance. 

First inversion chords are used widely in the work. The stability of 

the harmony is eroded with the tonic appearing in the upper voices only. 

Although the appearance of these inversions occurs throughout the work, the 

"Adagio cantabile" is particularly affected because of the slow, singing 

style. 

The previously mentioned techniques serve to add an extreme amount 

of dissonance to the composition. The tension created by these devices is 

indeed dramatic and serves to highlight those brief moments of consonant 

release. Overall, Williams' harmonic language is based on sonority. 

Function plays a secondary harmonic role to the development of dissonance 

and the concept of tension and release. 

Meter and tempo are used in their traditional roles while rhythm and 

its variation are a unifying factor in Dramatic Interlude. The variation 

principle is a structural feature of the melody, harmony, and rhythm. Much 
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of the work is alia breve with smaller sections of 4/4, 6/8, and 9/8 time 

signatures. There are many examples of syncopation, tied note values, and 

hemiola. Hemiola is often achieved by the use of instrumental articulation. 

These devices serve to obscure the agogic accent, thereby altering the 

recurring rhythmic pulse. 

As his body of work demonstrates and others have verified, 

orchestration and idiomatic use of the instruments took much of his 

compositional energy. This emphasis was not lost in the composition of 

Dramatic Interlude. Interesting tonal colors include the combination of horn 

and clarinet in soli, pairing of mid-range clarinets with trumpets in cup mute, 

the predominance of the melody in bass voices (woodwinds and brass), and 

the use of the marimba, xylophone, and vibraphone are all examples of the 

exploration of timbre found in this work. 

Williams' manuscript score for Dramatic Interlude was an excellent 

resource for the construction of the performing edition for this study. The 

primary concern was the reconstruction of correct harmony as many of the 

manuscript accidentals were difficult to read. 
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The Annotation Format 

The following annotations will detail the salient features of the two 

James Clifton Williams unpublished works for wind band described within 

this document. Each annotation is meant to expand the information 

available about these compositions, and to aid the possibility of future 

performance. 

Information in each annotation includes level of difficulty, 

performance time, date of composition, description of the major features of 

the work, list of the ranges for each instrument, tempos, meters, keys, 

technical demands, solo needs, and other pertinent information. The layout 

is as follows: 

Level of difficuitv: Rated 1-5 by the author based on the following 

guidelines: 

1. Easy: beginning 
2. Medium-easy: junior high 
3. Medium: advanced junior high, medium high school 
4. Medium-advanced: advanced high school, medium college 
5. Advanced: college, professional 

Performance Time: As measured by the author. 
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Date of Composition (revision if applicable): As notated by the score or 

research. 

Description: A short description of the salient features found in the work. 

Instruments and Ranyes: A complete instrumentation of the work with 

ranges for each instrument. The percussion instrumentation will include the 

total number of players needed and the difficulty level of the percussion 

parts (see Level of Difficulty). Ranges will be identified using the following 

system: 

^ n 
^  i - i  
!fn VsiJ 

c* 
4 V X* j-M r 11 

C ^ 

(B below C = BB) 

Meter(s): Listing of all meters in the work. 

Tempo(s) and Rhvthm; Listing of all tempos in the work and the difficulty 

level of the rhythms (see Level of Difficulty). 

Technical Demand: An overall difficulty level will be given based on the 

velocity of the rhythms and the quality of articulations required. 
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Solofs): The length and difficulty level of all solos will be described. Parts 

that exhibit an unusual amount of solo material and/or independence will be 

noted. 

Other: Pertinent information not included in other categories. 
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PRELUDE 
for Concert Band 

Level of Difficulty: 3 

Performance Time: 4:00 

Date of Composition: 1943, revised 1950 

Description: The form of the work is ABCB'A-codetta (beginning in mm. 

1, 16, 31, 40, 50, and 65). The A and B sections are lyrical and lightly 

orchestrated. The B section gains speed and volume and gives way 

directly into the fully-orchestrated and heavily accented C section. The 

codetta is larghetto and brings the work to a close on a "pp" C major chord. 

Instrumentation and Ranges: 

Full Score: transposed score with editorial information and 
performance suggestions 

Piccolo: a-flat' to g^ 

Flute: c' to g^ 

Oboe 1: c' to c^ 

Oboe 2: f-sharp' to e-flat^ 

English Horn: e-flat' to g-sharp" 

B-flat Clarinet 1: c-sharp' to d-sharp^ 

B-flat Clarinet 2: e to c-sharp^ 

B-flat Clarinet 3: e to a" 
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E-flat Alto Clarinet: e to 

B-flat Bass Clarinet: g to f" 

BB-flat Contrabass Clarinet: e (opt. d) to g-sharp' 

Bassoon 1: D-flat' to c' 

Bassoon 2: C to c' 

Alto Sax; e' to b^ 

Tenor Sax: e' to c-flat" 

Baritone Sax: c' to a^ 

Comet 1: b-flat to d-sharp ^ 

Comet 2: f* to d-sharp^ 

Comet 3: d'to c#^ 

Comet 4: b-flat' to c-sharp^ 

Horn I: d' to f-sharp" 

Horn 2: b to d^ 

Horn 3: a toe" 

Hom 4: g to b' 

Trombone 1: F-sharp tog' 

Trombone 2: F-sharp to e-flat' 

Trombone 3: F-sharp tog 

Baritone (bass clef): F-sharp to e' 

Baritone (treble clef): g-sharp to f-sharp^ 

Tuba: GG to e-flat 

String Bass: G to e-flat' 

Percussion: Bass Dmm, Snare Drum, Crash Cymbals, Timpani 

Four players required due to tutti playing. 
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Easy. 

Timpani tuned to B-flat and e-flat. 

Tempos and Rhvthms; 

Larghetto, sostenuto J=5e (author's tempo marking) 

The A and B sections display easy to medium-easy rhythms. 

Allegro J=//2 

The C section requires the Piccolo, Flute, English horn, Bb Soprano 

Clarinets, Alto Sax, Tenor Sax, and Comets to perform high velocity 

figures that include sixteenth-notes and sixteenth-note triplets. This 

consideration elevates the difficulty level of these parts to medium. 

Dotted note values and syncopated rhythms are present in many 

parts. 

Meters: 3/4 and 5/4 

Keys: The introduction centers around the key of C major. There are many 

examples of first inversion harmony found throughout the work. The key 

center is often obscured by the inverted harmony, extensive use of the 

leading tone, added-note harmony, and horizontal compositional technique. 

These items serve to increase the amount of tension before releasing to 

consonant harmony. 
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Technical Requirements; A medium-level of difficulty is required of some 

players. All other parts are easy to medium-easy. The formal C section 

contains dotted-rhythms that demand solid articulation principles. 

SoloCs^; A solo B-flat clarinet performs a four-measure soli with the flutes. 

The clarinet range is c^ to c^. The English horn has a six-measure solo 

(cross-cued in Oboe and Alto Sax) with a range from a' to A solo French 

horn performs a sixteen-measure soli with clarinet. The French horn range 

is f-sharp' to f-sharp". 

Other; Originally entitled Post-War Prelude. Dedication—^"To my friend 

Willard I. Shepherd". 
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DRAMATIC INTERLUDE 

Level of Difficulty; 5 

Performance Time: 8:00 

Date of Composition: 1970 as Dramatic Overture (revised/copyrighted in 

1974 as Dramatic Interlude). 

Description: The form functions much like a set of variations (introduction-

AB-closing theme-C-closing theme-B' with variation-B-closing theme-

codetta). These theme areas begin in mm. 1, 3, 31, 100, 122, 162, 172, 214, 

235, and 247 respectively. A rhythmic ostinato consisting of eighth-notes 

(in alia breve) on the pitch f is presented at the beginning. This ostinato is 

prevalent throughout the faster tempos of the work only changing pitch to 

emphasize tonic and dominant movement. Harmony is rooted in sonority 

with little emphasis on function. 

Instrumentation and Ranges: 

Full Score: transposed score with editorial suggestions and 
performance suggestions 

Piccolo: g-sharp ' to b-flat^ 

Flute: g-sharp' to a-flat^ (with divisi) 

Oboe: f* to d-flat^ (with divisi) 

English Horn: e-flat' to b^ 
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E-flat Clarinet: f to d-flat^ 

B-flat Clarinet 1: f to 

B-flat Clarinet 2: g to d^ 

B-flat Clarinet 3: ftod^ 

E-flat Alto Clarinet: f to c-sharp^ 

B-flat Bass Clarinet: e to b-flat^ 

E-flat Contra Alto Clarinet: f to d-sharp^ 

BB-flat Contrabass Clarinet: e to g-sharp^ 

Bassoon: C to g-sharp' (with divisi) 

Alto Sax: d-flat' to (with divisi) 

Tenor Sax: b to b-flat (with divisi) 

Baritone Sax: b to 

Trumpet 1: c' to b^~cup and straight mutes required 

Trumpet 2: b-flat to a-flat ^ (with divisi)~cup and straight mutes 

required 

Trumpet 3: a to g-flat^~cup and straight mutes required 

Horn 1: b-flat to a-flat" 

Horn 2: c' to a-flat^ 

Horn 3: b-flat to a-flat^ 

Horn 4: b-flat to a-flat~ 

Trombone 1: A to a' 

Trombone 2: A to a' 

Trombone 3: A toe' 

Baritone (bass clef): A-flat to g-sharp' 

Baritone (treble clef): b-flat to a-sharp^ 
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Tuba: AA to f-sharp 

String Bass: A to f-sharp' (arco) 

Percussion: Timpani, Snare Drum, Crash Cymbals, Suspended 

Cymbal, Bass Drum, Marimba, Xylophone, Vibraphone, Triangle. 

Five players required. 

Medium-advanced to advanced for the timpani. 

Timpani tuned to G, A-flat, B-flat, d-flat, e-flat, f, g-flat. 

Tempos and Rhvthms: 

Allegro feroce J = t20 

I 

Drammatico <J=/oo 

These two sections feature advanced rhythms including syncopation, 

tied notes, and ensemble hemiola. All parts share in the complexity of 

rhythm. 

Adagio cantabile J=6fi 

Medium-easy rhythms are employed. There are many examples of 

Upbeat entrances either from rests or from longer tied note values. 

Con vigore J. = 100 

There are advanced rhythms in both compound duple and triple time. 

High velocity rhythms are present in the upper woodwinds with 
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examples of tied note values in the brass. 

All remaining sections are repetitions and contain the same rhythmic 

and tempo content of the original material. 

Meters: alia breve, 4/4, 9/8, 6/8 

Keys: The score does not include a key signature. The harmony is 

ambiguous throughout the work. Various ostinatos point to F and E-flat as 

tonal centers. Chromaticism is a prominent feature of the melodic and 

harmonic material. The final chord of the work is a D-flat major sonority. 

Technical Requirements: Advanced technique is required of all parts 

except for percussion (see Instrumentation and Ranges). All instrument 

groups have demanding parts. Mature articulation skills are required. Many 

brass parts demand multiple tonguing skills. Solid control of high velocity 

technique is required of the woodwinds. 

Solo(s): There are important soli passages for hom/clarinet, 

trumpet/clarinet, and trombone within the "Adagio cantabile". A lyrical 

ten-measure solo for trumpet begins at ms. 132 and encompasses a range 

from f' to f-sharp". 

Other; Commissioned by Western Illinois University. 
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Performance Strategies 

The conductor should be mindful of the instrumentation and the 

number of performers per part. In order to retain the ensemble sonority 

intended by the composer, it is important for the clarinet family to carry as 

much as 40% of the ensemble sonority. This is a representation of the 

instrumentation that Williams' indicated in his early scores including Sonata 

Allegro. In this work, Williams indicated within the labeled instrumentation 

the number of players intended on each part. A minimum of 83 players was 

listed with 30 players being members of the clarinet family. The trumpets 

and tubas should also player a strong role in the ensemble sound in order to 

remain true to the composers' desired sonority. Given the reduced size of 

the clarinet family in standard instrumentation practices of today, the clarinet 

family should play a minimum of one dynamic level louder than the 

remainder of the ensemble in order to achieve the correct ensemble sonority. 

As much of his work is orchestrated for the entire ensemble, it is of 

utmost importance to follow the intended dynamic markings carefully. A 

successful performance will overstate the softer dynamic indications so that 

the markings at the upper end of the dynamic spectrum are able to convey 

the emotion and intensity required. The performer should resist the 
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temptation to overplay and thereby creating long segments of brash and 

raucous performance within his works. 

Similarly, the softer volume levels typically are the most poignant 

moments of Williams' compositions and these segments display the 

composer's ability as melodist. These sections should be highly expressive 

and should display a very cantabile style. 

Rhythmic accuracy is highly important. Williams often utilizes duple 

and triple rhythmic figures either in the melodic content or the harmonic 

counterpoint. Any dotted rhythm should be metrically precise especially 

when performed in context with triplet rhythms. 

Because his themes are in a constant state of transformation, the 

performer must be sensitive to rhythmic variation. It is typical for the 

composer's music to "lull" the performer into complacency with repetition. 

A lack of attention by the performer will result in a misstep in rhythmic 

accuracy. 
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Chapter 3 

SUMMARY AND CONCLUSIONS 

James Clifton Williams was the preeminent wind band composer of 

his era. He added breadth and depth to the wind band repertoire with the 

creation of meiny compositions. The majority of these were published and 

have become well-known to wind band musicians while his later works 

remain unpublished and out of the public eye. The high quality of his 

compositions has developed and secured Williams' worldwide reputation as 

a significant contributor to the wind band repertoire. By illuminating his 

life, works, and significance of his contributions, this study should promote 

a renewal of interest in the composer and the restoration and publication of 

his previously unpublished materials. 

Through research done in venues throughout the United States, topical 

information was gathered. Interviews with current wind band professionals 

and Williams' colleagues, fnends, and family helped develop the 

biographical information that is used to support this study. Salient 

biographical information was assembled into the defining events of his life 
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and work. These elements were traced from Williams' birth in rural 

Arkansas in 1923 to his death in Miami, Florida in 1976. 

The composers' compositional style was examined in the context of 

form, melody, harmony, rhythm, and texture. The highlights of this 

examination featured Williams' affinity for keeping things basic and 

unpretentious. He demonstrated these qualities through the modest use of 

compositional material. His ability to craft an entire work from the germ of 

an idea marks the sign of a true craftsman. 

Williams' was fixated with orchestration and the exploration of the 

timbral possibilities of the wind band. Two-thirds of his work on any 

composition was toward the proper combinations of instruments and the 

idiomatic use of each instrument within the scoring. As a performing 

instrumentalist, he understood the role of both instrument and musician and 

worked diligently to provide quality musical material for both. 

A survey of the final years of his life clarified the lack of publication 

of many of his late works. The lack of submission for publication due to 

personal illness and the heightened technical demands of these compositions 

were the primary factors that left these works unpublished. In an effort to 

create awareness of these compositions, an annotated guide to the 
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unpublished Prelude for Concert Band and Dramatic Interlude was created. 

A listing of his known unpublished music is included in Appendix E of this 

document. 

This study also produced performing editions of both works. 

Advanced music notation computer software was utilized to recreate modem 

editions. A full conductor score and set of instrumental parts were 

completed from Williams' manuscript scores and other items. The 

performing editions are complete with a biographical sketch of the 

composer, performance suggestions, and pertinent editorial notes. 

The life and work of Clifton Williams continues to influence 

musicians of all ages and abilities. Undoubtedly, his thirty-two published 

works have touched people around the world. His visionary use of timbre, 

rhythm, and harmony expanded the vocabulary of the modem wind band. 

But, it is the later and unpublished music that reveals the tme creativity in 

this prodigious musician. A comprehensive view of the composer cannot be 

achieved without the inclusion of his breadth of composition. For this 

reason, the review, compilation, and fiature performance and publication of 

these unpublished compositions are significant. 
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APPENDIX A 

LETTER OF PERMISSION TO REPRODUCE SCORES 
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May 20, 2002 

Martin Reynolds 
Director of Bands 
Department of Music 
University of Alabama 
Humanities Building Room 308 
900 13th Street South 
Birmingham, AL 35294-1260 

Dear Mr. Reynolds, 

This letter grants permission for you to use the unpublished musical scores 
Prelude for Concert Band and Dramatic Interlude by James Clifton 
Williams in their entirety for the purposes of your lecture-recital and 
dissertation. 

1 am aware that UMI Dissertation Publishing will supply single copies of 
your dissertation to members of the public on demand and that scores to 
each of the titles above will be included in the dissertation. 1 further 
understand that these scores will not be used for your personal fmancial 
gain. As representative of the James Clifton Williams family, 1 retain all 
rights to these materials beyond the scope of your academic project. 

Sincerely, 

Michelle Williams Hanzlik ^ 
Executrix for the Estate of Maxine Friar Williams 
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LIST OF UNPUBLISHED WIND BAND COMPOSITIONS 
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Unpublished Wind Band Compositions 

Existing Composition Date 

Prelude for Concert Band 1943 
Caprice Americana (piano and band) 1944 
Shoverture 1945 
Sonata Allegro 1949 
Symphonic Essays 1963 
Symphonic Dance #5 1965 
Pandean Fable (bass flute and band) 1969 
Dramatic Interlude 1974 

Lost Composition Date 

Trevanant 1937 
Manassas Overture 1939 
Passacaglia 1951 
Ballade 1959 
Band of the Hour 1969 
Dramatic Overture 1970 
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APPENDIX C 

COMMISSIONS 



Commissions 

Title Year Commissioning Source 

Border Festival 1965 

Caccia and Chorale 1969 

Castle Gap 1964 

Concertino 1959 

Dedicatory Overture 1963 

Dramatic Essay 1958 

The Hermitage 1969 

Laredo 1963 

The Patriots 1968 

The Ramparts 1965 

The Sinfonians 1960 

Strategic Air Command 1963 

Edinburg (TX) Band Parents Association and San Antonio Music Company 

University of Wisconsin-Stevens Point Wind Ensemble 
Donald E. Greene, conductor 

Rankin (TX) High School Band—James Mabry, III, conductor 

William Ludwig for Ludwig Percussion Inc. 

Epsilon Upsilon Chapter Phi Mu Alpha Fraternity of Evansville College, IN 

Educational Services Department of the Conn Corporation for Don Jacoby 

Future Music Leaders of America 

Elmo Lopez and the Martin (TX) High School Band, For the cities of Laredo, TX, 
USA and Nuevo Laredo, Tamapualias, Mexico 

friends of the Thomas Nelson Community College for the National Aeronautics 
and Space Administration (NASA) Research Center 

United States Air Force Academy Cadet Welfare Fund 

Phi Mu Alpha Sinfonia Fraternity of America 

United States Air Force Strategic Air Command 



Commissions - continued 

Title Year Commissionine Source 

Symphonic Dances 1963 Minnie Piper Stevens Foundation of San Antonio, TX 

Symphonic Essays 1963 Kappa Kappa Psi National Band Fraternity 

Trilogy for Band 1962 North Little Rock High School Band—J. Raymond Brandon, conductor 

Pandean Fable 1969 Artley Corporation for Fred Wilkins 

Dramatic Overture 1970 Western Illinois University 

u> 
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APPENDIX D 

AWARDS 



AWARDS 

1948 Five Tempi for String Quartet Louisiana Federation of Music Clubs 

1950 Legend for Orchestra 

1956 Fanfare and Allegro .American Bandmasters Association/Ostwald Award 

1957 Symphonic Suite .American Bandmasters Association/Ostwald Award 

1958 Ballad for Small Orchestra 

1968 Honorary Doctorate in Music National Conservatory of Peru (Lima) 

1976 For prestige of work & number of performances ASCAP Award 

1982 Posthumous induction into the Arkansas Bandmasters Hall of Fame 
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APPENDIX E 

INSTRUMENTATION SURVEY OF WILLIAMS' COMPOSITIONS 



Key for Instrumentation Survey 

Db Picc = D-flat Piccolo 

C Picc = C Piccolo 

Flute 

Oboe 

Eng hn = English hom 

Bsn = Bassoon 

C Bsn = Contra Bassoon 

Eb Clar = E-flat Soprano Clarinet 

Bb Clar = B-flat Soprano Clarinet 

Alto Clar = E-flat Alto Clarinet 

Bs Clar = B-flat Bass Clarinet 

Eb C Clar = E-flat Contra Alto Clarinet 

Bb C Clar = B-flat Contra Bass Clarinet 

Sax = E-flat Alto Saxophone, B-flat Tenor Saxophone, E-flat Baritone Saxophone 

B-flat Trumpet 

B-flat Flugelhom 

French Hom 

Trombone 

Baritone 

Tuba 

String Bass 

Timpani 

Percussion 

Harp 



Instrumentation Survey 
Woodwinds 

Academic Procession 

Air Force Band of West 

Arioso 

Border Festival 

Caccia and Chorale 

Castle Gap 

Concertino 

Dedicatory Overture 

Dramatic Essay 

Dramatic Interlude 

Fanfare and Allegro 

Festival 

Henderson Festival 

The Hermitage 

Hill Country Ballad 

Killian 

Laredo 

March Lamar 

Pastorale 

The Patriots 
The Ramparts 
Regal Procession 

Roll of Honor March 

The Sinfonians 

Solemn Fugue 

Sonata Allegro 

Songs of Heritage 

Strategic Air Command 

Symphonic Dance No. 2 

Symphonic Dance No. 3 

Symphonic Essays 

Symphonic Suite 

Trail Scenes 

Trilogy for Band 

Variation Overture 

'Alio, Tenor, & Ban Sax 

DbPicc C Picc !Flute Oboe Eng hn Bsn >CBsn iEbClar IBbClar jAltoClar BsClar lEbCCIar • • t ' • ^ ' - I - - • i • - BbCCIar Sax 

oo 



Instrumentation Survey 
Brass and Percussion 

Academic Procession 

Air Force Band of West 

Arioso 

Border Festival 

Caccia and Chorale 

Castle Gap 

Concertino 

Dedicatory Overture 

Dramatic Essay 

Dramatic Interlude 

Fanfare and Allegro 

Festival 
Henderson Festival 

The Hermitage 

Hill Country Ballad 

Killian 

Laredo 

March Lamar 
Pastorale 
The Patriots 

The Ramparts 

Regal Procession 
Roll of Honor March 
The Sinfonians 

Solemn Fugue 

Sonata Allegro 

Songs of Heritage 

Strategic Air Command 

Symphonic Dancc No. 2 

Symphonic Dance No. 3 

Symphonic Essays 

Symphonic Suite 

Trail Scenes 

Trilogy for Band 

Variation Overture 
*-Comel & Trumpet parts 

Trumpet Flugelhom French Horn Trombone iBaritone Tuba jString Bass jTimpani jPercussion Haip 
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APPENDIX F 

PERFORMING EDITION OF PRELUDE FOR CONCERT BAND 
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FULL CONDUCTOR SCORE 

J. Clifton Williams 

Prelude 
FOR CONCERT BAND 

(BASED ON THE COMPOSER'S 1950 REVISION) 

COMPILED AND EDITED BY 

MARTIN C. REYNOLDS 
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-THE COMPOSER-

James Clifton Williams (1923-1976) was bom in Traskwood, Arkansas and graduated 
from Little Rock High School in 1941. Williams spent time in military service during 
World War II where he played horn with post bands in Louisiana and Texas. He was 
musically trained at Louisiana State University and the Eastman School of Music. His 
composition instructors were Helen Gunderson, Bernard Rogers, and Howard Hanson. 

Beyond composing, Williams was a professional performer and educator. He performed 
with the San Antonio and Austin Symphonies. His teaching positions included theory 
and composition instruction at the University of Texas and the University of Miami (FL). 
His awards are numerous and include the ABA/Ostwald Award for Fanfare and Allegro 
in 1956 and Symphonic Suite in 1957. Williams was conferred the honorary doctorate in 
music 1968 by the National Conservatory of Music in Lima, Peru. He died at the age of 
52 in Miami, Florida. 

Throughout his professional career, Williams was very involved with the education of 
young people. He was a frequent guest conductor, accepted several commissions from 
public school bands, and engaged in producing high quality works for young players. 

His music can be characterized as romantic, but lacks signs of a story, idea, or any other 
programmatic overtone. Motivic development, use of rhythmic ostinato, and brilliance of 
orchestration are all characteristics of his compositional style. 

Williams' published music includes thirty-two works for band. Many of these are 
standard repertoire for the ensemble. His prominence in the history and development of 
wind bands has led to the recreation of this previously unpublished score in a new 
performing edition suitable for public performance. 

-THE EDITOR-

Martin C. Reynolds is Director of Bands, Assistant Professor of Music at The University 
of Alabama at Birmingham. He directs the Wind Symphony, the Marching Blazers, the 
Blazer Band, and teaches in the conducting and music education sequence. Reynolds 
attended the University of Central Arkansas where he received the degree of Bachelor of 
Music Education. The Master of Music degree was awarded at The University of 
Maryland in 1989 and the Doctor of Musical Arts is currently in progress at The 
University of Arizona. His collegiate teaching positions have included Director of Bands 
at the University of Arkansas at Monticello, Associate Director of Bands at New Mexico 
State University, and Assistant Director of Bands at The University of Arkansas. Mr. 
Reynolds is active as a clinician and guest conductor throughout the United States. 
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-INSTRUMENTATION-

Piccolo 
Flute 
Oboe 1 & 2 
English Horn 
E-flat Soprano Clarinet 
B-flat Clarinet 1 
B-flat Clarinet 2 
B-flat Clarinet 3 
E-flat Alto Clarinet 
B-flat Bass Clarinet 
E-flat Contra Alto Clarinet 
BB-flat Contrabass Clarinet 

(substitute E-flat Contra Alto Clarinet) 
Bassoon 1 & 2 
E-flat Alto Saxophone 
B-flat Tenor Saxophone 
E-flat Baritone Saxophone 

B-flat Comet 1 
B-flat Comet 2 
B-flat Comet 3 & 4 
F Horn 1 
F Horn 2 
F Horn 3 & 4 
Trombone I 
Trombone 2 
Trombone 3 
Baritone B.C. 

(substitute Baritone T.C.) 
Tuba 
Suing Bass 
Percussion: Snare Dmm 

Crash Cymbals 
Bass Dmm 
Timpani (B" & E") 

-PROGRAM NOTES-

The Prelude for Concert Band is one of the oldest known surviving compositions by the 
composer. Originally titled Post War Prelude, it was written in 1943. Williams was a 
member of the 307th Army Air Corps' Band at Selman Field in Monroe, Louisiana. 
Williams composed the work fully orchestrated and in pen in a matter of two days. It 
was written in the composer's anticipation of the close of World War II. The original 
work was lost in a flood shortly after its composition and he reconstmcted the work in 
1950. It is dedicated to the Chief Warrant Officer/Band Leader of William's 307th Army 
Air Corps Band, Willard I. Shepherd. 

Prelude was not published until this edition and as such was not widely-known by the 
public nor the Williams' family. After the composer's death, the Prelude was lost. In 
1999, a three-line condensed score and some parts were located in the library at New 
Mexico State University in Las Cruces. The current setting reflects the reconstmction of 
the Prelude from the few surviving items. The completion of the instrumentation is 
based upon a survey of Williams' existing works with the most common instruments from 
that survey scored in this setting. 

A work largely reflective in character, the beginning and ending exhibit wonderftxl 
melodic material and extensive use of the woodwind choir. The brass section is utilized 
idiomatically within the middle of the work to project power and excitement. The form 
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of the composition appears as a palindrome as the musical sections occur in the same 
order forward or backward. 

The brilliance of the orchestration in this work gives a glimpse into the future 
compositional manner of the composer. Brilliance is a quality that is found in abundance 
in Williams' later and well-known compositions. Prelude is an example of a well-crafted 
composition by a composer whose style was slowly maturing and far from culmination. 

-NOTES TO THE CONDUCTOR-
Performance Strategies 

The instrumentation of this edition has been set according to extant materials. Other 
instrumentation decisions were based upon the instrumentation findings in the composers 
other published and unpublished compositions. 

Through researching the composer's manuscripts, evidence suggests that as much as 40% 
of the ensemble tone should be the instruments of the clarinet family. Typically, 
contemporary wind bands do not employ a clarinet section of the size demanded by 
Williams' music. In accordance, the dynamic markings found within this performing 
edition have been altered in order to stress clarinet sonority. All members of the clarinet 
family have a dynamic marking one level louder than the manuscript indications. In the 
event that the ensemble performing this work should employ a clarinet section of the size 
demanded by the composer, the conductor should judiciously reduce the printed clarinet 
volume levels by one dynamic marking. 

The textures for the opening and closing sections should be shaded carefully with 
emphasis on blend and the proper projection of the melodic lines found in Bb Clarinet 1 
and English horn. The combination of the Bb Clarinet and English horn provides a 
unique timbre that should not be relegated to the sole use of either instrument but should 
be emphasized in the two voice melodic scoring. 

The 3rd/4th horn parts and the baritone part should only be added in these sections in the 
interest of balance or lack of instrumentation and if so utilized should not cover the 
timbre of the woodwind choir. 

Articulation should be observed strictly throughout. The articulation style for the dotted-
eighth rhythms found in the section beginning at ms. 31 should be crisp and all other 
accents well defined. 

The metronome marking at the beginning, J=5b , is given by the editor and is based upon 
the nuance markings (Larghetto, sostenuto) found there and is in relation to the C section 
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(ms. 31). The C section is marked by the composer as Allegro ( J=«2). The opening 
tempo should approximate marking as half this speed. 

The "poco piu mosso" notated by the composer in ms. 17 begins a long accelerando and 
crescendo that has its arrival at ms. 31. This movement should be carefully paced and 
should not exceed the marked tempo at ms. 31. 

The Andante at ms. 40 should be reminiscent of the poco piu mosso found at mm. 17-20. 
The meno mosso at ms. 44 should transition the tempo into the Tempo Primo at ms. 50. 

The enharmonic spellings found in the score are taken from the composer's materials. 
The editor has made an attempt to eliminate these spellings when possible but the use of 
chromaticism in the work often prevents common spelling of pitches throughout all parts. 
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To my friend Willard I. Shepherd 

PRELUDE J. CLIFTON WILLUMS 
for Concert Band Compiled and Edited by Martin Reynolds 

Piccolo 

Fluie 

English Horn 

B* Garnet 1 

BbBasGanaet 

BBb Contrabau G. 

Tenor Sax 

LantiMtto. Miiea « c 36' 

Bb Cornet I 

Coraet 

FHora I&2 

Trombooe 1 

Tfombooe 2 

Tnxnbone3 i 

iS( IUm Afcoi 
Tuba 

Scnag Ban » a-  ̂
Lartkctio. tafiaiaia« > c. 5A 

Snare Drum 

C>mbaU 
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pocopm 

Piet 

Ob 

B*CI 3 

EbACI 

BCI 

BBb CBass CI 
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A. Sax 

TSax 

BbCor I 

Bb Comet 2 

Bb Cor 3&4 

Tbn 1 

Tbn 2 
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Sn Dr 
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EbACl 

BbBCI 

•fibCUr 

B*a I 

B*a 2 

B>C 3 

TSax 

B Sax 
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Tbn 3 
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APPENDIX G 

PERFORMING EDITION OF DRAMATIC INTERLUDE 
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FULL CONDUCTOR SCORE 

J. Clifton Williams 

Dramatic Interlude 
FOR CONCERT BAND 

(BASED ON 1974 REVISION OF ORIGINAL DRAMATIC OVERTURE) 

COMPILED AND EDITED BY 

MARTIN C. REYNOLDS 
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-THE COMPOSER-

James Clifton Williams (1923-1976) was bom in Traskwood, Arkansas and graduated 
from Little Rock High School in 1941. Williams spent time in military service during 
World War II where he played horn with post bands in Louisiana and Texas. He was 
musically trained at Louisiana State University and the Eastman School of Music. His 
composition instructors were Helen Gunderson, Bernard Rogers, and Howard Hanson. 

Beyond composing, Williams was a professional performer and educator. He performed 
with the San Antonio and Austin Symphonies. His teaching positions included theory 
and composition instruction at the University of Texas and the University of Miami (FL). 
His awards are numerous and include the ABA/Ostwald Award for Fanfare and Allegro 
in 1956 and Symphonic Suite in 1957. Williams was conferred the honorary doctorate in 
music 1968 by the National Conservatory of Music in Lima, Peru. He died at the age of 
52 in Miami, Florida. 

Throughout his professional career, Williams was very involved with the education of 
young people. He was a frequent guest conductor, accepted several commissions from 
public school bands, and engaged in producing high quality works for young players. 

His music can be characterized as romantic, but lacks signs of a story, idea, or any other 
programmatic overtone. Motivic development, use of rhythmic ostinato, and brilliance of 
orchestration are all characteristics of his compositional style. 

Williams' published music includes thirty-two works for band. Many of these are 
standard repertoire for the ensemble. His prominence in the history and development of 
wind bands has led to the recreation of this previously unpublished score in a new 
performing edition suitable for public performance. 

-THE EDITOR-

Martin C. Reynolds is Director of Bands, Assistant Professor of Music at The University 
of Alabama at Birmingham. He directs the Wind Symphony, the Marching Blazers, the 
Blazer Band, and teaches in the conducting and music education sequence. Reynolds 
attended the University of Central Arkansas where he received the degree of Bachelor of 
Music Education. The Master of Music degree was awarded at The University of 
Maryland in 1989 and the Doctor of Musical Arts is currently in progress at The 
University of Arizona. His collegiate teaching positions have included Director of Bands 
at the University of Arkansas at Monticello, Associate Director of Bands at New Mexico 
State University, and Assistant Director of Bands at The University of Arkansas. Mr. 
Reynolds is active as a clinician and guest conductor throughout the United States. 
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-INSTRUMENTATION-

Piccolo/Flute 
Oboe 
English Horn 
E-flat Clarinet 
B-flat Clarinet 1 
B-flat Clarinet 2 
B-flat Clarinet 3 
E-flat Alto Clarinet 
E-flat Contra Alto Clarinet 
B-flat Bass Clarinet 
BB-flat Contrabass Clarinet 
Bassoon 
E-flat Alto Saxophone 
B-flat Tenor Saxophone 
E-flat Baritone Saxophone 

B-flat Trumpet 1 
B-flat Trumpet 2 
B-flat Trumpet 3 
F Horn 1 
F Horn 2 
F Horn 3 &4 
Trombone 1 
Trombone 2 
Trombone 3 
Baritone B.C. 

(substitute part for Baritone T.C.) 
Tuba 
String Bass 
Percussion: Snare Drum, Crash 

Cymbals, Suspended Cymbal, 
Triangle, Bass Drum, Timpani, 
Marimba, Xylophone, Bells 

-PROGRAM NOTES-

Commissioned by Western Illinois University in 1970, this work was initially titled 
Dramatic Overture. In its original form, Williams' was not happy with the result of the 
composition. He commented, "This was the first work that 1 released that 1 was not 
completely happy with." Personal health issues were very prominent during this period 
of his life and these issues can be directly linked to his feelings of inadequate completion 
of the work. A revision was undertaken n 1974 and the result was a "more suitable" 
version and the change of title to Dramatic Interlude. 

This composition is in many ways vintage Williams, and in other ways it has qualities 
previously unheard in the composers body of work. The typical use of an economy of 
compositional ideas is still prevalent. The composer transforms small fragments of 
melodic material into different subjects and motives. This technique gives the work 
qualities of growth and evolution. As these themes transform, the level of excitement and 
the forward motion of the work increases. This transformation coupled with his 
extensive concern with orchestration and timbre give the work the brilliance often 
associated with his style. 

Williams' exploration of harmony is perhaps the most forward-looking aspect within 
Dramatic Interlude. Rhythmic ostinato is a major unifying device in the work. These 
ostinatos reflect the tonal centers of the composition. The harmony pitted against them is 
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typically triadic but a whole-tone lower than the ostinato figure. There is greater use of 
chromaticism in the composition. Sonority of the harmony is much more important than 
the chord flmction. 

Through researching the composer's manuscripts, evidence suggests that as much as 40% 
of the ensemble tone should be the instruments of the clarinet family. Typically, 
contemporary wind bands do not employ a clarinet section of the size demanded by 
Williams' music. In accordance, the dynamic markings found within this performing 
edition have been altered in order to stress clarinet sonority. All members of the clarinet 
family have a dynamic marking one level louder than the manuscript indications. In the 
event that the ensemble performing this work should employ a clarinet section of the size 
demanded by the composer, the conductor should judiciously reduce the printed clarinet 
volume levels by one dynamic marking. 

The opening music should strongly emphasize the half-note pulse and demonstrate a 
fierce character. The repetitive eighth note figures should remain consistent in character 
and well-defined throughout the opening thirty measures of music but should become 
secondary to the antecedent-consequent statements featured in the low brass/woodwinds 
and the upper woodwinds. 

Proper articulation is a critical performance element. The juxtaposition of intense 
rhythmic activity against the sustained melodic material creates is solidly a compositional 
trait of Williams and a feature that should be highlighted in any performance of this and 
his many other works. 

Although traditional percussion writing is employed, the timbre that these instruments 
present is an important textural element. All mallet percussion instruments should be 
strongly present in the ensemble sound. Each percussionist should take special care to 
follow the "let ring" or "choke" notations carefully. The choke notation is used to 
quickly dampen the ring of the cymbal(s) and often this technique marks the beginning of 
a major contrasting section. The suspended cymbal in mm. 114-119 should dampen at 
the end of each crescendo roll and the vibraphone should be pedaled with a medium 
motor speed. 

The half-note prior to rehearsal K should be in the new tempo (adagio cantabile, •=6s). 
This note is to be proceeded with a grand pause. This section should be very expressive, 
highlighting the written dissonance and tension. When properly achieved, the brief 
moments of consonant repose will achieve dramatic release. 

NOTES TO THE CONDUCTOR 
Performance Strategies 
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The trumpet at rehearsal L is to performed solo. All trumpets should support the sound 
firmly while in cup mute at Rehearsal M in order to achieve a "buzzy" tone quality. 
Rehearsal N features a very legato style in the trombones. Rehearsal P should slow 
slightly but should not lose intensity. Articulation and rhythmic accuracy will ensure the 
character of the compound triple meter. Rehearsal S should reinstate the opening Allegro 

feroce (J = /^o ). The codetta at rehearsal V features a gradual broadening of the tempo 
and leads to a dramatic conclusion and a brilliant final brass chord. 

The enharmonic spellings found in the score are taken from the composer's materials. 
The editor has made an attempt to eliminate these spellings when possible but the use of 
melodic chromaticism in the work often prevents common spelling of pitches throughout 
all parts. 



104 

Dramatic Interlude 
J. CLIFTON WILLUMS 
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